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Abstract

This study expl ceaels forlawtopiaa relationBhg rbetweéns
music and languag@&his utopian visiorof pursuingthéi et er n a | path bet we.
S e nleckchom toinitiatea s er i es of lillust g @it € tinBestiggitiondjsect s
of the relations between music and our cognitive abilityor Auni ver sal ity
in three areaghe analysis of music, its generation process and its perception.

Although theutopiansearch was left incongdive, it allowed Berio to develop
what he calledai musi ¢ of afiMuasn gcwsag eo r anfmudicd argue thag e s 0
Ber i od6-su $§ ipenérates signification systemsimilar to artificial intelligence
that is able to identify, analyze and produnesic elements The systemis basedon a
hybrid of structuralistdiscoursesaddressingh u ma n 6 s  tapacity My stady c
discusses thearlier model of this systemestablished in the electronic wolkhema
(Omaggio a Joyceg)ll 9 5 7, it prfectingn the two symphoniowvorks Sinfonia(1968
and Coro (1974) andits expansioronto the theatrical workka vera storia (1982)and
Un Re in ascoltq1984) | show thatLacanian psychoanalysssronglyinformsLa vera
storiaaswell as itsdramatic elementsnd provides atheoretical bas for the connection
between signification and the unconscio@oncerning the perception of music, by
deconstructing the hierarchy of a series of oppositierts sounesilence, SeHOthers)in
Un Re | suggest thaBeriointroducalus t o f d eist ol 9 tsihuetatiomim ro

theh u mamwrrsi ver sal i by of experience
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Introduction

Thetwentiethcenturyltalian compo®r LucianoBerio recalledananecdoteln
1965,atH a r v d&acdltpCub, RomanJakobsontherenownedscholarn structural
linguistics,cametowardhim with glinting eyesandaskedhim pointblark: i S Berio,
whatismu s i Adteét @momentof baffledsilence,Berio ansvered,i Mu ssieventhing
we listento with theintertion of listeningto music,andthatanything canbecome

musicot

In anutshell this anecdoteefleds wha happenedn the mid twentiethcentury
Thediscipline of structurallinguistics wasa strorg wavethatforcedcomposerso
respondo a seriesof questionsWhatis musicasa communicéion system™ow is it
structuredHow is it differentfrom alinguistic systemAfter a periodof rumination,

composersespondedvith their compostions,writings andaesthetidheoies

Theaim of this studyis to providea detailedanalysison theinteractionbetween
languagemusicalthought andcompositionaldeas betweenthe 1950sand 1980s,when
the studyof languageexperiencedapid changesaaossvariousdisciplines amongwhich
linguistics,semiotics psychoanalysisandliterary theory. Thefocusof this studyis the
Italian composet.ucianoBerio (1925 2003), who persistentl searchedfor the

relationshippetwe@& musicandmeaningfrom the perspectie of languagei.e., the utopia

! LucianoBerio, Rememberinthe Future (MA, CambridgeHarvad University Press2006),49.
1



of soundandsenseThe pursuitprovidesa foundationfor his musicalthought,which
wenthandin handwith his conceptioron language,includingdiscussionson myth, the
unconsciousand signification. Throughawider analytical perspectiveywe canseehow
B e r iexp&rimenton musicandmeaningcontributel to the greaterdiscourseof

structuralismandpoststructuralism

Why linguistics?Music andlanguagehavelong beenconsideredas
communicatiorsystemsWhereas languagepossesssthe symbolicreferentiafunctionto
conveyconcretemeaning the semantidunctionof musichasbeenup for debateWhen
JeanJacquefRkoussauimaginedtheorigin of language he believedit to be musicalwith
the emotivepowerto expresspassbns. melodyimitatedthe accentf languages.In the
nineteentttentury, Arthur Schopenhauestatedthatmusicisthei u n i M earnsgaula g e 0
sinceit is instanty understoody everyone The musicaltonesfunctionintuitively in a
similar way to words Theindefiniteandnonreferentialquality of music canbeseenas
an imitation of thewill rathe thanan imitation of ideas® Therearetimeswhenmusic
doescornvey meaning somemusdcal signs(e.g.the horn-call, sighmotif, andhorse
galloping) aretopoiwhichinvolve culturalassociationandconnectionsmusical
onomatopoeiauchasa bird chirping or waterflowing canbeintuited by listeners the

techniqwe of tonepaintingandthe practiceof musicareservataarealsocommonmeans

2 SeeJeanJacqueRousseaul E s snahg Origin of LanguagesindWritings Relaedto M u s iircThed
Collectedwritingsof Rousseaolume 7, translatecandeditedby JohnT. Scott(HanoverandLondon:
The University Pressof New England,1998),289 323.

3 SeeArthur Schopenhauef,he World asWill and Representatiortranslatel by E. F. J. Payne(Indian
Hills,Colorado:F a | ¢ Wimg&®ess1958).

2



to convey meaningthrough music.Wa g n éechiicueof leitmotif providesa hint at
how musicconveyssemantianearing by assigningextramusicalexpressiorio musical
materialsaswell asbringingup the debateon programmusicandabsdute music.In
addition, textsettingin vocalmusicillustratesthe relationshipbetweermusic and

languagemoredirectly.

Musiciars in differenterashaveheld differentviewson the balancebetween text
or musicor how thetwo amplify eachotheraccordng to the aesthetidrends of ther
period. Thediscussiongddressingnusicandtext arenot limitedto semantianeaning
butalsoincludethe matterof intonation,asin theinventionof monodyard recitative
duringthe Renaissancaswell asthe pecular singingstyle of Sprechstimmein the
twentiethcentury. Anotherareaof debatds the existenceof imusicalsyntax ®heterms
A syt aamddgrammao areoftenadoptedn musicasmetaphos to desribetonalmusic
or thetwelvetonetechniquealthoughwhetherthe conventionof theseorganiing

principlescanbe comparedo rigorouslinguistic syntaxremainshighly controversial.

In thetwentiethcentury,the studyof languageexperienced paradgm shift from
historical to scientificanalysisafter Ferdinandde Saussurélistinguishedparole (a
particularoccurrencef alinguistic phenomenonfrom langue(a systematigatternof a
linguistic phenomenon)The novel approacho examinng languag brought new
discussons of musicaswell. As recalledby Berio, nearlyno compo®rin the 1950s

couldresistthetemptationto understanéindcomposemusic asthoughit werea



languagewith its own syntaxandphonetics: Theemergencef thefield of linguistics
providednewways andframeworksto examinethe petennialproblembetweermusc
andlanguae.Beriods musicalworks haveoftenexplorel the intersectionbetweemmusic
andlanguageBerio wasparticularlycuriousin dealingwith theissueby borrowing ideas

from linguistics.He oncesaid,

Why aml interesedin linguistics?l think | felt, with regardg€o music,thevery strongneedto
explorethe eternalpathbetweersoundandmeanig. Not a specificmeaningout a meaningof
musicalprocessesAt atimewhennewmateral organizationsverebeingsoughtt seemed

naturalto study the organizaiton of languages.

To Berio,i me a ndoasrgptanerelyreferto clearreference of concree entities
in theworld, butthe meaningfulnessf organizingthe magrials andlangua@ offers
abundanceesource®f the meaningfulnessindthelogic of organizéion. Whenthetrend
of exploringtheintersectiorbetwesn phoneticsandmusicwanedin the 19608 1970s

Berio turnedfrom the studyof Alinguaoi.e., aspedfi c occurencein language to the

47ill mio rapportoconla linguisticae molto semplice anchesehamessaadid piuttostoprofondenel mio
lavorodi compositoreE motivato dal fatto, credo,chenessunguo sfuggire ala tentazioné auncerto
momentodel suosviluppo di voler capiree usardla musicacomefosseun linguaggio,conunasua
sintassiunasuagrammaticae unasuadoneticad 8erio, Intervistee colloqui, VincenzinaCaterina
Ottomanoed.(Turin: Giulio Einaudieditore,2017),85.

5 fiPercle mi sonointeressat@lla linguistica?Pensadi aversentito,riguardoalla musica,il fortissimo
bisognodi esplorardéeternopercorsdra suonoe significato.Non unasignificazionespecificamauna
significazonedei processimusicdi. In unGpocain cui si cercavanamuoveorganizzaziondel materialemi
sembravanaturalestudiarel @rganizzazionelellelingue 0 Berio, Interviste 150.

4



studyof Alinguaggiqoi.e.,theorganizatiorof languageor meta-languagedhatreflects

h u maapdosi ability,® in orderto explorethe deepetevel of languagestructure More
importantly,the pursuitof musicandlangiage led Berioto explorethei uni veof sal i ty
experience which s closelyrelatedto the hypahesesf universalgrammarandhuman
languagdaculty (h u m ainnéatecapacitiedor languae)discussedn the mid twentieth

century notablyby NoamChomsly. Berio ponderedf the hypothesif ma nidbsrn

linguistic competencéasanequivalencein music:

In the end, the use of a specific language issndtnportant, perhaps, comparedtamdé s abi | ity
to learn a language. | was wondering if it is pogsibifind this univerality of experience in the
field of music, as there is no tture without mwsic. The phenomenon is very complex, and | think

there wll be immense work to be dorie.

The explorationof thefi u n i v eofesxapl ei rt eyeiaheseedr utop@rs

pursuitof saund andsenseby connectingnusicto hu ma rayrstivepattens, rather

5 Berio describediinguaggi®asii t faaulty of expressing n e s[efifdcaitadie s p r i Jnvhiles i 0
flinguad for himwasafi d e t e rsystenmfeexpressives i g [mrmssi@temadeterminatadi segni
espressivi]By synthesizinghis musicalthoughtsin the 1960s hisuseof i i n g u B gngilarm the
organizingprinciplesof languaggor othercommunicatiorsystens) a priori in humanandii | i nrgfersaa o
to a specificlanguagesystem SeeBerio, iIEugeneticanusicalee gastronomialelld idpegnd {1964),in
LucianoBerio, Saitti sullamusica ed.Angelalda De Benedictig(Turin: Einaudi,2013),378i 85,
especiallyat 379.

"AAl'la fine, | 6uso di untaantimgufaospecirfiicmetntom al Ica
apprendere una lingua. Mi sono chiesto sefoese possible ritrovare questa universalita | derieeza

nel campo muskale, in quanto non esiste nessuna cultura senza musica. |l fenomeno & molto coenpless
penso che ci sar ™ uBerioiintenvistg 55@.Thé desciaptioas folomedbyahise . 0
explanation ofCoro.

5



thanmerelysearchingor equivalencef representationsetveenthetwo communication
systemsWhereaghenotionsof i u n i we rasmadrdi b i n gcompstec lcave
remainechypotheticaluntil today,andthe comparsonbetweemmusicandlanguage has

not cometo a unanimousconclusionn musicologyandin linguistics,B e r iutopias

exploratian remaired constanthroughouthis career.Yet, on the positiveside, Berio

admittedthat the searchingprocesfferedhim abundan inspirationsto createhis works.
Thediscoursesssociaadwith thesefi | i n g prajestspriowded himwithi s pi r i t ual

andintellectuall a n d s ananewveaysto connectsoundandmearing:

[ é]itisalsocertainthatpreciselythis type of researchfinding analogesbetveenlanguageand
music]is anothemway of experiencingpneof the mostrealandpermanentonditiors of musdc,
which s to constantlypursuea utopiaof languageto frantically elaborateilinguisticd projects
which, preciselybecaus¢heyaredoonedto failure, they continueto expresemotions;o
represenspiritualandintellectuallandscapedp discovernewandtemporaryrelationships
betweersoundandmeaningand to teachusto seetheworld asa setof processethatinteract,and

notasan exhiition of proceduresandformsthatfunction®

8f [ éRhnchecerto cheproprioquestatipo di ricercaé un altro mododi vivere unadelle condizionipiu
reali e permanentdellamusica,cheé quelladi rincorreresenzasostaundutopiadi linguaggio, quelladi
elaborareaffannosamentprogettidinguisticioche,proprio percteé votati al fallimento,continuanca
esprimereemozioni,a rappresentarpaesaggspirituali e intellettuali,a scoprirenuovee provvisorie
relazionitra suonoe significatoe ainsegnarca vederell mondocomeinsiemedi processtche
interagiscon, e noncomeesibiziore di procedimente di forme chefunzionanoo Berio, Interviste 86.
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Ber ind & ¢ g projestswerehséavilyinfluenceal by structuralismandpost
structuralisnthatinitially centeredn discovering the patterrsin languageandh u ma n 6 s
cognition.Thefi s p i andibtaieatlid lands@pe sirohisjourneyhencedid notlimit to
discoursesn music,butalsoexploredareasn humanitieghattouchuponthetopic of

languagesuchaspsychoankysis, the studyof myth, andsemiotics.

In this study,| examineBeriod musica works: Thema(Omaggioa Joyce)(1957),
Sinfonia(1967),Coro (1974 76), La verastoria (1982)andUn Rein ascolto(1984),and
discusgheapplicationof flatomisti® (or phonamic), structuralistand poststructuralist
conceptiorof languagen theseworks | ill ustratethreedifferentaspect®fBer i 0 0 s
experimenbn the appicationof linguistic conceptionsn theseworks. First, | showthata
significationmodelwasgradualy developedin Thema(Omaggioa Joyce) Sinfonia(the
Schero),andCoro. The mockl idertifies the distinctivefeaturesof theinputting music
materialsandkeepsgeneratinghew materialsasoutputsby re-arrangingthe featuresThe
significationmodel,similar to the conceptof artificial intelligenceto a certan extent
reflectsthe propetty of languageto generatenfinite numberof sentencewvith limited
numberof materialsandrules As | suggestthis modelechoegshemottooffii nfuseni t e
of finite mears discussedn linguisticsB e r iexpdrisienfurther leadsto the
discus®on of h u mainbérscognitiveability to proces andcreatemusic,
correspondingo thediscourseonfi | guisticc o mp e taadurdversalgrammatin

linguistics.



Thesecaod aspectof B e r iflim @ @1 i prdajectgexaminedn thisthesisis the
connectbn betweenmusic andthe unconsciousasmediatedby Jacquedacard &amous
dictumof i t tineonsciouss structuredlike al a n g ul arguethatthe operatheater
Laverastaia alludeto CalvinoandL a ¢ adedsan narrativity,languageandthe
uncorsciausin multiple ways.Not only for concertpieces as Beriod wife and
musicologistTalia Berio degribes,the musicalprocesof significationis alsoa
fundamentatoncetin Beriod musictheaer? | illustratethat throughthe re-orderingof
circunstarcesof anincidentin o n entermory,the hiddenpartof o n eufcens@us, or
thei my tinlCalvinod slaborationjs revealedoy the narrativeprocessBYy reducing
musicd and dramaticelemensintofi d i st i @ & t andsgnsbals, thecomposers
able to reaombinethe musicalanddramaticelementsothatanabsenmale figure, who
is thekey to the incident,is intuited throughthe musicalanddramaticrepresetation. The
structureof the musicalanddramaticii | a n g direcgtbemarrativeflow so that
meaning is evokedunconsciouslyn thea u d i emmncseSaichi tedterof themi nat 0
fi t h eobthee ad labelsthatBerio usedto describehis A-Ronng(1975'% canbe
foundin manyof hisworksincludingall B e r iworl&discussedn thisthesis In

addition, asl exemplify, L a ¢ gpro@osalof mirror stagetalking cure,andthei N a me

® Talia Peckemerio, il A lei la parolataciutap Testoe subtestali Cronacadel Luogq i Le théare

musicalde LucianoBerio, editedby GiordanoFerrari,volumel (Paris:L Blarmattan2016),250.

10 Berio explained tha#A-Ronneé s si mi | ar t o fi thheeaatteerr ooff latdhee enmairnod 0o for
sixteenthcentury madrigalsSee ati h o r 6 s A-Roong(tetp:/levivw.lucianoberio.orgfaonneauthors
note?1747386730shccessed Dec29)2 1) . Comment ators eadfoptleaer mhedd de
it heeoaft t hteo edaersocr i be Ber i Vifageandlt ehkeo r inees BBesRiccmrdc h  a s
Causteni,o@d8 6Visaged and t he Thempotl9ddOcniOI5Edpelt r oacou
21; David Osmonés mi t h , ng fhé&/Labyrinth: the Collaborations of Edoardo Sanguineti and Luciano

Ber i oTwentethr@entury Music9/1-2, pp. 6378.
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of-theFa h aneimplicitly adoptedasdramaticelementsn La verastoriato emphesize

therelationsbetweenanguageandthe unconsciousn thework.

Lastly,| examine B e r siexp&imenbn binaryoppositionthecentralnotionin
structuralismandits relaion to the actof listeningin the musictheatetUn Rein ascolta
| denondrate how meanings intuitedthroughthe manipulationof a seriesof binary
oppostions: fisound versusisilence®, i s evierbuéi o t h @ m @vedsversusi n © n
nown e s By dezmstructingthe hierarchyof presencendabsenceBerio portraysa
protagonstwhosebodyis avoid andis formedby his listeningto himselfandOthers.
Furthemore, | exploreRolandBar t hd 8 6 8 n st listengdpmwoach s t 0
encourageth thework sothataudienceareurgedto relinquishstructurallisteningto
absorbwha comesto the earsmomentby moment.This approach| suggest further
reflects Beriod sonviction thathumars havetheirowni mu § ia ¢ utd progessmusic

andcomprehendneanirgs associatedvith it.

Significance of the Study

Berio sawmusicalcreaion asaform of research,sinceit includesananalysisof
thegenre!! To Berio, the bestway to andyze a genreis to createa newwork of that

genre This echoeghe practiceof metafiction in the 1960swhenwritersexploreda

11 Berio, Interviste 351.



theoryof fiction throughthe practiceof writing fiction. B e r iexplérationof soundand
sensattempedto makeestalish a hypothess of universalityof experiences
compositional model Insteadof providinga setof formulaefor musiciando createa new
piece B e r iworl® are showingusexamplesandpossililities of the hypothesisof
universalityof expelience.Althoughthe searchof universalityof experiencavas
ultimatelyunsettled Berio admittedthatthe processassistedim to developfi anusicthat
couldbethemusic of mu s i<Thisfiletamu s referdto anapproacto integrate,
use,representmany different musicsandincorporateheminto a musial processAs
technologyadvancesapidly in thetwentyfirst century,B e r iexplérationof musicand
languageaswell asthe hypotheds of universalityof musicalexperencecouldbean
inspiration for othermusiciansandresearcherto continuethetopicalongwitht oday 6 s
technologyB e r icampasitionamodelcanbeadoptedn computergenerateanusicor
music drama by utilizing artificial intelligenceor big data.ln addition,the connecion
betveenmusicandthe unconsciousiasamplepotentialfor furtherresearchThis does
not only involve neuroscientistor musicologiss, but alsocomposersincethe
relaionship betweermusial desigrs ando n digteningbehavias canalsobea proof of

mard musicalability.

OntheotherhandB e r i d(ighsi sprtoectshiaveaninterdisciplinarynature:
theyincludemultiple topicsunderthe umbrellatermof strucurdism. The incorpordion

of otherdisciplinesin humanities enricheshis musicalworks by infusing someless

12 Berio, Interviste,78.
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exploredtopicsin music(e.g.L a ¢ anatiénof mirror stageandtalking cureasdramatic
elementsn La verastoria). The adoptionof intellectual discoursessuchas thoseby
UmbertoEco, Italo Calvino, ClaudeLévi-StraussJacgesLacan,RoandBarthesand
Jacque®errida,provides philosophi@l underpinningor B e r imascathoughts.
ReciprocallyB e r iworlésandhis musicalthoughtshasdon the comparisorbetween
musicandlanguagecontributedto the broaderiscousesof structurailsm andpost
structuralismMusic hasbeenoften usedas a metaphorallegory, or another
communicatiorsystemto becomparedn discairseshy structuralistor post-
structuraliss (suchasLévi-Strauss|.acanandBarthes).B e r iworksand ideas examine
similarissuesf signification,the soundsenseaelations,binary oppositionsandthe
patternsof humanmind directly from the persgctiveof music.Therole of musicasa
communicationsystemin structuralistandpoststructuralisdismursesstill hasplentyto

beexplored.

Literature Review

Existing literatureon B e r imastcsoversthe historicalbackgroundf his works

mustal analysist® socialand cultural connotatims of specificworks* comparative

B For instance, Christoph Neidhée r e x a mi comapssiti@hal techoidues in his serial woNsnes
(1954),Quartetto per arch{19556) andA | | e | (1055®%)h Christoph Neidhéfer fil nsi de Luci ano
Beri ob6s S Wusic Analysi2® ji-ib (2009), 301:48. Angela Carone and Pascal Decroupetystud
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study,*®andB e r iworking relaionshipwith his collaborators® Discussion®n musc
andlanguaein B e r iworléareoftenconcernedvith the musictextrelations.Early
studiesfocuson the semantic contentof thetext andthe phoneticstructureof individual
words.Forinstance,David OsmondSmithtakesa traditionaltext-settingapproachwhen
analyzingthefolk textin Coro, assumingateleologicconceptiorin thetext!’ Similarly,

MichaelHicks and GeorgeFlynn focus on the contentof thetext andthefunction of

the for mal process and some compositindividmdl strategie
works.AngelaCar one, fiLa concezione formale di Luciano Ber
AFormazioni: A Sketchrstady oanadfSBeculbdtsi Compoitsét p c

Luciano Berio: Nuove Prospettivedied by Angela Ida de Bedictis (Florence: Casa Editrice Leo S.
Olschki, 2012)107132; 133162.

14 Forinstance;Toni Geracielaboratesiow socialspacecanbeidentifiedin La verastoria. Socialand
culturalcontextsarediscussedn moredetailsregarding Coroin Martin Schrerzinger fiLucianoBeriod s
Coro: NexusbetweenrAfrican MusicandPoliticalMu | t i in budiangB&rio: Nuoveprospettive edited
by Angelalda de Benedictig(Florence:CasaEditriceLeo S. Olschki,2012),399 432; JameDavis,

i 6 @@andSeetheBloodintheSt r eledianoBerio,6 C o raralihie Affective Stagingof theOne
Cr o wid MusicandLetters(Oct2019).Thesoundscapandthefi v o p @ le i in relatiento the Milan
Studiois discussedn Delia Casadeifi Mi Is &tudid di Fonologia:Voice Politics in the City, 1955 580in
Joumnal of the Royal Musical Association(2016:141/2) 403 443.

15 To nameafew, thecomparativestudiesn Mila de Santis,i B e y Operd AnotherKind of Theatreon
the Dramaturgyof A-Ronne i Le théé&re musicalde LucianoBeriovolumel, 381-408;LucaZoppelli,
fiDramaturgieStructuraleNouvellesobservationsurle rapportentreLa verastoriaet Il trovatorep Le
thé&re musicalde LucianoBerio volume1l, 479-500; JonatharCross,fi H oo You MakeanOpera
Without a Narrative?Journeyingwith UlyssesandO u t iLesthé&re musicalde LucianoBerio volume2,
201-222.

16 CeciliaBello Minciacchidiscusseshe working relationbetweerBerio andSanguinetiSee

A \dociferazionde discorsaininterrotod aspettitestualinelle prime collaborazionidi Berio e Sanguineti
(1961:1965)pin Le thé&re musicalde LucianoBeriovolumel, 95-138.lvesH e r s &oousigon the
collaboratiorbetweerBerio andCalvino by examiningtheir letters.lvesHersantfiCalvinol i br eiht i st e, 0
Lethé&re musicalde LucianoBeriovolumel, 453-465.

17 David OsmondS mi smoriographon Berio containsawhole chapteron musicandtext. SeeDavid
OsmondSmith,fi F r Wandsto Mu s iircBeri (Oxford: OUP,1991),60-74. SeealsoOsmondSmithd s
discussionon thetextsof Coroin OsmondSmith, Berio (Oxford: OUP,1991),81-2.
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textualcommertary in Sinfaia.'® lvankaStoianovaexamineshe phoneic structureof

i &K i nig Sinfonig especiallyits timbral variation®

More recentstudesrecognizehe multiple aspectsof textualelementanBer i 0 6 s
works echoingBern o d@pisionthatonly i vcal worksin which all themeaningtl facets
combineto definethe expressivesingularityof thatw o r X As Mila de Santispoints
out, differentinterestsandobjectivedead to differenttypesof textsfor Berio?! Theuse
of text is notsoldy concenedwith the conentandits formal characteristicdhut more
importanty thefi s e ma tnit ¢ theisoundzomponentge.g.onomatopoeia,
alliteraion andanaphor)andthe social, geographicaés well ashistoricalcontextof the
text. As Santisillustrates with B e r siStarzg2003)andCanticumnovissimitegament
(1988) musiccanreinventthetextthroughthe useof vocalexpressionsnafir i ght 0
context.Anotherway is to considervocal gesturesandothervocalelementsas
pamametersasin S a n ¢ ekasestaken from A-Ronne Fromtheliterary perspectie,
by examinhgB e r isketdhesChristophNeidhoferidentifiesvariousconstructive
concepsthatarerelatedto podic valuessuchasridonanzarilettura andalliterazione

Theseproceduresireclosely relatedto therhythmictransformationpermutation of tone

B GeorgeW. Flynn,ii L i s tt@Bneirnida & s$ircTheMusical Quarterly, vol. issue3 (1979:

3 88 MighkelHicks,i T e Musi¢,andMeaningin The Third Movementof LucianoBe r i 0 8 s
Sinfonig i Perspectivesf NewMusig vol. 20,issuel/2(1981):2 02 2 4 .

9 vanka Stoianova edChemins emusiqueParis: RichareMass e ) 1985, 96 141.
2OCitedinMilade Santis, @AOrganizzare il significato di

un

2’MiladeSah i s, fAOrgani zzar e inluciasoiBgrio:iNfioveqmdpettivaB7266un t est o,
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rows, andharmonicconstructionn multiple pieces? In anothervein, AlessandrdArbo
relatesmusicalmeaning to musicalundersandingthroughlistening.Drawingfrom

B e r iwntidgs, Arbo notes thatinsteadof comprehending work asthefinal product,
musical understandings closelyrelatedto theaudiencé activereconstructiorof the
elements3 Thelistering processallowsthe audienceo experienceéhe sameprocesses

thatthe compaserhasexperiened.

Apartfrom tracingdifferentforms of significationin B e r iworlé,sny study
takesa stepfurtherto examineB e r iexploration of asel-containedsignificationmodel
in relation to humanmusicalability. Sumprisingly, althoughBerio mertionedhis ambtion
to explorefl t éternalpathof soundandsers e} 0i n gowriosjt@ioach s yveof sal i ty
e X p er relatadmo ema nlid@uistic ability, theseareashave attractedvely little
attentionby commentatorsTheseaspectsarenot only conaernedwith the useof text, but
alsothe organkationof materiat similar to thatin languageStefanoOliva explores
B e r ihypdthesighatmusicisafi | a n gfuaaguag e # eelationto Saussurand
C h o ms texys® His discussionsouchupan theissueof fi msicalf a ¢ uahd y 0

A mu s univeashs o B e r imaséasthoughtsasinspiredby linguistics.However,

22 ChristophNeidhder, fiBerio at Work: CompositionaProeduresn &Circlespé & i n @ondertdFor
Two Pianosp G| o Ansl @&étturnd ,ind_ucianoBerio: Nuove prospettive 195233.
23 Alessandro ArbofiAscoltare (e comprendere) la musica secondo Beridiuciano Berio:Nuove
prospettive 85 106.
%gstefam Ol i va, #ALuciano Beri o and RivisteitaliBna difldsefiadelo f Mu s i
linguaggio, vol. 14, no. 2020) 24 3 2. See al so StBetiveenMusi©dnd Qpan, A Ec 0
Wo r k ,Rivista dnestetica76 (2021 April), 146161.
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Oliva mostlydrawsfrom B e r iowndvardsandappraches theissuein a purely

philosophicalndaesthetiavay without providingany music examples.

As| observeB e r isigndicationmodel, i.e.thefi phebetweersoundand
s e n sselgsalyrelatedto anumberof ideasthathavebeendiscussedly commettors
individually: form andformation,musicalprocessgestre, polyphony,collage and so on.
Formandformationareoneof therecentfocusef theandytical studythatseekso
uncoverthe musicalprocessandits connotatim employedby the composer® This also
echoesBerio $criticismon FedeleD6 A mt iic Yodaok for formswhile | look for
formations;you look for systemsand| the processe®?® Marco Uviettasuggestshat
B e r iSonatx2001)presentshetwo selvesof a sonatain its two parts:onelinear,
consequentiakyntacticanddeductive the othercircular, episodic paraacic, and
indudive. This showstheplurality andalso thefi b e ¢ o procesgntasonata’’ Such
approacttanbefoundin theoperatheater_a vera storia (1982)discussedn Chapter4.
Thesecad partof thework retellsthe samestory of thefirst part New meaningis

createdn anewcontextalonga musical process.

25 Someexamplesof this type of studyincludeAngelaCaronefiLa conceziondormaledi LucianoBerio
negli annicinquantainflussiteorici e soluzionicompositiveg in Luciano Berio: nuoveprospettive
(FlorenceCasaEditrice Leo S. Olschki,2012),107 32; PascaDecroupetfi Formaziond A SketchStudy
andSpeculativenterpretatiorof B e r iConfpssitimalSt r a t i@ buciasBeri: nuoveprospettive
133 62.
26 LucianoBerio andFedeleD®mico, Nemicicomeprima (Milan: Archinto, 2002),66.
27 Marco Uvietta, fi $onatee nod Processformaliin Sonatédi LucianoBerio0in LucianoBerio: nuove
prospettive 163 94.
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Oneof themostdiscussedeaturesn B e r iworlks is theissueof collage,
paticularly the collageusedin thethird movemenbf Sinfonia Currentstudiesfocuson
theidentificationof the soucesadopedin themovementaswellasB e rsi 0 6
craftmanshipf graftingthe collage.OsmondSmithandPeterAltmannhaveprovided an
invertory of the original sourcesof the quotations’® From this, OsnondSmithand
Catherine_osadahavesuggestdthedifferentwaysthereferencesrecollated,suchas
overlappingpitchesandtexture,chromaticinsertion,commonharmonicbasisandsoon
(adetailedliteraturereviewof the movementis providedin Chapte 3). However,ontop
of the craftmanshipthe signific ation processthroughthe meansof collageis yet to be
explored Anothernotablestudyareais theinvestigationof gesturesasdiscussedby
Ulrich MoschandClaudiadi Luzio. Theirreseach is mainly basednB e r iwtidgs
on philosophyandaesthetics to explan how vocalandinstrumentaljesturs carry
meaningfrom a largerhistoricalandsocialsysten?® Moschnotesthataninstrumentand
its soundalwayscarrythe muscal andculturd history associatedvith it, especidly in
B e r iSeqiesza Luzio, for herpart,focuseson the performativityand thedramatic

natureof B e r ivazdgesture.

28 David OsnondSmith,P| ayi ng on Wor ds: A SiGonia{Lendan:RoyhlMasicai no Ber i
Association, 1985) 57 7 1; P 8infomia vorUudiamoaeBeriv., Eine analytische Styfienna:

Universal Edition, 1977).

29 SeeUlrich Mosch,fiLucianoBeriod €onceptof Musical Instrumentin the Sequenzas G@md Claudiadi

Luzio,A Re v e r Hestory. PursningVoicesandGesturesn LucianoB e r iMasic$ h e a bothin, 0
LucianoBerio: NewPerspectivest5i 84; 267 92; SeealsoLuzio, i S a n g aBenoestono-voceg e st o, 0

in Poetiche , vol.3(2006):529 48.
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Theserecentsemioticstudieson gestureby MoschandLuzio havebrougt us
backto the bigger pictureof the BerioG explorationof musicandsignificaion. Berio
strivedto explorethefunction of musicalprocesses relationto sound.How exadly
doesmusicalprocesgelateto sound meaningandfurtherto dramaturgyin Beriod s
thedrical works? If abiggerpictureof the concepual modelof significationis made,it
will beclearerfor usto seetheway thatmusic,like languagebecomes medium in our
mind to reflectthe culturalandsocialissuesn B e r imasicaworld. Furthemore,all
thesekeywordsassociateavith B e r siworlds: collage,gestire, polyphony, musical
processmetatheatelintertextuality,openwork andsoon, canbe explainedin termsof
their functionsto conveymeaning If a significationmodelcanbe formulaed someof
thediscussedready his commenators includingmusictext analysessocial and
culturalconnotation®f theworks,anddranmaturgyin thetheatri@a workscanbe

synthesizean a conceptualevel.

Methodology and Chapter Outline

This studyis a historicalonewhich investigateBeriod experimentatiorn
connecing soundandmeaningoy drawingintellectualdiscourse®n languagein the
twentiethcentury.This interdisciplinarystudyexamineshethoughtson musicand

languagefrom the perspectiveof music,linguistics,semiotics]iterature andliterary
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theories from the mid-1950sto the mid-1980s.While my maininvestigaton subjectis
Berio, | provideabroaderpictureof the avantgardemusicalscenecenteringon the
Darmgadt summe schoolarnd the establishmendf the Studiodi FonologiaMusicalein
Milan in thefirst two chaptersSomeotherworksby Beriod sontemporay composers
arementianedin orderto setthe scendo illustratehow musicandlinguisticsstartedto

intertwine in the 1950 andthe 60s.

ThestudythenfocusesonB e r imascathought and composiions. By
investigatinghis interviews,letters,artides, TV programs)ectures,andcompositions,
B e r iideaSos therelationshippetweersoundandsensere synthesizedthrough the
lensof languageThesedeasare examinedn relation to hisworksaaoss25years
namelythe electronicThemaOmaggioa Joyce(1958),the symptonic Sinfonia(1968),
thechoralCoro (1974),andthetheatricalLa verastoria (1982) and Un Rein asmlto
(1984).Throughthe examinatiorof B e r imos@aconepion andcompogions, other
topicsregardinganguageandsigrsin literarytheory,literature andlinguisticsare
unraveledsuchasthe studyof myth, psychoanalysissemotics, mea-theatriality,

structuralismandpoststructurasm.

AlthoughB e r siworl&involved variousintellectualtopics,the developmenof
soundsenseelationswasalwaysatthe core.More importantly, the explorationallowed
him to developa compgsition style: to direct amainthreadto assimilatediverseelements
into anevoling musical process sothatthetemporaldimensionallows elementgo

establistrelations.In this significationprocessawork becomesa self-containedi wo r | d 0
18



in which the emphasisof theintemal mechanismandinteractiongendes thework self-
reflexive. This stylecanbeseenn B e r sicampositionghroughouthis whole career His
undersanding of musicandlanguagdollowedthetrendof culturaltheoryof thattimed
the rise of modernlinguistics,structuralismsemiotics anda shift to poststruairdism.
New ideas wereconstantlyinjectedandassimilatednto thefi elvingp r o cathes 0
Alinguistico projecs, sothathis oeuvreconstitute a self-containedvorld on a higher

levelto includeall thesediscussions.

Likewise, my thesistakesa similar approachto illustrateB e r ifi av® s of tloko
utopiansearchof sasundandsenseAs mentionedabove this studyreflectsBe r i 0 6 s
evolvingprocessandtheinterdisciplinay nature of hisfi | Uist gcptojects Ideaswill
recurthroughoutthe thesiswithou a clearbourdary,includingthe notionsof gesture,
metatheater polyphony,myth, narrativity, sign, distinctivefeaturesself-referentiality,
theunconscioushumanvoice, thelinguisticideaof i i n f useofifiniteme a rarsl 0
manymore.Thesedeas takenfrom linguistics,literature,semiotics andpsychology

wereassimilatednto B e r iprojéctsalong his career.

This thesisconsistf two parts.Partonefocuseson the methodologyin
structurallinguisticsadoptedoy Berioin his electronc and orchestrapiecesaround
195@si 70s.Thesecondoartexaminedow Berio revealedsignificationin his music
theaterby deconstructinghe structureof thefi s i Jasettbe seneof the study,
ChapterOneelaboratesn detailtheriseof i p h o rompasitio n ¢ @armstadt

summerschool therise of linguistic studiesn music,andthere-evaluationof language
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in theltalian nec-avantgardditerary circle of Gruppo63. Thesethreeareasof interest
focusingonthe natureof languageweresignificantin shaging Beriod theoryof music
andlanguagen subsequengears.ChapterTwo focusesonB e r ielecra@acousticmusic
andthe Studiodi FonologiaMusicalein Milan. The chapter explainstheturn to the
phonologicalapproachn the Studiothatdistingusheditself from the phoneticapproach
of the Germanstudio,WestdeutsherRundfunkdirectedby Stockhausenrlhe chapter
alsooutlinestheltalians t u dnteod®d@plinaryinvesigationsandother linguisic
projecs which foreshadwedthe culturally oriented approactof B e r simasic Chapter
Threetracesthessignification modeldevisedn Coro andthethird movementof Sinfonia
It elaborateshe principlesadoptedn thes works to identify, analyze andrecreatepre-
existingmusial andtextualelemeits. WhereasBerio describedsuchapproactof
integratingpre-existingmusicalmaterialsasit mermwas ( é anaomu s i the 0 ) ,
compositionabpproah reflectssimilarity to artifi cial intelligencein creatingsomething
newby generaking numerousnputting data. Also, Be r i condpsesitionamodelin these
two worksrevealshis explorationof thefi | i n g matureadf musi@i.e. whethemrmusic
is asproductiveaslanguagdo generae infinite matrnial usingonly alimited numberof

principles.

Theseondhalf of thethesisfocuseson Beriod svo theatricalworks,namelyLa
verastoriaandUn Rein ascolta ChapterFouridentifiestheinfusionof mythand
Lacanianpsychoanlysis in La verastoria, awork aboutthesearchfor the i t im0
individual ard collective memay. Thetwo partsof La verastoria, anoperaandamusic
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theateron the sametext, juxtapo® a structuralistanda poststructuralisfor
deconstructionistpproad of significaion throughthecritiqueof thefi s t andthed

artisticrepresentdions.

ChapterFive examinegshereceptivesideof communicatiod listeningd in a
Bartheamapproachn Un Rein ascoltq ataleabautak i nap$esbody.It demonstrags
thereversionof a seriesof hierarchicalbppositiors (presenceverabsencesownd over
silence, self overotherg in signification.The chapteralso discusse8 e r icanicton
thatour uncasciousis ableto anal/ze andprioritize the soundghatcometo our ears
throudh theactof listening.To him, listening is similar to aform of languagéehatis
governedby our unconsciousln addition,voiceis examinedhroughouthe chapters.
Apartfromthepeculiarityof B e r ivazdirepresentationjoiceis also connectedo
oned anconsiousto recallthememory,to uncoverhisinnersecgetandto relateto
Others.t is alsothemediumof B e r il @ dewobthemi n abeéxpressedh these

works.

To summarizeBeriod Ali nguisti® projectsdo not smply focusonthe
compari®n betweerthe internalstructures of musicandlanguagebput also includea
wide rangeof issuesegardinglanguagethe natureof languageour ability to learnand

procesdanguageandtheway languageandmusicreflectsour thinking.
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Chapter 1: Music, Linguistics, and Literature in the
Postwar Avant-Garde in Italy

This chager providesa backgroundstudyonB e r imas&caandtextual
experimentaswell ashis thoughtson musicandlanguagelt providesa contextfor
understanithg how twentiethcertury thoughton languageaffectedmusial compositions
andmoregererally the philosophyof music. This summaryfocuseson threeman areas
concerningnusic,linguistics,andliterature:(1) thedevelopmenbf avantgardemusic
inspired by linguisticstudies (2) musicologicaktudiesapplyinglinguistic methodsand
(3) thenemvanguardia[new avantgarde]literary movemat, Gruppo63, thataimedto
renewliterary languagen lItaly. By understandinghetrendin musicaldiscourse®f the
1950sand1960s we canbetterunderstanavhatinspiredBerio andfueledhis innovation

in subsequentyears.

In the 195G and1960s the postserialisgeneratiomeachedhe secondohaseof
i NeMw s & aladbeloftenreferredto by critics 2° Accordingto Mario Bortolotto,
avant-gardecomposersiuringthis periodtreatedmusicalpieces as a creative process
This New Music wascharacterizety anepiphary of the material$®: ratherthan

adheringto preexistingform, musiciananakesenseof the materialthrough a process,

®fiNew Musico oftdm®4befmass ct owvhti ke past created Afrom
than the demands of the commercial market, and often intended for an elite audience rather than for mass
appeal . 0 HdahdiDanietGo@reWlusiaSince 1945: Issues, Materials, and Literature

(Belmont, CA: Simon & Schuster Macmillan, 1993), 2.

31 See Mario BortolottofFase seconda: Studi sulla nuova mugi€arin: Einaudi, 1969)52.

22



undersand the materialsin arevelation,andcarryoutthe performarce. In Italy, in
particular,the quesion of form in musicgoeshandin-handwith thediscussiorof opera
aperta[openwork] in the neoavantgardeliterary movementduring which openform
wasadoptedsothatmeaningandpoeticswould lie in the pecular organization of words.
Ontheotherhand theinteractionbetweerthe New Music experimentandlinguistic
discoursebecamea heatedexplorationin atime whenthefield of structurallinguistics
wasjusttakingshapeijts methodobgy beingdisseminaté amongavantgarde

composers.

The postwarltalian musicalscenedid not developin isolation;it benefitedirom
intellectualandtechnicalexchangeavith French,GermanandAmericancomposersd
theirapproacheto music.Amongthe composer®f thenewgereraion, Luigi Nono
(1924 Lu@afdBorio( 1925 NiceddEJstiglioni( 1 9 3 2 Qic@dné ) |,
Manzoni( 1 9 3 BrancoDonatoni( 1 9 2 7 BruhdMaderna(1920 1973 and
FrancoEvangelst (1926 1980)studiedor presentedheir works at the Darmstadt
Ferienkusein the 1950swheretheywereinfluencedby the new stylesandmethods:
manycomposergrom this generatiorwereinspiredby serialtechnique electroacoustic

music, aleatoricprocedure,andnew conception®f newmusk theater®?

32 Maderna first joined the coursein9 51 . Fr om 1 9 6 tid Baules véere tha mainrdireetorsa

of Ferienkurse. Berio and Evangelisti, for their part, joined the course in 1952, and Evangelisti worked in
the Westdeutscher Rundfunk in 1956 19%5Mramdsbano had
decade Nonoemained one of the key persons in the summer scBestiglioni taught at th®armstadt

Ferienkurse from 1958 to 1965. Donatoni attended the Ferienkurse in 1954, 1956, 1958 amhéBfs

Manzoni presented his woBecora piccolo suitghere in 1957SeeGianmario Borio and Hermann
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In Italy, Milan becameanimportantmusiccenterwhereone definingeventwas
the establishmendf the Studiodi FonologiaMusicalein 1955,whichtook its place
amongothergroupssud as the GermanwWesteusche Rundfunk(WDR) in Cologne,
the Groupede Recherchele MusiqueCorcrete andlaterthe Groupede Recherches
Musicale GRM) in Paris,the BBC RadiophonidNorkshop.ard the Columbia
PrincetonElectronicMusic Center(renamedas Computer Music Centej at Columbia
Universityin the United States®3 At the Milan Studio, youngltalian composersvereable
to conductnewexperimentsn electroacousticnusic. Theltalian journal, Incontri
musicale Quaderniinternazionalidi musicacontenporanea, namedafterthe eponymous
concertserieswaspublishedfrom 1956to 1960 and edited by Berioin the sameperiod
asDie Reihe the Darmstdter Beitrdgezur NeuenMusik,andthe GravesaneBlatter in
GermanyIn addition,the Septembefl 956issueof thejournal, Elettronica, publishedby

Radiotelevisiondtaliana(RAl), wasdedcatedto the Mil an Studio.Avant-garde

Danuseredl m Zenit der Moderne: Die Internationalen Fer.i
4 vols. (Freiburg im Breisgau: Rombach, 1989rtolotto, Fase seconda: Studi sulla nuovaisica

Martin Iddon,New Music at Darmstadt: Nono, Stockhausen, Cage antéB(lambridge: CUP, 2013).

33 See discussions on these studiog@mnifer IversonElectronic Inspirations: Technologies of the Cold

War Musical AvantGarde(Oxford: Oxford Uniersity Press, 2018Rober t J. GI uck, AThe C
Princeton ElectronicMusi Cent er Educati ng | @omputenMusiciJoumalbl. Compos e
31, no. 2 ( Su mmoa@srNielugSpetial Sourtd0The3CBeation and Legacy of the BBC

Radiophonic WorkshofOxford: OUP, 2010)Dani el Teruggi , ATechnol ogy and
Technical Development of the Groupe de Recherches Masieald Their Implication in Musical

Comp o s i tOiganized&oumdn vol . 12, i ssue 3 (Decembdthe 2007) , =
GRM brought to Musi c: From MusiQgagzedSoundral. 12t e t o Ac o u
issue 3 (December 2007),8 9 ZhorA HolmesElectronic and Experimental Music: Pioneers in

Technology and Compositipsecond edition (NY and London: Rtedge, 2002)Maddalena Novati and
JohnDackedsT he Studi o di Fonol ogia: A Musi @ddn: Journey 1
Ricordi, 2009).

24



composersgritics, andscholardrom variousfields andcountriescontributedarticlesto
thesgournalsdiscussingcutting-edgetopics such asserialtechique,form, openwork,

aleatoric,andelectroacoustioenusic

ThesearchHor newmusicalthinking andnewtechniquego organizemusicled
composerso investigateanothercommunicatiorsystem languagePhoneticsa subfield
of linguistics thatemergedn thetwentiethcenturyto investigatespeectsounds,
partiaularly drewthe attentionof composersvho werekeento explorerelatiorships
amorg music,sound andmeaningn ascientificway. Onthe otherhand,theinspiration
from linguistics extendedo semantics,syntax,andotheraspect®f communicatiorsuch
asthe study of signsandinformationengineeringAll theseinvestigationshednewlight

ontheavantgardist®scientific studyof musicasa communicatiorsystem

In acomgdementary way, anawaenessof theinternalstructureof languagealso
affectedhow writersandpoetsusedtheirtoold words to seetheworld. After James
Joyce writers cortinuedto explorethe propertiesof languageasreflecionsof their
worldviews,ideologies,andcommentaeson socialsituationsIn the 1960s a groupof
Italian intellectualsgatheredto experimenwith newwaysof deployinglanguageo
expresgheir worldviewsandcriticism of capitalismandbourgeoissociety.Gruppo63, or

the Novissimi, involved partidpantswho hadclosetie to UmbertoEco, Edoardo
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SanguinetandItalo Calvino. Themeetinggesultedn aformidableintellectualand

artisticexchangé*

B e r iinter@sdin the studyof languagepersistedhroughouthis careerThe
1950swaswhenBerio edablishedthe Studiodi FonologiaMusicale after his trip to
Tandewoodin the United Stateswherehe attendecda concertfeaturingthe works of
Varese Otto Luening,andVladimir Ussachesky. The Milan Studioflourishedin the
1950sunderthedirectionof Berio andBrunoMadernaDuring this decadeBerio first
read Saussure Troubetzkoy JakobsonandChomsky,andhecollaboratedvith Umberto
Ecoontheradioproject,i O ma gadgaya® Documentisullaqualitaionomatopeicalel
linguaggio poe t i whichesaminesJ o y qecdiarwriting style. In 1960,Berio left
theMil an Studo afterhislasttapework, Visage,andreturnedo Tanglewoodwith Cathy
Berberianto teachcompositionata summerschool.Later,heworkedat Harvard
Universty and the Julliard School of Music while occasionallyconmutingto Parisand
Berlin for othe projects.While keepingcloseties with theltalian intellectualcircled
especiallySanguinetiwith whomhecreatedPassaggiq1962)andLaborintus
(1965p Berio cortinuedto explare linguisticissuesn the United StatesThere,hemet
RomanJakobsonattendediniversityclasse®nlanguageandgavelectureson music

andlanguage.

34 See discourses on the neo avgatde literary movement in: Paolo Chirumbolo, Mario Moroni, and Luca
Somigi ed.,Neoavanguardia: Italian Experimental Literature and Arts in the 198@sonto: University

of Toronto Press, 2010); ®sys written by members of the neo avgatde literary movement in Nanni
Balestrini ed.Gruppo 63: Il romanzaperimentaléMilan: Feltrinelli, 1966);Edoardo Sanguineti,

Ideologia e linguaggipedited by Erminio Risso (Milan: Feltrinelli, 1965, reprishia 2001).
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In thefollowing sections) elaborateon the introductionof phoreticsto
electroamusticmusicin the 1950sandthe musicalthinking inspiredby twentiethcentury
linguistic conceptionThenl will discusgheneoavantgardeliterary movemenbf the

1960sandbriefly explaintheinteractionbetweertextualexperimentandB e r imosit. s

1.1 Electroacoustic Music and Phonetics

Amongtheearly classicaklectronic/tapetudiosin the 1950s the WDR in
Colognewasthe mostactivein adaptingohoneticsalsoknownasspeectscienceto
electronicmusic.Establishedn 1953,the WDR resultedfrom reseach at Bonn
Un i v e nnstituteof Bheneticsa seriesof Darmstadtectures,anda CologneRadio
broadcastPhoneticiarandphysicianWernerMeyerEppler(1913 1960)wasoneof
threekey figuresassociateavith this studo, alongwith composerHerbertEimert (1897
1972)andthelecturerof soundrecordingat CologneRadio,RobertBeyer(1901
1989)% Turningfrom the studyof physicsto phoneticsafter World War Il, Meyer
Epplerpublishedthe book ElektrischeKlangerzeugug in 1949regarding sound
producton, includingthe useof the Vocoderwhich synthesizeshe humanvoiceand

speechHe alsointroducel otherdisciplinesto musicandhelped composersolve

SeeMeyeEppl er Beyer and Eimertés views on atl ectroni
Serial Music, Serial Aesthetics: Compositional Theory inéat Europg(Cambridge: CUP, 2001),
50 60.
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problemsrelatedto linguistics.For example hewould identify if musicalinformation
weretoo dersg assistin adoptinggesturesapproximationsandperceptibleshapesn the
music,andhelpavoidtechnologicalimitations 26 By applyingthe principlesof
phoneticsMeyerEpplerpromotedspeectsynthesisaleatoryandstatisticalproceses,
andthetreamentof phoneticelementsascompositionamaterialsin electronicmusic.
Incorporatinga phoneticconceptiorin electroacoustimmusicwaslaterpromotedby

Stockhausenyvhomthe WDR hiredin May 195337

As electroacoust musicdeweloped its conceptim, technicalrealization,and
relationto serialmusicattracteddiscussion®y composersgritics, musicologistsand
scientistsEssaysliscussingelectroacousticnusicandotheravantgardemusical
conceps appearedn variousjournals, suchasDie Reile (1957 68), Incontri musicali
(1956 60),andGravesaneBlatter( 1 9 5 5Thérdationshipbetweerspeechor
languagen generallandmusicwasalsoa subjectof discussionfi S p eamdMu s iwaso
evena featuredopicin volume7 of Die Reihe publishedn 1958 28 Thesetextsdid not

limit therelationsbetweerspeectscienceandelectroacoustimusic,butexpandean

3¢ lverson,ElectronicInspirations 105.SeealsoMeyerE p p | careeitrajectoryonpp.24 25.
37In the WDR, Stockhausergomposedstudiel, constructedentirelyfrom sinusoidalwavesoundsBefore
Stockhauseipinedthe WDR, he attendeceightphoneticeandacousticseminaraith Meyer-Epplerin the
University of Bonn:Introductionto PhoneticsSectionof Psychoacoustic$ntroductionto Sound Research,
PhoneticandAcousticalProblemsf RadioBroadcastingPracticalPhoneticsPhoneticsandPhonologyof
the GermanLanguage|nformationTheory,andPerceptiorandCognition.He alsoattendedan unspecified
Presentatiomn PhenomenologyThesecoursesoucheduponmultiple areasn physics,psychology,
linguistics,andengineeringwhich providedStockhausemwith multiple perspectivesn his compositions
andfuture soundresearchSeelverson,Electroniclnspirations 117.
38 Othervolumesof Die Reihewerefi E| e ¢ Mu ® i(l®55),i A n tWe b e (196%),7 Musi c al
Craft s nmB9B73,MY @puhognp o 41858)sficR e pid n & & YIDE/(MOBMI S p a ¢1664),
andi Ret r o s(h9€2).t i veo
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generaissuesf musicandlanguagé theadoptionof speechsoundsn compositions,
the comparisorbetwe languageandmusicsystemsandthe peculiar organizing

structurein modernistiterary worksthatcould be adoptedn musicalcompositiorn:®

Theassociatiorbetweerelectroacousticnusicandphoneticds not surprising,as
bothfields requireandoffer measurableandnumericalanalyse®f sounds.Concerned
with the physicalpropertieof humanspeechsoundsphoneticsasta profoundinfluence
on electroacoustienusicin the 1950sand1960s.Althoughthefield is focusedon
consmantsandvowels,a morescientificfi p h oisittee properunit specific to the
physicalpropertyof aspeectsound,asrepresentedly InternationalPhoneticAlphabet
(e.g.f p ecomnsistof threephonedp, [e] and[n]). Phoneticsot only affecedthe
technicalsideof producirg music,it alsofacilitateda fundamenrdl shift in musical
conceptiorrelatingto the classificationof soundsthe hierarchyof musicalstructure and
theadoptionof musicalparametersSpeechscienceexploresphysiologicalproduction,
acoustigoropertes,andauditoryperception(commonlyknownasfi p sy choaicou st i c ¢
MeyerE p p | tiene)§; applicationdn thesethreeareassharesimilaritieswith the

explorationof electroacoustiandotherforms of avantgardemusic.

Ontheacoustidevel,oneconneting point betweerelectroacousticusicand

phoneticgs therepresentationf waveforms Audio signalsareanalyzedn sinusoidal

3% Forinstance HansRudolf Zeller contributedanarticle,i Ma | | amdSari@listT h o u gnhDie Réihe
volume6,fi S p eamdMu s i(RernsylvaniaBryn Mawr: TheodorePressefo.,1960),5i 32.

40 For the stdy of midcentury speech science, see Glorianddén et al.Speech Science Primer:
Physiology, Acoustics, and Perception of SpdBetitimore: Williams & Wilkins, 2011).
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componentshroughthe Fouriertransfornt! andpresenteésharmoniccontentand
noise.Amplitudes frequencie®f sinewaves andshapingof the harmonicpartials
determinetheloudnesspitch, andtimbre of thesesignals respectivelyThrough
manipulatingtheseparameters;omposergould generatesoundsjncluding noise, by
usingoscillators filters, modulatorsandnoisegeneratorsn the early days,with spectal
modellingsynthesigechniquesddedateron *? By assigninghe configurationof
frequencieglirectly to anoscillator,onecreats a synthesizedoundthatcanimitate
humanspeecha musicalnote,or acombinaion of thetwo. All possiblesoundsn the

soundspectrumjncludingthosebeyondthe thresholdof hearing,canbegenerated.

Composer®f electroacoustimusicoftenexploredcompositionamaterialsin
relationto speechHarmonic partialsof soundsor soundswith rich sonoritywere
consideredrowels(periodicsounds)whereasoiseswereconsidereconsonants
(statisticalor aperiodicsounds) This conceptiorof electroacoustiaoisechallengedhe
tendencyto producepuretonesof instrumentsn the Wedernmusictradition.In
traditionalart music,especiallywocal music,vowelshavea highersignificancethan
consonantdyutin electroacoustienusicthis hierarchywasquestionedNoiseeven

playedanincreasinglyimportantrole in electroacousticnusic ForinstanceHenri

41 The Fourier Transform is a tool that breaks a waveform into sine and cosirgergptien.
42 See more explanation in Thom HolmEsectronic and Experimental Music: Pioneers in Technology and

Compositon second edition (NY and London: Routl edge,

and Mani pul at iThbenCambfide Eampanidrstq Eectiomc Musiedited by NickCollins

and Julio débEscrivs8§n (Cambridge: CUP, 2007), 203
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P 0 u s sSzambi@957)consistonly of noiseswith determinablgitch-registerswvhich

renderthework full of consonantike sounds*

Thedevelopmenbf electronicallygeneatedsoundwasconceptuallydistinct
from the musiqueconcrete promotedby PierreSchaeffetandhis Frenchstudio,Groupe
deRecherchele MusiqueConceéte. Following theideaof logatoms(atomsof speech)n
telecommunicationgragmentsof synthesizedaundwereconceivedasfi a c o a 6 b ms 0
suchthatelectrornc pieceswerebuilt from anatomisticapproachdependingpnthe
c o mp o lsnewledgsof acoustics* Theinfluenceof phoneticdn electronicmusicalso
affectedthe way composersiewedthehierardy of musicalparametergparticularlythe
significanceof timbre. Timbreis reflectedin thedisaetenatureof the harmonic
configurationof eachinstrumentputit lacksstandarderminologyto describet. With
theuseof technology timbre cannow be describecandquantifiedin termsof the shaping
of formarts with a specifichumberof frequencylevels displaying a soundcontinuum.
During therise of electroacoustimusicin the 1950s,Stockhauseredefinecthe
hierarchyof tonecharacteristicen ocddentalmusicto includefive parametergthefirst

four of which Berio adoptedn his classificaton), asshownin Table1.1.45

43 Seediscussiorin KarlheinzStockhauserij T wloe ¢ t umrDéeReih@volume5,i Re p-Amaky si s 0
(PennsylvaniaByrn Mawr: TheodorePressefCo.,1959),59 82, especially62i 63.

44 pascaDecroupet,i Ar ¢ h a ef aPhoegiyElectronic/Electroacoustidlusic: A CategoryConsigned
totheP a s ih PedieroRizzardiandAngle Idade Benedictiseds. NuovaMusicaalla Radio: Esperienze

allo studiodi fonologiadella Rai di Milano 195401959(Rome Rai Libri, 2000),8.

4 SeeStockhauseri T woe c t U72 83s , 0
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Table 1.1: Karlheinz Stockhausefs suggestion ofhe five parameters ofelectroacoustic

music.

Parameters Examples
Pitch (harmony/melody) 92 cyclepersecads(cps)(F sharp)
Duration(meter/rhyhm) 1 second
Timbre (phonetics) aformantareafrom 200to 1000cps
Loudnesgdynamics) 80 phons
Location(topographyj.e.,thelocationof | 0°/5 meters
thetone,suchasthelocationof the
listener)

As Stok h a u dist of @asametershows timbreis inseparale from phonetic
sound with theunit of formantareaexpressedh termsof frequency?® Timbrehas
alwaysbeenconsideredhefi ¢ o lofanusic,asspeectsoundsarecomparedo the
spectrunof therainbow, providing a sensatiorakin to our perceptionof color. Thisis
reminiscenbf S ¢ h o e ndmphagsh thefairly static soundmasswith changing
timbresin hisfi F a r fioenifriinf Orchesterstickap. 16, which hasoftenbeenseenas

theanticipationof i s p e enusc.d Evensoundcreaed by anoisegererator,generally

46 Speech sound is a group of vibratory waves transmitted in the air when it is articulated. The shapes of
these waves can be captured by spectrograph, which provides infornsatiohcav the sounds are

produced. The spectral shaping that results fromebenances of the vocal tract is called a formant. It

informs us how the sound is produced by showing the concentration of the energy level around a particular
frequency of speeclvave. For vowels, there are three crucial frequency levels that determiwutick of

a vowel: the fundamental frequency (FO) determines the pitch level of the uttered sound; the first formant
(F1) determines the height of the tongue body, i.e., whéttgea high vowel or a low vowel; the second
formant (F2) determines the frimessor backness of the tongue body, i.e., whether it is a front vowel or a
back vowel.

“AThe skill of d&ambed emphadizedshe acaustic and torjali propsmof the
instrumental combinations and the work is quite startling in tisipation ofspectrabmu s iAodrewv
Hugill, fAThe Or i gi nCGamhridge ®meanidn to&Eleadtranic Musis i7 citat®n at n
15.
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knownasii w h h 0 ie samhedescribedhasthe simultaneityof all audiblevibrations;it
is givenby the statisticaldistributionof all frequenciesn theaudiblegamut.Noisewith
its frequencybardsfiltered out andhaving a purer,more sustainabléoneis considered
fi ¢ o | roa i¢&hadis comparedo consonantsuchaslf], [s], and[z], which provide
morefocusedfrequencylevels.The spectrumbetweercoloredandwhite noiseis defined
by bandwdth, i.e., puretonehasthenarrowesii n o b & rewhjledwhite noisehasthe

widest

However the definition of timbrewasstill notasstraightforwardaslisting outthe
numeical data.Timbreisafi ¢ o mpparameterasdescribedy Berio, asit is closely
relatedto ones perceptiorf?? One of the breakthroughsf musicalsciencen the
twentiethcenturywasthe measuremertf perceptionSinceperceptiordoesnot
necessarilyeflectthe soundwavestransmittedacousticallyin theair, musiciansand
scientistsinvestigatedhe auditorybehaviorsof theaudienceasreflectedin numerous
essaysn Die Reihe Incontri musicali andGravesaneBlatter.>° Apart from the
thresholdof audibility, oneof themorefamiliar discoveriegelatedto psychoacoustics

werethe correlationsamongduration,pitch, andintensity(loudnessjno n e 6 s

48 Seediscussiorin Stockhauserii T woe ¢ t UGB @4s , 0

“SeeBeriofi Pr ospetti ve n e lattivita dello Stidio di Fondlogia Musicale €i Raglio
Mi | ano o $ciht®stllé musicaiedited by Angela Ida De Benetigc(Turin: Einaudi2013),
186 87.

%For instance, Alfredo Lietti discussedwhichhcands perce
be applied in editing tape compappitti ons. See Al fred
tra percezione e p alncanmarusicalivof. 4(Septembel®e10 )s u drbdb, 6 7i.n
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perceptior?! Forinstanceasraisedby Stockhauserfor the sameduraton of two sounds,
thelouderoneis perceivedaslongerthanthe soft one.This finding provideda direction
for the studioto explore how rhythm may be projectednto the perceptiorof pitch or
timbre, or how temporalperceptiorrelatesto intensity>? Other experimentslso
suggestedmbral perceptionis affectedby variousparameterd-orinstancethe
pereptionof attackis closelyrelatedto theidentificationof musicalinstrumentsif the
attackof a bell soundis removedthetimbral sensatiorof abell is largely affected®?
Apart from temporalfactors,the perceptiorof timbreis also closelyrelatedto space;
EugenSkudzyk discusseshe effectivenes®f addinglow-pitchedinstrumentsor low-
frequencymodulationgo interminglewith the acoustt presentatiorsothatthe sensation
of spacen alargeauditoriumis enhanced? Whatis knownasthefi t ecnoel af thed

spectum resultsfrom multiple factorsthatshapeour perceptiorr?

Therefore asclarified by Berio, timbreis notmerelyadescrptionofis pect r al 0

information,but consistof the spatialandtemporalrelationsof the componentsn the

51 The perception is affected by the sequence of multiple stimuli from the parameters. See Werner Meyer

Eppl eart,i sit3tc and Psychol ®gRahevhrl acubree mM3ee alStEM.FBolund, 0 i n
Grant 6s di scus s i icahproblems oflelectropis musitl. . &amt Sesal Music, Serial

Aesthetics 93 914.

52 SeeKarlheinzStockhauserfi A c t uia Dié Reihedolumel,fi E| e ¢ Mu o ireditedby Herbert

EimertandKarlheinz StockhauseiPennsylvaniaBryn Mawr: Theodoe Presseco.,1955),45 51,

especially49i 50. The correlationbetweerdurationandintensityis alsomentionedn B e r iessdy,s

i Pr os maldntuisvi én SAcrittd 1801 195,especiallyl87.

The example is mentionedcanoB&BBo, fAProspettive ne
54 This observation has been known to musicians mainly from experience. It was discussenén a
scientific way in the twentieth century. See Eugen

Accompanying Nat ur al Gsnedanes Bittert(Julgl 9 57 )S,0 u7nad s8 20. i n
To St ockhacuosleonr,0 fimoornee s p e c i StiuctuaelvHerysuperenpasihngt s from t i |
formants. See Stockhaus ®iReihévéo | Hioowe T3i,mel OP a4s0s.e s é, 0 i n
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spectrum?® If, to Stokhausentimbreis comparableéo speecrsound he mayhavebeen
influencedby MeyerEppler,who often comparedacoustiaresarchin musicto thatin
speeclsciencan the earlydaysof the WDR.>’ Sincethe psychoacoustistudyof
langua@ cameearlierthanits applicationto music,it would haveprovidedabundant
referencegor earlyresearchn musicalperceptionln fact, thediscrepancypetween
acousticandauditoryperceptioralsobecameanissuein the 1960sfor musicologists
andmusicianswho wereinterestedn searting for the connectiorbetweemmusicand
languagetheydebatedvhethemusicshouldbe consideredcousticallyin termsof

numbersor perceptuallyin termsof subjectiveexperiencéseebelow).

Wheresacousticaandauditory perceptiorettractedmuchattentionby studiosin
themidcentury,arguablythe Studiodi FonologiaMusicalein Milan wasthe most
dedicatedo conductingarticulatoryexperimentsn humanvoicein the classicaktudio
era.B e r iTledma&Omaggioa Joyce)(1957 58) rearangegthroughtapesplicing)
CathyB e r b e recdit@ionéacsordingo thearticulatoryfeaturesof thespeech(see
Chapter2). Apartfrom Themathe Milan Studiopaid particularattentionto how
electroacoustisoundgmitate naturalsoundgincludinghumanvoice, speech, and
sounddrom acoustianstruments)B e r iVisa@ef1960)adoptselectroacoustic

procedurego imitateB e r b e nonliaguistisvocalsound® suchaslaughing,sobbing,

%Beri o, fAProspettive nella musica, o 188.

SForinstack e, the variable perception of consonants f#Ap, 0
wereused to exemplify the juxtaposition of sound elements to give rise to different sensations. Meyer
Eppler, AStatistic and iPBeReihcodblogme Probbetns. of Soun
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andsinging which lack concretesemantiovords(seeChater2). Likewise,Mademna 6 s
tapecompositionJnvenzionesuunavoce(Dimenzionill) (1960),featuresBerberian,
whorecitedthe phonemegpreparedy HansG. Helms.The phonemesndnonlinguistic
vocalsoundsverejuxtaposedvith the electroacoustitreatmentof her voicesotha the

two dimensiongsareplacedin dialogue WithoutusinganyrealhumanvoiceeMa d er na 6 s
latertapecomposition e Rire (1962),is a comedythatimitatessoundsof objectsand

humanvocalics,notablylaughing,with purenoise®®

Thedialectic relationbetwweenelectroacoustitechniqguesandhumanvoicewas
alsocombinedwith indeterminacyn JohnC a g Ar@ andFontanaMix (1958),
featuringB e r b e diveraesirigimigstylesandrecitation.The scoreof thetapework
consistf graphically notatedmusicalong with thetext, which encompassesolated
vowels,consonantsandmeaningfulwordsin variouslanguages® Onthe otherhand,
nasalizationin varioustypesof folk singingis exploredin B e r ielectranicpiece,
Questovuol dire che(1969 version).The degreeof nasalizatiorin differentltalian folk
singingshowshow ethnicvocal stylescanbe comparedo dialectsin ethnographyln
additionto speechsciencelinguistic studie® includingdiscussionsof onomatopoeia,

vocalics(paralaguageandinfra-language)intonation,andsemantiqropertiesof

®The experiment of voice woul d Hyperion(l@6d)inpvbichat ed i n N
voice is given to machind@empo Liberq1972), andAges(1972) which reflects the radiophonic technique.

59 See more details of the two viksrin https://johnage.org/pp/JohCageWork-Detail.cfm?work_1D=29

(Aria); https://johncage.org/pp/Jof@ageWork-Detail.cfm?work_ID=79 Fontana Miy (accessed Oct 14,

2021).
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sound providetheintellectualbasisfor thework ontop of experimentationvith human

voice.

Theinfluenceof speeclsciencecanbefoundin manyofBer i o0 0 s
nonelectroacoustiworks aswell. Themostobviousarethe experimentabrticulatory
techniquesnotatedn IPA symbolsor othertextualdescriptionsin variousworkssuchas
Circles(1960),Sequenza (1965),Laborintus (1965) i &K i nig finfonia(1968),
Coro (1974),andA-Ronng(1975). The articuatory experimentatiotn voiceis further
developedn theinstrumentaimusic,notablyin his versionsof Sequenzarhe nuance®f

theplayingtechniquecanbe comparedo vocalarticulationof phaneticsounds.

Knowledgeof speechsciencedllowed Berio to attemptnewstructuresor create
effectsin multiple ways,as| discussn laterchaptersThemostnotableis his
assimilationof fricatives([s], [z], [f]) into white noisein Thema(Omaggioa Joyce)and
his developmenof continuity based on similaritiesof sonicfeaturesin Coro, as
explainedby Berio, the harmonicstructuresf the episodeorrespondingoNe r ud a 6 s
poetryweremodelledfrom vocalformants® This resultsin aneffectlike aninstrumental
A v o isungbytheorchestraThefiltering techniqueof frequencyfrom certainformant
areadbhecame compositionaildeawhenBerio developedhetheatricalrepresentationf

A mu s a c taiinthal®80s.He sawtherelationsbetweerntheatical elementgmusic,

80 Berio, Interviste 151 153.
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text, or scene)psa hierarchyof afisemantid a n d w ithatdarbéfiltered®’s the
significantelementsarehighlightedwhile certainpartsof the musicor textare

suppressed.

1.2 Speech/Text Compositions in the 1950s and 1960s

Speector text compositionsherereferto musical pieceshathighlight the
materialof speectsoundsregardles®f whethertheybearsemantianeaning Although
speeclor text compositiongemainisolatedcasesn the history of music,theyhavetheir
own aestheticandillustratetheintricacy betveen soundandmeaning. Theseworks
emphasizerocaltimbreandconsiderspeectsoundasa creativematerialsimilar to
musicalnotes. Amid increasingnterestin speectand languageamongthe avantgardists,
speeh compositionwasa meandor themto explare voice,intelligibility of meaning,
emotion,theuseof linguistic materialsasstructuralelementsandthe boundarybetween
speeclandmusic(especiallyelectroacoust music).In theseexperimentsthey
emplbyedvariouscompositionatechniquedo investigatehow mearing, syllables,and
emotionsrelateto the musicalityof languageandthe communicativenatureof speech

sounds.

61 Berio, Interviste 173.
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Thefirst performancesf speeclcompogionstook placein 1955 5652 The
piecesoftenperformedn this periodwereB o u | lee Mérteausansmaitre (1955,
seting RenéC h a poétiy),N o n dl €antosospesq 1 9 5 5andS& )Jo,c k hausends
Gesangder Jiinglinge(1955 56). For Gesang Stockhauseroncentratesnthe
sacrednessf the piece, wherethe memorizatiorof certainwordsallows speecho
becomeritual ®3 The piecerevealsstructuralisiconceptiongo a certainextend it is
createdn pairedoppositiongncludingsoundvowel versusconsonantoise,darktones
versusbrighttones,andsoundnoiseoppositionbetweerpurely harmanic spectraversis
aleatoricnoisebands A continuumbetweersoundmotivic andword-motivic extreme is

drawn,andthis allowsthe audienceo perceivea spacebetweerspeechandmusic.

Avoiding electronicmeansthe soundandspeectcontinuuminBo u | leez 6 s
Marteausansmaitreis renderedn five categorie®f singingstyle: parlandogquasi
parlandosyllabicsong,melismatic song,andclosedmouth[bouchefermée]®* The
peculiartext-settingandvocal stylesrequired whencombinedwith the serialtechnique,
renderingthe sungtext moresyllable-orientedwith tonecolor resemhbhg musical

instrumentsB o u | geeubasvay of textsettingdid not disruptthe conveyancef

62SeeSt o ¢ k h a u¥ptonsoithesk@rformancesKk ar | hei nz Stockhausen, #AMusi
Die Reihev 01 ume 6, @ Mu edited byaHerHert Bipert @rd Karlideinz Stockhausen

(Pennsylvania, Bryn Mawr: Theordore Presser Co., 1960) 6 4 .

83 Whenexplaininghis work Gesang Stockhausestressedhat:fi t Isteneris remindedof aword-
connectior{betweenthewordsfi p r e andfieH eor win@ch he hasalwaysknown:thewordsare

memorized andherewe areprimarily concernedvith the fact thatandhowtheyarememorkzed,andthe

detailsof the contentaresecondarymportancethe concentrations directeduponthe sacrednesspeech

becomes i t SeeKarlh@inzStockhauserfi Mu @and8 p e e io Die Reihevolume6,ii Mu sndc

S p e e 40i64, citationat58.

64 SeeStockhauserfi Mu and8 p e e io bie Reihevolume6,ii S p eaadMu s i46i 470
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semantianeaningnherentin RenéC h a thréesurrealisippoemsyrather,theserial
procedureappliedin rhythm,dynamicsandarticulationenhancd variousinterpretatios

andambiguites.

Luigi Nonoadoptedhe phoneticcompositionabpproacto renewhis vocal
music-believing thatfi t € tmp o s(lextasmatedalto becomposednat applied
had openedup infinite possibilitiesfor combiningsemanticandphoneticelement$?®
Unlike manytext compositionsthatmasktheintelligibility of meaningNono developed
acompositionatechniquethatconnectsemantiandphoneticelementsin his La Terra
ela compagng1957),two differentbut relatedtextson womanandnatureareunitedby
meansof their phoneticsimilarities®® As shownin Figurel.1, thefirst textis presented
by amorearticulatedsoundfield, while the secondchasa morelinearprojection By
combiningsimilar phoneticstructuresthe semantiaccontentsaareamplified while

retainingtextualcomprehensibility’

85 Luigi Nono, Nostalgiafor the Future: Luigi N o n &destedVritingsand Interviews editedby Angela
Ida De BenedictisandVenieroRizzardi(Oakland:University of California Press2018),164.

66 SeeNono, Nostalgiafor the Future, 162 163.

57 NonoobservedhatGiovanniG a b r iAkelujai$aggoodexamplethatincludesanacousticfield in
which textualmeanings increasedhroughthefullnessof phoneticconstellationsSeeNono, Nostalgiafor
theFuture, 170/171.
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~ S
First text: A } Terra rossa terra nera. Tu vieni dal
B
Second text: T Tu sei
B
A mare da verde riarso dove sono parole
B
L T come una terra che nessuno ha mai detto  so- -le
[ 8
A } antiche e fatica sanguigna e gerani tra i sassi —
B
T fati=
[~ 8
A non sai quanto porti di mare parole e fatica, tu ricca come
s o o Il
T non sai quanto  -ti  mare fatica -a
™5
A la brulla campagna, Tu dura e dolcissima
B
LT Tu non attendi nulla se non la parola
-
S
A parola
L B (etc.)
T che sgorghera dal fondo

Figure 1.1: Textual counterpointin Luigi N o n d.@terra e la compagn#1957) Reproduced
from Angela Ida De Benedictis and Veniero Rizardi&s illustration in Nono, Nostalgia for the Future
163.

While contempating the possibilitythattextcanbefi r et r a nlsymusic,me d o

Nonoattemptedo shapehetextsothatit becomesnusicandhasthe same
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communicéive capacity®® In his choralwork, Il cantosospespthetextis seemingly
fragmentednto phoneticunitsand interwoveninto thep i e mteo&sctiveatmosphere.
RebuttingSt o ¢ k h heawoaeititidnsregardingtheincomprehensitity of the work,
Nonoexplainedthatthe compositionof the pieceis basedn the phonetiesemantic

whole®°

Mauricio Kagelexporesphoneticcompositionin anothemway throughhis serial
choralwork, Anagrama(1957 58). Thecomposerdoptsthe 11 letters from the
MedievalLatin palindromefi | gitum inmusnocteetconsummiru g r{ ifi Oieclein
thenightandareconsumedy fireo ,)Jasafi t er noewodorm soundghatareeither
meaningfulor meaningles®y textualpermutationThelettersarerearrangedo
A r e snd m athe gylales:theynowform meaningfulwordsacrosgopicsthatevoke
ward like death night,andrestlessnes Also, asobservedy Jenniferlverson,thevowel
continuumin this work illustratesa timbral play inducedby the mouthfilt er asif the
work wereanelectronicpiece’® In adifferentvein,St o ¢ k h Stimsneng1®68)uses
overbnesasthe primary elementsandmakesuseof vocalformantsaspitches.Thepiece

is acollectionof transiticms betweerthevowels/u/ /a/,/al /il, | il/d/, and/d/ tu/

58 Nono, Nostalgiafor the Future, 182.

69 Nono, Nostalgiafor the Future, 177.AlthoughNonodid notagreewith St o ¢ k h analgsisofihiss

work, it includedaninformaitve anddetailedexplanatiorof Il cani sospesowhich providesa good

referencdor readersSeeStockhausem Mu sand8 p e e 4064, @éspeciallyd7i 57.

0 lverson,Electronic Inspirations 181 7.

"See Wol fgang Saus, Bthauntpmei o wRtl o Okwhea TredmdaeksSi ngi ng,
of Texts by Foreign Guest Profess{Psague: Univerzita Karlova v Praze, Filozoficka fakulta, 2009)

471 8.
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Whenthe overtonesnadeby differentvocalistsfall into the frequencydomainof a

formant,theyarereinforcedandbecomeamnoreprominent.

Thecommunicativeability of languagevaschallengedn otheravantgardevocal
works.Ligeti choseto blur theboundarybetweersoundandspeectby challengng the
communicativeability of nonlinguistic vocalexpressionHis phoneticcompositions,
Aventureg1962 63) andNouvellesAventureg1962 65), featue singersperforning a
text markedsolely with phoneticsymbolswithout any semantianeaning.Ther vocal
expressiordemonstratesonicpropertesthatsometimegunctionasinstrumentasounds
while at othertimesareimbuedwith humanemotion,reminiscet of groars, cries,and
shous. Theergagemenbfthep e r f o voroesdirectiheaudienceo feeltheirown
performativebodies’? Likewise, DieterS ¢ h n eftr stimimes( émissaest)(1956 69)
consistof dt31s, AMN,:! (madrasha ) andChoralvorspiele/ andtakesaradical
approacthto interpretingsacredextswith scatteregpphonemesn serialtechnique’2 The
emotionalvocalexpressionsftenmusicalizeanddistorttheintegrity of thetext, andthe
third movementurtheradoptsonly complexvocal sound andevenanimalvoices.Paul
Attinello commentedhatthe seriesof experimentglisconnects$i t hueanvoicefrom

its familiar territoryof | a n g uoceachewethefinal liberationfor thevoice,i.e.,freeing

?Zeyn@ Bul ut, ATheooimangeVoGyger gy PiPgrépectivessof Neviv ent ur

Musicissue 1, vol. 482010y4 4 6 4 .

73 For further explanation see Paul Attinello i Di al ectics of Serialis

Sc hnefbegerl 6sst i mme n, in Cantempioasy Masic Revievissue 1, vol. 26(2007)3 9 5
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itself from commuricationandmeaning’* As statedoy Schnebelprovokingthe audience
is animportantaestheticomponentn K a g eAhagiramal i g eAventdressandhis
ownfir stimmen’® Theyareprovocativebecausegheychallengehefir at i onal 0
communicatiortool of languageandreplaceit withtheii p r e | i mttenancesfrom ¢ 0
0 n enstect.

A failure to communicateverbally canalsobefoundin Milton Babbitt &esial
compositionPhilomel(1964).The pieceexploresthe boundaies betweerspeech,
synthesizedoice, Sprechstimmeandsinging by makingthevocalline angularand
disjointed.Theemphasi®n discretesyllablesportrays Philomelasunableto speakafter
hertongueis cut out. Converselythe possibilitiesof communicatiorby meansof human
voiceareexplaredto the extremein the Milan Studio,throughB e r iViea@et1960)and
Sequenza (1965),andCathyB e r b e Stiipaody(L866).A wide rangeof vocal

expressiorandarticulatoryexperimentsareincorporatedn theseworks.

In thesecompositionswhathadtraditionallybeenconsideredolely speectwas
now alsoadoptedasa building block of music The musicalityof speectsoundin these
worksis oftenplacedin the primary position,andthe organizatiorof thesespeectsounds
andthe messagelerivedfrom the communicatiorprocesverridethe semantianeaning
of words.Stockhausewentfurtherto distinguishbetweera pieceof text heldtogether

by the meaningof individualwords( i me aohait re gcanhda $treamof phonesunited

ctics of Serialism,o 49.
o042. i Di al ectics of Serial i sm,
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by theirinherentsont propertieg i me aohaip rh @ n’dmspmecasessuchasin

K a g eAhagramaandsomeinstancewithin B e r iCor@ samanticmeanings evoked
by chanceduringa permutationaprocessmakingmeaningof thetextthe overtoneof the
phonicflow. Differentwaysof organizingwordsandphonegesultin multiple levelsof

comprehensibility.

1.3 Structural Linguistics and Music

At first, theexplorationof musicandlanguageevivedin the mid-twentieth
centurydid notgo beyondconventionabescriptivecomparisondetweermusicaland
linguistic propertiesDeryckC o o kappgiascho examinei t largguageof mu s waso
adescripive onewhich suggestsnusicalexpressionsuchasintervals,pitches,and
tonality, cancreatecertainperceptuakxperiencesimilar to thoseproducedoy linguistic
expressior! AlthoughHermannScherchembservedhatthe conflict betweermusicand
text is relatedto musicalformsin modernistworks, his elaboratiorwaslimited to the
peculiartext-settingin vocalworkssuchasS ¢ h o e nTheBoakdf the Hanging
Garden(1908 09),B e r Quw £1937),Da | | a p il Erigionlera (@9%19),

Hi n d e mMasiMariénteben(1923),N o n d.drca-Epitaph(195153),Bo ul leez 6 s

6 SeeKarlheinzStockhauserij A c t uia Dié Reihevolumel, i E| e ¢ Mu o ireditedby Herbert
EimertandKarlheinzStockhauseiPennsylvaniaBryn Mawr: TheodorePresseCo., 1955),45i 51,
especiallyd5i 46.
7" Deryck CookeThe Language of Musitondon: OUP), 1959.
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Visagenuptial (1946 47), andthedominanceof wordsin Stravn s k @abtata

(1951 52).78

As explainedby M. J. Grant,in themiddleof the1950si mu sndicanguage 0
wasrelatedto awhole networkof ideasbetweerthetwo systemsTheyincludedissues
from theaspecbf text-settingto mu s istatdsasalanguageadiscussiomi w h itselh
may be subdividednto the structuralfunctionsof languageon the onehand,andthe
moreemotionallychargedssueof whatmusicdneangon the otherd’® With therise of
thedisciplinesof linguisticsandsemiotics aswell astheinfluencefrom scienceand
engineeringanincreasinglyscientificapproachwasadoptedo explorethetwo
communicatiorsystemsAs notedby Michel Chion,theattractivenessf linguisticsto
musiciangsitsi s ¢ i e n tthafcouldtorensusianto anobjectivefield by adopting
lawsandprinciples® After FerdinanddeS a u s ssuggestimf thearbitrary
relatiorship betweersignifier andsignified (Coursdelinguistiquegénérale 1916),
linguisticswasgraduallyredefinedasa scientificdiscigine, with afocuson the linguistic
system(langue) overindividual occurrencegparole). The Russiarlinguist Nikolaj
Trubetzkoyandhis followersfrom the PragueSchool(includingRomanJakobsonEmile

Benvenistel.eonardBloomfield, andLouis Hjelmsle\) appliedSaussureatheoryto the

"Her mann Scherchen, GrovpsarecBhtel/U, edied huHerimaniBSoherchan
(Jan1956)3 4.

® Grant,Serial Music, Serial Aesthetick93 194.

80 Michel Chion,Guide to Sound Objects: Pierre Schaeffer dhubical Researghranslated by John Dack
and Christine North, 2009. Original French version published in 1983 and 1995. The work is an

int roductory gui deTreatise ofMusicalrObjec®ochmeatfavaimlletosline:
https://monoskop.org/tp?p=536(accessed Oct 7, 202 kitation at84.
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elaboratiorof i p h o nia imdévidlual languagesndidentifiedtheinternalrelationsof
phonologicaktructure The PragueSchooltreatedphoneme asa numberof separate,
distinctive,orii p e r t featueestharacteding phonems asalinguisticcomponent.

Theidentificationof thefi p h o n andite distinctivefeatureds oneof thecriteria

neededo distinguishwhethera communicatiorsystembelongstofi | a n g Giveog e .

wordsthatshowa minimal phoneticdifferencerequiredto createdifferentmeaning are
calleda mi n p maHoringstancethebeginning/t/ and/d/ soundsnifit i amd 0
A d i wiffecentiatemeaningoetweerthetwo words.It is this minimal criterion, or
distinctivefeature thatis usedto categoize speectsoundsnto naturalclassegrom a

groupof soundsanddifferentiatetheir meaningsn a specificlanguage.

Aroundthe 1950s therewasdebateregardingwhetherserialismcanbe
consideredyrammar Onesuchdebatenvolvedtwo Belgians NicolasRuwetandHenri
Pouseur.Ruwetwasamongthefirst to applythe structurallinguisticsof the Prague
Schoolinto artmusic HerebutedPo u s s bypathéssthatserialmusiccouldbe

regardedaslanguagé® Accordingto Ruwet,if theidentificationof distinctive features

amongelementss acriterionof languageserialmusiccannotbe consideredslanguage

sinceit involvesthe simultaneityof variousparametergpitch, dynamicsjntensity,and

rhythm)sothatdistinctivefeaturescannotbe singledout Thesignificationprocesss

81 SeeNicolasRuwet,i Co nt r adiliiangages ®m $1%59), Langage musiquepoésie (Paris:
Editionsdu Seuil, 1972),23 40. The samearticlewasreprintedin Incontri musicaliandthe iSpeechand
Musico issueof Die Reihe Seealsothe summaryof discourse®n musicandlanguagen postwar Europe
in Grant,SerialMusic, Serial Aesthetics193 220.
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thushindered Ruwetwasalsomuchconcernedvith the audibility of serialmusicbeing
preciseenoughto differentiatethe nuancesln responsePousseuexplainedthatthe
variantsof the parameterselongto individual occurencegparole) that would gradually
form awell-establishedystem(langug.®? AlthoughRuwetandP o u s sdehaterds
still rudimentaryin dealng with thetheoreticadimensionof thetwo systemsit helpedto
movethetopic of musicandlanguageawayfrom the merecongructionof phonetic
compositionIn doingso, it revealeda deepetinguistic issuethattoucheduponthe core
ideasof distinctivefeature® langueandparolein relationto serialmusic.Likewise,
Beriotook a semioticperspectiveo rebut AmandoP | e Isug@estiorihattherigorous
structuringof serialmusicfunctionsasalanguagé® Berio consideredserialismasbeing
solelyconcernedor thearbitraryfi p h o n &eweioftad | a n g gesajsnid an

inventionasopposedo languagewhich is a continuity from the past.

Anotherfeaturepeculiarto languageas doublearticulation, asdiscuissedamong
linguistsin themidcentury It is a propertythatallowslanguageo be productiveand
flexible asa communicatiorsystem Sentencesanbe formedwith duality of patterning.
Onthefirst level (thelevel of sound)phoneticsoundscanbegroupedinto a chunkof
meaningfulwords,e.g.,the meaninglessoundunits/p/, /e/,and/n/ combineto form the

wordfi p e @nth@secondevel (thelevel of meaning)words(meaningfulunits)

82 SeeHenri Pousseurii M u sFormandPracticejn Die Reihevolume6, i S p eamdMu s i 7€ 930
8Amando Plebe, dAll criti ¢Comamoranead. 81(1963128 39 Riebd, c a
il probl ema del | i ngathisd igi Hi meé daRhssbgnaomagicalX Xl , n e |
vol.2 4 (:22 8 2 2 3 2fEugBneticd nwsicale e gastronomia delmp e @ n $cittj, 378 386.
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combineto form largerunits,i.e., sentencesAccordingto André Martinet,who coined
theterm,doublearticulationpermitsaninfinite numberof wordsto be formedfrom
meaninglessinitsusinga finite setof sourds.®* Regardlessf whetherthe productyields
meaning aninfinite numberof sentencesanbeformedin asimilarway usingalimited

numberof meaningfulwords

Thegenerativenatureof soundandmeaningby doublearticulationwasthefactor
thatled anthropologistClaudelL évi-Strausgo rejectserialmusicasalanguageln the
A Ov e r df TheRawandthe Cooked(1964),Lévi-Strausexplainsthatin the caseof
serialaswell asconcretemusic,a systemof signsis constructedy combiningthetwo
levds of articulationinto one®® It is becaus¢hereis notanimmovablesemanticsphere
for the otherlevel of articulation(the level of sound)to rely on. For serialmusic,both
levelsof articulationcanonly bedefinedin theabstractandin therelatiors among

musicalunits.

Eventhelinguistic propertiesof musicwerealwayscontroversiad musiciansand
musicologisteverceaseddoptinglinguistic conceptgo describemusic.At thesame
time, in 1958,ethnomusicologisBrunoNettl attemptedo transferto musicsomeof the

ideasand proceduresisedin languagé® Although he admittedthatlinguistic analysis

84 For more explanation of double articulatisaeAndré MartinetEléments de linguistique générale
(Paris: Colin, 1960).

85 SeeClaudel évi-StraussTheRawandthe Cooked translatecby JohnandDoreenwWeighman(New
York: Harper& Row, 1969),24.

86 SeeBrunoNettl, i S o hirguistic Approacheso MusicalA n a | yirsJousnal af the International
Folk MusicCouncil no.10 (1958} 371 41.
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cannotbe analogoudo musicalanalysisn mattersof distribution,theideasof i pi t ¢ h

p h o n efimreh yotphmincefhea romd o yn eamdothayswereintroducedn

hopeof sheddinglight onanewapproacho musicalutterancestHe alsoshowedhe
possibility of viewing musicalmaterialsasii a | | o p dpmmuecsatjovariantof the
samephonemde.g.,whetherthereis atrill for theltalian/r/ do e s anangehe

meaning) Forinstancetheflattenedandnonflattenedsixth andseventhdegree®f a

minor scalehavethe sametonalfunctiondespitethe two differentforms,andsotheymay
beconsideredi a | | o poheaamathsrd hiscommonpropery is prevalentin many
formsof folk music.CharlesSeegerfor his part,envisagedheatomicunitofafi mu s i c a |
p h o n easasiglenote(toneme)peat(rhytheme)or tonebeat,while agroupingof
phonems constitutelafh mo r p hoe meaningfulunit, suchasa motif, pattern,or
musicallogic ( i mo & Meéahingseemedo lie in thelogical structurewithin the
musicalprocessNettl andS e e gseuggéssorappearedtaboutthe sametime
Stockhausesawunits of electronicmusicasii p h o aneBeido adoptedi p h o n e me 0
(seeChaper 2). Suchvision provideda newperspectiveon musicin relationto the
combinationamongthe units,asopposedo the conventionamusicalunitssuchasa
guartemote,aminorthird, etc.| returnto the discussiorof thedistinctive featurein

Chaptes 3 and4, wherel will arguethatit wasadoptedn B e r isyanphenicand

87 SeeCharlesSeegerfi OtheMoodsof aMusicL o g iincoumalof the AmericanMusicological
Sociey, vol. 13,issueli 3 (1960) 224 261.
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theatricalworksto decompos@reexistingnmusicalandtheatricalmaterialsandrecombine

themto form newones.

Beginningin the 1960stheinvestigationfocusedmoreon the musicalequivalence
of the phonemethe segmentatioof musicalunits,andthe structuralistconceptiorof
music.Oneway of locatinga phonemas by tracingtherepetitionof musicalsegments.
Ruwetidentifiedrepeatedegmentanddividedtheminto subsegmentthatareeither
recurrentor nonrecurrentThesesegmentsverecomparedandanalyzedo seehowthey
arecombinedyaried,duplicatedn hierarchiesandcontrastivewith oneanotherin terms
of variousparametergpitch, timbre, duration,attack,etc.) 8 Materialsmay appeato be
atransformatiorof eachother,i.e.,rhythmicor melodicvariants they havesimilar
rhythmbut differentpitch contoursor vice versa or theremay be permutations,

additions,or subtraction®f elemaents.

In fact, theissueof segmentatiomanbetracedbackto Lévi-St r a tueatsiénts
of thenarrativein mythsasalanguagethatconsistof i my t h &mdvisStrabiss
dividedthe narrativeof mythsinto independensituationsandarrangedchemverticaly
accordingo similaritiesof the situationsandhorizontallyaccordingo logical relations.
As hedescribesthelayoutof thearrangemengpread®utin the mannerof anorchestral

score.Similarly, by meansf segmentatioof monodiesRuwetandSimha Arom

88 RuwetparticularlyusedD e b u snmausicfo @xemplifythe notion of repetitionin relationto
segmerdtion. SeeNicolasRuwet,ii N osuréesduplicationsdansl 6 T udeGlaedeD e b u sirsRgvu®
belgede musicologyvol. 16, issuel/4 (1962} 57 70.

89 SeeClaudeLévi-Straussii T I8tucturalStudyof My t In ThieJournalof AmericanFolklore, vol. 68,
issue267(1959: 428 444,
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identified musicalsegmenta&ndarrangedhemgraphicallyin verticalandhorizontal
dimensionstherelationsbetweerthe segmentandthe unity of the piece® In their
analysesa segmentvasfurtherdividedinto subsegmentsothatmultiple levels of
analysiscould be established? This structuralanalyticalmethodprovided analternative
to traditionalmusicalanalysis.Suchsyntagmati@andparadgmaticapproacheghat
identify thesmallestmusicalunitin apieceéd thefi mu sp It @ h é merapicked up
by David Lidov andJeanJacquedNattiez?? Thejuxtapositionof similar segmentso
identify repetitionsransformationsandvariationswasfurtherdevelopedy Ruwetand
Nattiezasthenotionof idi st r t b M b nh AlimgudghBeriodid notentirely agree
to the musicalsemioticsestablishedluringthis period?® his usualtechniqueof motivic
variationconveysmeaningoy combiningwith dramaticrepresentatiorf-or instancethe
retrievalof specificitiesfromac h a r amemerybycenstantepdition canbefoundin
La verastoria (Chapte) andthegradualransformatiorofthec h ar aselt er 6 s

experiencas revealedn Un Re in ascolto(Chaper5).

9 SeeNicholasRuwet,i M®t hdbdlzers aimysiceloge, i Revuebelgede musicologyvol. XX
(1966} 65 90; SimhaArom, fi E s & & unotationdesmonodiesadesfinsd 6 a n aih Resuede O
musicologyvol. 55,issue? (1969) 172 216.A r o raalysisof African heterophonyn the BandalLinda
tribe, which inspiredB e r iCord) wasobtainedusingthis method.
91 Forinstancethe structureof thefirst levelis A + A 6, whreaghe secondevel definesthe subsegments
asA=a+b+cb Ghethird level definesa=al+a2etc.
92 SeeNicolasRuwet,Langage musique poésie(Paris Le Seuil,1972);David Lidov, On Musical Phrase
(Montreal:Universi# de Montréal, 1975);JeanJacquedNattiez, Fondementsl 6 usénaiologiedela
musiquePars: Union Généraled 6 £ d i 1975p n s
93 Berio did not entirely agreaith the approaclaccording to whictmusical semiotics, such as established
by Ruwet, Osmond&mith, and Natiez, reduced musical works to something abstract. This especially
happensinNati ezds proposal wbifchinestdatatkeeel from the mus
take an evolutionary approach to analyze music,hiav music is evolved from reaccurrences in
history. BerioScritthl @82t ®®8.(2003), in
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Fromthe 1960sonward,asthefad for electronicmusicstartedto wane,attention
to linguistic conceptionn musicshiftedfrom a phoneticperspectiveo a phonological
one.Musiciansandmusicologistsendedo approachtheissueby searchingor internal
relationsamongparametersatherthanabsolutescientificfacts.Frenchcomposer
FrancoisBernardMéache(1935 ) believedthatmusicis notentirelysonorousiqu ant a o
(presentedn numberspntheauditivelevel,butii g u a(présentedn subjective
experience* Specifically, timbreis a psychologicafeaturewhich requiresreference
points of registerandintensity subjectto the context. Macheproposedhe useof the
Jakobsoniaphonologicaimodelto identify pertinentsonoroudeaturesn the musicand
demonstratetlis analysiswith theoverturetoMo nt e vied Idn cdesr dinazi one

Poppea®

Schaeffefjoinedthe discourseon musicandlanguagevhenheelaboratedis
ideason soundobjectsandlisteningin his Traité desObjetsMusicaux(1966;reedited
1977).Schaeffersawthatthelanguageandmusicparallellies in the correlationbetween
units: alinguistic or musicalsounddoesnot merelyplay therole of the sounditself, but
its valug whichreliesontheintrinsic propertiesof the soundobjectin relationto the

system’® Betweenthe two polesof materialsoundobjectandmeaning Schaefer

% FrangoisBernandMache,i L a n @tang s i qnu_a NoovelleRevueFrancaisel96,n0.17 (1969)
586 594.

9 SeeFrancoisBernandMache,i M®t hlingliistiguesetmu s i ¢ o ih Bugiqueen Zey vol. 5
(1971) 75i 91.

% Pierre Schaeffefreatise on Musical Objes{1966), translated by Christine North and John Dack
(Oakland: University of California Press, 2017)
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sketche®ut stagesof highercomplexityregardingthe parallelsbetweenanguageand

music:
utterancesn language piecesof music
sentences language musicalphrases
wordsfrom thelexis intervals,chords,or motifs

phonemegdistinctivefeatures) values(pitch, intensity,timbre, duration§’

Thecomparisorwith distinctivefeaturesof the abstracmusicalqualitiesreflects
S ¢ h a e Vielv thattbesefi p e r t panareetetaeplayingarolein the systemaside
their absolutesonoros characteristicghough variationscancomplicatethe system.
Schaefferfurtherclaimsthatif thereis a closestpoint betweemmusicandlanguageit
shouldbelocatedat the level of puremusicbecausealuesin musicreachtheir highest

level of abstaction.

Therecogniton of correlationsandthe searcHor i me a nis afsarlosely
relatedto theactof listening.Schaeffedividesauditoryreceptioninto four modes:
listening(écoutel), perceiving(odir), hearing(entendrg, andcomprehending
(compendre).®® Listeningrefersto the actof identifying the soundasa sign of the
sourcejperceivingmeangeceivinga soundpassively(suchasbackgrounchoise);
hearingis anintentionalactto focuson the uniquesoundqualities;andcomprehending

involvesthel s e maaf theisar,i.e., graspinga meaningthrougha codeby treating

97 Pierre Schaeffefreatise on Musical Objegts 28 6 7 .
% Pierre Schaeffeilreatise on Musical Objecgts 73 9.
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thesoundasa sign. Thefocuson listeningandmeaningeflectsthe investigationof
auditoryperceptiorandthei d e ¢ o gracesdn the humanmind. Theissueof listening

andmeaningwould be exporedin B e r iUo Res ascolto,examinedn Chapters.

Whereasnusiciansandscholardocusedmoreon comparingthe naturesof music
andlanguageB e r iinvestigatiorwaswide-rangingandmoreapplicableto his
compositionsAs aninterdisciplinay subject, linguisticshasbeeninvestigatedn
multiple ways.In a 1965Iletter, Berio sharesa booklistwith afriend who hadinquired
aboutlinguisticsbookstranslatednto Italian ®® Takinga glanceat the booklistcanhelp
usunderstandB e r iinter@stsand inspirationin thoseyears.Apartfrom general
linguistic theoriesthe bookscovera wide rangeof topics,from speechsciencehistory,
communicatiortheory,andphilosophyof languageo interdisciplinarystudiessuchas
psycholinguisticandsodolinguistics. Thebooksinclude:Language A Modern
Synthesidy JoshuaVatmough An Introductionto Linguistic Sciencedy A. H.
SturtevantGeneralPhoneticdhy R.M.S.Heffner,On Human Communicatiorby Colin
Cherry,Diachronicand SynchronicAspectf Languageby Alf SommerfeltWordsand

Thingsby RogerBrown, PsycholinguisticsStylein Languageandotherarticlessuchas

St

L lenguistique,sciences o c i o | @ § poigtdessyebistoriqueenl i ngui st i que,

St

L a n g BozigiyandC u | t andfel, ioistig RroblemsandEuropear n i tMgst 0

®Letter cited i n zMialraee dd Sadmgtnii fycia@Bauymbiée un t est o, 0
prospettive 250 51.
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recommendetvasRomanJ a k o bwsorksob phonology translatedy NicolasRuwet,

andhisarticle,ALi ngandBo e ciscs . 0

Many of theideasin thesebookswereappliedin B e r iworlks,ssl showin later
chapers. Apartfrom the phoneticeandphonologyprominentin B e r iexpérisient®n
voice, hisworksdemonstrat@an attemptto discoversimilaritiesbetweermusicand
languagehroughthe nation of doublearticulationaswell asparadigmatiand
syntagmati¢alsodiachronicandsynchronicyelationsamongmusicalmaterials.Taking
cuesfrom sociolinguisticsBerio adoptsfolk songsyariantsof musicaltechniquesn
specificareag A mu €ti hcrad g r angvarianisdf yocalrepresentatioamong
individuals(fimuscali d i o hseommpogitjonamaterials Regardingcommunication,
musicalandtextualmaterialsareoften consideredo beinformationandconceivedf as
binarysignals,i.e.,old andnew, presencandabsencef certainelementsin addition,
influencefrom psycholinguisticsyhich investigategpsychologicaprocessesmvolvedin
theuseof languageled Berioto investigatehefi u n i v eof esxapl ei rt rgkatadm e 0
music,i.e., howthe useof musicis relatedto the patternof thehumanmindd thecental

topicin thisthesis.

1.4 Communication Process and Information Theory
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Jakobsordiscussedherelationshipbetweeringuisticsandliteraturein his 1958
paperfi L i n g ardBat i ic*® schematimng the six factorsof the communication
proces with respecto their literary function: addressefemotive),context(referential),
messagépoetic),addresseéonative) contact(phatic),andcode(metalingual)see

Figurel.2).

CONTEXT

(referential)

MESSAGE
(poetic)

ADDRESSER ADDRESSEE
(emotive) CONTACT (conative)
(phatic)

CODE
(metalingual)

Figure 1.2: Roman Jakobsonds model of literary function in relation to the communication
process(1960)

J a k o bmodettdisusthat,contraryto the beliefthatpoeticsis concernedvith
thetextualelementliterary functionscanbeanywherdan the communcationprocess.
Deeply inspred by Jakadbs o nd@&agBerio continuedo exploreandabsorbthefull face
of languagen his vocalmusic,especiallythroughvocalgestureg.g.,how vocalgesture
is relatedto emotionandthe poeticsof voice 1°! Indeed,composersduringthis period not
only focused onthenotesin the piecestheyalsoengagedvith theaudiencgphatic

function)andexploredtheintertextualitybetweerpiecegreferentialfunction),the

100 RomanJakobsonii C | o StatemgntLinguisticsandP o e t in 8td@ejn hanguaye, editedby Thomas
A. SebeolCambridgeMass:MIT Press;1960),350/ 377.

MlsSee Bersedsndbescuocal gestur eSsritti n5 8eT 0 ocomeiDe | t @ is d

up repeatediyin this dissertation.
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organizatiorof soundgmetalingualfunction),andtheidentity of theinterpreters

(emotve function).

Communicatiorprocessaandtransmissiorof informationattractedhe attentionof
midcenturyavantgardecomposersinformationdiffers from meaningn thatit depends
on listenes knowledge Information,asEco putsit, isfi s o Imng) that is addedto what
onealreadyknowsasif it wereanoriginala ¢ q u i $°% Atmoreeffective
communicatiorsystemwould be basedn sharecknowledgethatavoidssubjectivityat
bothends.Communicatiorstructurealsoplaysa significantrole in enhancingthe
efficiency of informationtransmissionClaudeShannorproposedn 1948thatthe
guantityof informationin amessagés relatedto the degreeof its organization®?
Messa@eswereassumedo be organizedsystemgovernedy laws of probability,and
mesagesvould be disturbedby anydisorder.If therewerealargeamountof disturbance
(or noiseduringsignaltransmission)informationwould frequentlyfail to reachthe
receiver1% To preventinformationlossdueto disturbancefedundancys oftenaddecto

themessgeto increaseéhe probabilityof theme s s asgrwaval.s

102 UmbertoEco, TheOpenWork translatedsy AnnaConcogni(CambridgeMA: HarvardUniversity
Pressl1989),40. A messagenight haveno newinformationfor thelistener,despitebeingmeaningful For
instancewhenaritornellois playedfor the secondime, it givesno newmusicalinformationalthoughit is
formally meaningful.

see Claude E. Shannon, @AA MatomBelSystémcTachnicheory of
Journal vol. 16, issue 81948Y3 79 42 3.

104 The quantityof informationtransmitted especiallywith anincreaseor decreasén the amountof
information,is measuredby entropy,a conceptorrowedfrom thermodynamicsy informationtheorists.
Entropyis ameasuref quantityrelatedto as y s t teem@alenergywhenit is convertednto mechanical
work. It is oftenusedto quantify the degreeof randomnesin a thermalsystem andhenceaninformation
process.
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Thenotionof redundancyvasespeciallysignificantfor electroacoustimusicdue
to its notoriouslack of anyunifying structure By usingrepetitionof sectionsrecurring
materials,or electroacousticsoundthatis similar to daily objects thelisteningexperience
becomedessarbitraryandmorepredictable Anotherway of creatingredundancys
makingunits of electronicmusicsimilar to thosein languageandallow themto recurand
vary. ForinstanceasRobinMaconieexplains the degreeof redundancyexploredin
St o ¢ k h @esangandbicht cycleis throughthe meansof deconstructiorand

reconstiution of linguistic segments$%

Thestudyof transmissionprocessingand usinginformation (betterknownas
informationtheory)wasfirst appliedin communicatiorengineeringcomputerscience,
naturallanguageprocessingn linguistics,andotherfields. It is not surprisingthat
MeyerEppler,asa phoneticiarandinformation theorst, advisedcomposersatthe WDR
usinghis experienceavith languageHe sawthe possibility of usinginformationtheoryas
ananalyticalmethodof compositionassuminghat, like languagemusicconsistsof
definablediscreteclements®® He dividedthe andysis into two orders:onecontairedall
observationgncludingthe statisticaldistributionof all soundelementswhereagshe other

is concernedvith theii Ma r & o & 1°’whiah is the frequencyof oneelement

105 RobinMaconie,OtherPlanets:TheMusic of KarlheinzStockhausefMaryland,Lanham:Scarecrow
Press2005),211.

1081t js true especiallyafterthe discoveryof theimportanceof the singlenotein the postWebernera.See
WernerMeyerEppler,i St a andPsychologidProblemsf S o u nidDiedreihevolumel,A El ect r oni ¢
Mu s i56i 610especially57i 59.

107 A Markov chainis amodelthatdescribesow a seriesof possibleeventshappenparticularlythe

probability of oneeventoccurringin relationto the previousone.
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transferringto anotheraccordingto the conextud relaionship.The Markov chainwas

first employedby Shannono predictthe occurrenceof eachletterin a selectionof

Englishtext; it is appliedin electronicmusic to approximatehe statisticalstructureof

pitch, duration,andintensil. Statsticd distibutioncanbefoundinSt ockhausenos
Zeitmassein whichii d a wnfold alonga processn the complexwhole,reminiscenof
theinformationtransmissiorprocess% The statisticaformationof discrete pointillist
notesconstituteghe structue of a piece, andit providesanauditoryexperiencdied to
thedensityof informationaswell asthe densityof soundmassandharmonicpartialsin a
sequenceSuchdistributionsof notesandotherparametersanbe conceivedasanenergy

flow like themeasue of entropy in thermodynamicsa field heavilyinfluencedby

informationtheory.

B e r iwaydfdsransmittinginformationwasratherdifferent. A key concept
regading the communicativedesignin manyof his worksis familiarity. ManyofBeri o0 6 s
works are struduredaccordingto differentdegree®f recognitionof somechosemmodels
or musicalmaterials suchasspeechguotationspastichessoundspr musicfrom daily
life. Informationin thesemusicalobjectsis conveyedhroughdifferentdegeesof

recognition andidentificationof the materialshroughmusicalprocesse$?® Thisis also

108 Seethediscussiorof St o ¢ k h aompositioidakonceptim of statisticalformationy Maconie,Other

Planets 96.

109 Berio explained the degree of familiarity as musical structure in his,@@uke st o vuolh dire che
fact, the description can be applisdna ny of Ber i o6s wo rikinvited tmidemtifyi ch t he
the sources of quotations, musical models, xtrfragments. We can associate his treatment of familiarity

with his design of the information flow. Séee preface oQu e st o v u oid Programmmmotiz h e é
Afconcert.i di R o nhaciaro Bdrie collectiomnanl $aclver Foyndation.
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reminiscenbf therecognizabilityof traditionalinstrumentdeingoneof the major
obstaclesn earlyradiophoniamusic!®B e r imaséclsenceunfoldslike asignd being

trarsmittedto theaudiencecenteredn the perceptiorof old andnewinformation.The

composedescribeghis compositionamodelasafi d r a maftrwercgoyg ni 2tabi | it y.

Thedynamicityof informationflow inspiredthosein manyotherfields to rethink
theorganization of content.In literature for example experimentapoetsexploredhow

organizatiorof wordsaffectedandexpressetheir mentalprojectionof reality.

1.5 Italian Neo Avant-Garde in the 1960s

To understangbostwarltalian avantgarde musdc, it is necessaryo examinethe

neoavantgarde[neoavanguardipof the 1960s which pursueda newideaof literature

extendng thediscussiorto otherartforms suchasmusic,visualarts,theaterandcinema.

Gruppo63 wasestablishedn Palemo during a meetingof 34 Italian writers, artists,and
poetsin Octoberl963.Thecultural,ideological,andpolitical significanceof theneo

avantgardemovemenwasin its rebellionagainstoourgeoisdeologythrough

10 Nicola ScaldaferriMusica nel laboratorio elettroacustico: Lo Studio di Fonologia di Milano e la
ricercar musicale negli anni cinquantaucca: LibreriaMusicaleltaliana, 1997), 30.

11The preface oQues o v uol idProgreamme&t i z ficoncerti,LddanoRo ma.

Berio collection,Paul Sacher Foundation.
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challengindinguistic, aeshetic,andsodal norms!*? Fromthis perspectivetheliterary
work wasnot limited to therepresentationf praxis,but motivatedits receiverdo take

action.

1.5.1 Language as Representation of Reality

In literature,oneof thekey featuresof this movementwasthe pecuiar useof
languageasalensfor viewing reality. Therelationshipbetweerreality andartis alwaysa
dynamicone,thusanychangen theworld shouldbereflectedwithin the structureof the
medium.Thedynamicityof artechoegherationak of Eco 6netion of openwork, sothat
artis seerfrom different perspectivesindfreedfrom interpretation:*> The openneséies
in theformationof aform to expressheworld accordingto its organization'4 The
formal structuresof awork shouldnot merely be seenfrom a formalistic point of view,

but shouldbe consideredlongwith thefi t r & d deepemeaningoeyondthewords.

As observedy Florian Mussgnugliteraturein this periodii m uiscteasethe

demand®nits audiencerejectneocromantic platitudesandre-inventitself asanabstract

112 seethe discussiorof neoavanguardiandthecritique of practicein FrancescdMuzzioli, i Subver t i ng
Li t er & Naoavanguardialtalian ExperimentalLiteratureandArtsin the 1960s editedby Paolo
Chirumbolo,Mario Moroni, andLuca Somigli (Toronto: University of TorontoPress2010),21 37,

especially32 33.

113 Quotedin PaoloChirumboloandMario Moroni,i L i t eandtheArtsiathel 9 6 Gns , 0
Neovanguardia3i 18, citedat 8.

114 ChirumboloandMoroni,i L i t eandtheArtsiathel 9 6 Bs , 0
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gameof formal variations whereconflictsandcontradictionsareexpressen a purely
figurativel e v1& Banguinetiwho hadclosetieswith the Novissimi, observedhatthe
tendencyof literatureproducedby theneoavan-gardewasii @aeturntod i s o t%Tleer . o
disorderwasshownby the mentalperspectiverojectingon the pagethroughthe
formationof form. Chao® mosaicfragmentof text, ungrammaticbephrasessemantic
indeterminacyanddiscontinuitesd illustrates therelationshipbetweercalculatedly
unrelateddata,which constitutefi v e 1i lol @ lo g of disorslad!!’ Thesefractureswere
perpetualljjuxtaposedandinterpretedo form differentmeanimgs, asif aperson
observd naturefrom differentandes, rendering thework in openform. Theinfinite
combinationsallow thereadingexperienceo bea perpetuunmobileandfluid. Theidea
of writing, or theruleof thisi ¢ 0 mb i aalt © uslguersmpréimportantthanthe
writing itself. It isthefi i abkform, a8 statel by oneof theactivemembersof Gruppo
63, LucianoAnceschiratherthanthefi f oafthei d ethasaéemoreexcitingand

surprising®!® Thedisorderallowedthe neoavantgardiststo think aboutthe arbitrariness

5Fl ori an Mussgnug, Ludiaw Berioj Umbertd & &nd theMNevg AvarBar de, 0 i n
Comparative Critical Studiegol. 5,n0.1 (20088 1 97, @&7.tation at

116 EdoardoSanguinetifi ITtattamentalel materialeverbaleneitestidellanuovaa v a n g u(a964j,in a o
Ideologiae linguaggo, editedby Erminio Risso(Milan: Feltrinelli, 1965,reprintedin 2001),77 107,

especially94.

117 sanguinetifi ITtattamentalel materialev e r b @6l e , 0

118 ucianoAnceschifi Me t o d a@elna givioGruppo63: La nuovaletteratura,34 scrittori, Palermo
ottobre1963 editedby NanniBalestriniandAlfredo Giuliani (Milan: Feltrinelli, 1964),7i 14, especially9.
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of verbalsigns.Nami Balegrini challengeswritersto considediteratureasaverbal

mechanisnfor the arbitraryproductionof signst*®

Suchdisordercanbefoundin manyof B e r iworlks sncludingthosethatdid not
involve collaborationwith SanguinetiThe chaoswasnot simply dueto the complex
texture;it stemmedrom multiple possibilitiesfor combiningelementsyhich resultsin
infinite interpretationsEcofurtherdevelopedhis formalideologyin relationto his
readingof James) o y d-e & e \YakeTd 8im, the interrelations amang the
fragmentsconstitutethe cosmologyof atextualuniversedisplayingan aesthetic®f

A ¢ h a o Bario explavessuchanideain Sinfonig discussedn Chapter3.

With this newaestheticliterary practicesn Italy focusedmainly on
peispecived therelatiorshipbetweersubjectandobject,especiallythe
phenomenologicailotionof thefi r i d udzeil ol[néductiomof i | égartfrom the
suspensionf subjectivity,the subjectoftenactedasa cognitiveagencyto establishan
auhenticconnedion to theworld throughfirst-handexperiencé?° It wasexemplifiedin
asimpleformulaby Calvinoin his novel,Mr. Palomar(1983),which depictsthe
pr ot a gobservascefaheworldasi h i m@usthefvorld minush i nandin
MichaelJ. Rosen Oesplanaton,fi t dbeerveiin theobservablepbservingw o r F2idro

Sanguinetithefi b e-indthgw o r Exgasiencas expressethroughorganizationNeo

119 Nanni Balestrini ed Gruppo 63. Il romanzo sperimentgidilan: Feltrinelli, 1966), 133. See also
Mussgnug, fAWriting Like Music, 06 88.

20 sarguineti ii I Tlattamentalel materialev e r b &71167, o

121SeeMichaelJ.Rosenfi R e v Himself Plusthe World MinusH i min $almagundi’2 (Fall 1986)
261 266, citationat 261.
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avantgardeliterary works ofteninvolved animpossiblestory or onethatcanonly existin
arewverie. Thestory is atechnicalirony of its form; the narrativeis alwayspresentedn
gibberishandformsits own mechanismOnly whenthe structureof the gibberishin the

narrationis disfiguredcanthe compromisedanguagebe acceptedisparody

Sangiinei further describedatype of antinovelin which the story of a first-
persomarratoris constantlycontesteddenied,andcontradictedyhich achiesesa
continuousadjustmenbetweerthe critical discourseandits aesthetiobject. Thenarrabr
whosaysiil doesnotreferto thenarratorbutto anarrateccharacterTheregression
betweerthe subjectandthecritical discourseextendsearlyto theabsurd Similarly, the
subjectii lirvolvedin B e r iSioféng(third movementandCorois such achaacte.

A |igstandingfaceto-facewith his own musicaldiscoursebothnarratorsarethe creabr
of thepiecein questionaswell asthecritical discoursenf the unfinishedmusical
structurefi liroSinfoniakeepsinteractingwith the conpositionalelementsto create a
movementwhereasn Corofi | kéepsrevisingherfi b & @ n fhesibjectii |irdboth
works,nevercompleteby theend( t h eneveracenclusion)jnteractsandcomments
with the musicalstructurein iterations.i | isrenceredby avoice,ard heor sheis the
narratorthe composerandthe structure(or the soul) of thework itself, which provides
criticismthatactivatesanendlesdoop. As | illustratein Chapter3, the phenomenological
notionto reducethe subjectfi | wascombinedwith the autonation of musicalstructure,
i.e.,thestructuresn Sinfonia(the ScherzoandCoro asagentsactivatinganautomatic
compositionaprocessin B e r itheafrisalwork, Un Rein ascoltq theidentity of i 10 0
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theoperamanagenf aneponynousworkd is alsochallengedanddeniedashecreates
his theatelin adream.His self, essentiallyavoid, is shapedy a musicalstructurethat
assimilateotherp e o pvoieeaadthe soundthatcomesto his ear.Similar to worksin
theneoavantgardemovemen, these works of Berio demonstrat¢he self-contained
structurethatspeakdor andcorrectstself throughinternalmechanismsTrhrough
runningthis automatiomachine jnfinite pagesof musiccanbefilled by inputting
instructionsandseveal examples.Thework itself includesthe abstracideaof how
elementareemployedchosenprganizedrepresentedjarrated]aid out, etc. Such
constructionis similarto thefi b o evikioh refersto the cosmologyof aliterary work asa

self-containeduniverseafter Mallam ® &ision of Le Livre.

As notedby theliterary critic Francescduzzioli, the Novissimiin the 1960s
promotedhemselveshroughexperimentsimilar to thoseperformedn a scientific
laboratory wherecriticism becomes meango verify andevaluat newwriting
modelst?? Literary criticism in neoavantgardemovemenextendedo pastworksin an
effort to revolutionizethem.In the postwarperiod,the Novissimiwereawareof theidea
thateverythinghasalreadybeendonein history. Theyfelt aneedto rewiite historyand
to find atradition of the new,which madecriticism andcommentaryaway to reinterpret
traditionsandhistory. This canalsobe seenin Berio 8Sinfonig Coro, andotherworks
thatincludepreexistingmaterialsandmocdelsandprovide a new interpretationlf we

understandvhy commentarywasparamountn the neoavantgardemovementit is not

22Muzzioli, i Subv &i tiemn@lt ur e, 0
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surprisingthatpostwarltalian composersespecidly Berio, reliedheavilyoncommentary
asacompositionablevicel?® Thejuxtapasition of preexisting musicalreferences
alongsidenewelementschallenge®ld traditionsby puttingthe old andthenewin
dialogue.Theold andnewelementaveretreatedassignssothata newway of listening

wasworkedout by comparisorandcontrast.

Therevdution of languagewasalsoa protestandcriticism of capitalistand
bourgeoissocietyaswell asa political issuefor the Novissimi,who wereexpectedo
survivein theconsumemarketandproduceworksthatdeservedo beregardedashigh
art. Oneof the methodswas to adoptordinarylanguageor languagdrom daily life so
thatsocialandpolitical issuesarealludedto in arevelationt?* This practiceis
reminiscenbf thethird movemenbf B e r iSiaféns,in whichthe messagérom a
posterduring the 1968riots is included After introducingmusicalreference$rom
composersf the past,an antiVietnamWar slogan(fi éall thisc a rstépthewars,c a n 6 t
makethe old youngeror lowerthepriceof b r e a)dedSpond to thequestionghe
movementasbeenasking: Where now?Whatis this moment?and,moreprecisely,
Whatis this momentof which the movemenis madeup?Thetemporalflow is
irreversiblelike thefeeblenes of the peoplefadng the political situation.Likewise,for

Part2 of B e r imas&atheaer piea, La verastoria, which involvesthereorderingof

2See more about yweiguesid ©smondmith@Berio,ar4 2 59 .

124 ChirumboloandMoroni,ii L i t eandtheArtsiathel9 6 0 B Fobinstancein thepoem i N o n
smettered by a centralfigure in Gruppo63, NanniBalestrini,the newspapedescriptionon the
assassinationf JohnF. Kennedyis adoptedo trigger commentaryin the poem.SeeSanguinetifi | |
Trattamentalel materialev e r b &0D.e , 0
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thetextfrom Partl, whatseemdo begibberishuncovergshemessagef} t tasteof the

| e aatludingto thepolitical turmoil of A T Wearsof L e a(érmi di piombo)in Italy
from the 196G to the 1980s. The gameof wordsechoe< ¢ ovisien of atextthatis able
to re-inventitself with everyreading,andhis notionof i woinrko v e mehich 0
concernghespecificfigurationof tropesandthet e xrelafianto its socieculturaland
historical conext. Theallusionto i T hYearsof L e aptedentedby a play onwordsalso
providesananswetto a questioncentralto thework, Whatis thetrue story?With the
notionof openwork, the audienceor thereaderdevelopsa sensef self-consciousess
that allowsthemto takepartin the creationprocessThe participationis selfreferential

to culturakpolitical engagement?® which echoe theideaof experimentamusicaltheater

(discussedn Chaptersgt andb).

1.5.2 Impact of the Neo-avant-garde on the Musical Scene

Theltalian neoavantgardemovemenhadanintricaterelatiorshipwith the
musicalsceneof the 1960s.0n the onehand,the musicaljournal, Incontri musicali,for
which Berio wasa maincontributor includedE ¢ oe8sayi b o p i@ m@aimentoe la
coscienzal e | | 6 @362)thaawiduld developinto histheoryof openwork. Onthe

otherhand,themagazinel|l verri, which wasattachedo Gruppo63, hadbeenopento

125Muzzioli, i Subv &1 t ien 86t28.r e, O
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musicaldiscussiorandprovidedspaceor musicalcolumnsand articles The publication
of E ¢ oUperaaperta whichincludedthe discussiorof four contempoary works

( St o c k KKiawesstickod, 8 o u | Bras@mesonatepourpianoPousseur 0s
ScambjandB e r iSeqgbeszaer flauto solg playedanimportantrole in conned¢ing the
two circles. Theideaof openwork wasoftendiscusse@longwith chancemusc andthe
freedomgrantedio composerperformer,andaudienceAlthoughmusicalandtheatrical
works seemedo offer morefreedomwhentheywereplayedonthestageit did not
triggermorediscussiorof openwork in music,accordingto literary critic Paolo
Somigli1?® Theoriginal aim of Gruppo63 wasto developa rigorousavantgardepractice
ratherthananambitiousbutlooseone.The problemof connectinghetwo circleswith
commonavantgardeideasfrom Gruppo63 wasthattherelackeda rigorouspracticein
musiclike its counterpartn literature,or atleastthe practicewasnot matureenoughto

transferthoseideas?’

AlthoughBeriorejectedthe label of neoavantgardist, his works oftenshowthe
influenceof the movement?® Theinfluenceon Berio wentfar beyondthe concepiof
openwork, low culture,or the useof fragmentednaterial.Let usconsidethe maingoal

of Gruppo63: theradicalrenewalof the content and form of literary languagesothatit

126 paoloSomigli,ii Gr u 8 pndMusic: A ComplexRe | at i o Neohvanguardig254 282,
especially270.
27paoloSomigli,i Gr ug8pnolMu s 220, 0

128 Berio rejected the label of nevantg ar di st : fACerto, in quegli anni sor
sapreidarlorounnosm, soprattutto un no froeurse,onamghingsbeganinanguar di @
those years, but | candt gi v-avantgardehCitadimManioe, especi al
Bortolotto, fASulla storia, | ePiamdTimei,e,nce. 1%Q3 s(toxd90) :v
27 31.
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canbeusedto criticize capitalistsociety.B e r iexplorationof structureandnarrativein
his works developsnewformsto directmultiple perspectiveérom which theaudience
may engagevith society.As addessedn thefollowing chaptershy directingthe
meaningseekingprocessn multiple worksthroughthe manipulationof music,text, and
scenicelementsimilar to languagehiddenmessagegegardingthe antiViethamWar

movementindthe Yearsof Leadareuncowered.

This chaptersummarizeshe historicalbaclgroundof the avantgardemusicaland
literary scensin the postwarperiod,focusingon theintersectiorbetweermusicand
languageApart from the speectsciencehatwasintroducel to classica studos focusing
on electronicmusic,the discussiorregardng musicandlanguageevivedusingnew
conceptiongrom modernlinguistics.On the otherhand,throughthe lensof language,
writersandartistsin theneoavantgardemovemensaughtfor a better world by
connectindanguageandideology.Languagebecane the meansandthe endsfor

exploringthe humanmind andreactingto socialphenomena.

Someof theideasmentionedabovearerevisitedin laterchaptersThediscussions
relatedto languae and musicin the 1950sand1960sprovidedinspirationfor Berio to
formulatehis musicalthoughtsandcreatehis worksthroughouthis career And the
startingpointfor B e r ilongdosrneyof soundandsensevasthe Studiodi Fonologia

Musicale
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Chapter 2: Composing Degree Zero: Musical Phonology
and Berio® Early Signification Model

I n this chapter | examine Beriobs early
create new forms of expression based on sound, meaning, and organization, inspired by
phonologicd, semaitic, and syntactic conceptions within twentiedntury linguistics. |
il lustrate Beriobs search for fAdegree zero
el ectroacoustic compositions wh éshosvthabhus i c al
imagining phonemes in musé& which are free of arbitrary connections to semantic
meanin@ breaks the conventional relation between sound and meaning before
establishing new connections among sound uAiteew layerof meaning vascreated to
conformto the less arlirary relations between sound and sense. This compositional
model would further be adopted and modified in his lagme symphonic works (see
Chapter 3). I n addition, Baadthamspiratiomfur sui t o
Joye Gsseamiof-conscousress narration weraosely related to his exploration of the
Auni ver sal i t(discusded iredetpildrom Ghaptere3@nwaias) the
nonarbitrary relation between sound and sense throughout his career.

| first examine thehanological appro@h developed by Studio di Fonologia
Musicale and in Beriobds own intellectual t
then | demonstrate an early signification model developed by Berio with a focus on
Thema (Omaggio a Joycg)1l 9 Y Inthesecondhalf of the chapter, | explorsome
aspects of Beriobs electroacoustic pieces

use of paralanguage and organization of information) as well as interdisciplinary studies
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on music and langge Thesedeaswoldbe c ome t he bui l ding bl ock:
pursuit of universality of experience in subsequent years.

As Berio recalls, very few composers in the 1950s resisted the temptation to
understand and compose music as though it were a langutgis ovn synex and
phoneticst This exploration of linguistics occurred for the composer himself around
1956, when he was st udGoursndg lingustiqdeigénéradled de Sa
The study of linguistics was particularly related to elecwasiic music whichoffered a
newmusicalityby changing the conception and analytical method of music. Berio even
compared the sinusoidal wave in electronic music to a phoneme (the basic unit in
phonology)? which would be free from any conventional megninhaited from history.
As | illustrate below, by seeking new ways to overcome the arbitrary relation between
sound(signifier) andits conventioml referencesignified), Berio experiments with a new
compositional model that absorbs phonological concepts, syntagmeip@aedigmatic
representations, and Joycean polyphony. Before | elaborate, let us delve into the
Aphonol ogical 06 approach used to create ele

Musical e, which is closely r elnathispetiodt o Ber i

2.1 Musical Phonology and the Milan Studio

! Berio, Interviste 85.
2See Beri o, il nMusicasgententalea Imusita rddamalet (i 1t o8ctit, 370 374,
especially 371.
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The connection between electroacoustic music and linguistics had been discussed
by various composers, such as Stockhausen, Herbert Eimert, Pousseur, and Berio, as well
as the phonetician Wernbteyer-Eppler (see @apter 1). After Bruno Maderna
extended @ invitation to Berio, the Studio di Fonologia Musicale di Radio Milano was
established in 1955, following th¥estdeutscher Rundfurik Cologne (WDR,
1951 2000), the Gr ouupee Cdoen cRe cthee r(cGhiReMd, e 1Mu5sl
and the Columbi®rincegon Electronic Music Centefqunded in 1951, renamed as the
Computer Music Center in 1958) in New York. As Berio recalls, electrongic in the
1950s responded to the profound need for urétwben electronic sounds and the
sounds of acoustic musicaistrument$.The Studio di Fonologia Musicale was the result
of these new analytical models and the new approach of Sound.
AMuspbahol ogyo reflects how muigjamd was c
the choice of name wascidental It was suggesteoly the Turinese engineer Gino
Castelnuovo, who was regarded as the soul of Radiotelevisione Italiana (RAI) with his
expertise in sciare®and he seemed to have had a certain intuition regaruénigim:
voice and word had been discussed in relatidhao radiophonic use since the early
twentieth century, especially for their function and aesthetidsen used in radiophonic

dramaor Aradi ot heather, 0 voi ce hiagniisiceloAsd t end

3 Bruno Maderna already created the first version of his tape nMisi&ica su duelimensioni(1952), after

he first approehed electronic music from Mey&ppler in 1951See Iveren, Electronic Inspirations30.

4 Berio, Interviste 130.

5See Berio, AProspettive nella musica. RRadidher che e
Mi | an$crithy i1lr8B0 18lgl80.especi

6 Veniero Rizzardi and Angelaa De Benedictis, eddNuova musica alla radio; Esperienze allo Studio di
Fonologia della RAI di Milano 1954.959(Rome: Rai Eri, 2000), 229.

7 See the discussion on radio drama, its history, @rféatures in Agela Ida De Benedicti®adiodramma

e arte radiofonica: storia e funzioni della musica per radio in Italfarin: EDT srl, 2004).
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described by Nino Saverese in 1931, glanth the musicality of words, all the logical
links of language, the rhythmic patterns, and the rules of song could be abolishdd so tha
voice and sound become melnewelawvSRudolfa ffree g
Arnheim also observed that in the era of radio dramaic was thought to support a
unitary sound culture that would promote sensitivity towards musicality of language and
sourd in generaf. The blending of noise, language, and music evasof the greatest
artistic achievements in radio, in which spoken language and natural noises were elevated
to the | evel of imagination. Radio cultiva
musicality of language as well as sound in general. CastanGay tive mde ofi
Amusi cal phonol ogyo as the studi o name can
word, and music through the development of radio drama, which aptly reflected the
direction of the Milan Studid®

The Milan Studio quickly foundstplaceamong the other studios. It initially took
an eclectic approach tmmbinethe experiences of concrete music from the French and
those of electronic music from the German. Its synttstyiie can be found in the early

radiophonic documentariritratto di dtta (1954), which captured the soundscape of the

8Ni no Savarese, i 1 IhGohvegacsited in Angelallda DerBangdictRadioodranma
e ate radiofonica 49.
® Rudolf Arnheim,Radiq translated by Margaret Ludwig and Herbert Read (London: Faber & Faber,
1936),2751.See al so Scaldaferridés summary of radio and t
twentieth century. ScaldaferNusica nel laboratoricelettroacustico 19 3 4.
10 Some objectives of the Studio included producing concrete music and electrona; omaating
sonorous commentaries for radio and television, and realizing dramatic and documentary emissions. See
Angel a | da de MBalerm dtieStudiodiFordda dedanRAl de Milan: musique savant et
musique de circonstance, entre cieati, r e c h e r ¢ h eA Bauho Mademaeohurne loeditedby i n
Geneviéve Mathon, Laurent Feneyrou, and Giordano Ferrari (Villefagnan: Badaéar, 2007),
389 42dally3®ds pe
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Milan city by synthesizing the real environmental sourtdde idea of dialogue between

concrete music, acoustic music and electronismuc  ( idi al ogue among di
di mensi ons0) duaracuisti@df theyMildm StadadhHowewer, the lack of

rigorous organization of sound material presented a challenge for making electroacoustic
music. Although the artistic value of radiophoniusic had been established for thirty

years, Berio complairmkthatit still lacked a precise terminology for electronic music
arguing that an eventual Aradi ophonic gram
established from previous experienéé®neof t he Mi |l an Studi ods go
was to establish abanection between the production of sound and its organiZétiora

statement published in 1956, the Milan Studio clearly tied its goals to phoridlmyy,

the nomenclature of Studio Bonolgyia Musical® as opposed to Studio di Fonetica

Musical®d indeedmar ked a departure from the WDRG6s &

Benedictis, iBruno Mader na erédetailon tBd estabiislomet and Fon ol o g
objectives 6 Studio di Fonologia Musicale, see Veniero Rizzardi and Angela Ida De Benedictis, eds.,

Nuova musia alla radio: Esperienzaall®t udi o di Fonol ogi a de(Rdma: RAI di N
RAI Eri, 2000); Nicoh ScaldaferriMusica nel laboratorio elettroacstico: Lo Studio di Fonologia di

Milano e la ricercar musicale negli anni cinquar{taucca: Librera Musicale Italiana, 1997); dMidalena

Novati and John Dack ed3he Studio di Fonologia: A Musical Journe9 54 ©1 983 Update 2008«
(Milan: Ricordi, 2009. In particular, Delia Casadei examines how the focus on voice in Italian electronic
music in the 950s reflected anxietiesahdo pes r el ating to the politica
cityscapeRitratto di cittawas one of the works she illustrated See Del i a Ctadoodidei , A
Fonol ogia: Voi ce PoobinJburnalsfthé Royat Musical@ssocian, voll19485 8) ,
i ssue 2 (2016): 403 43.

2See Beri o, i Pr oRicherche & attiwita dediol Studio dnFormlogiadusicale di Radio

Mi | an8qjttg ilB0 195, especially 180.nsthagmihascdmé® De Bel
distinguish the Italian electroacoustic production from that of the French expesiefrausique concréte

and German experiences of electronic music is the deexis of the concrete and electronic dimensions.

See AngelaldaDeBnedi ct i s, 0 The 8tudB di Fanalogia, mige Studiofdi Fonologia: A

Musi cal JouBnUHpda?®b & 4 aditdd Bydvarta Maddalena Novati and John Dack

(Milan: Ricor d i , 009), 3 18, especially 15,
BBerio,iProspettivyve rdeélll.a musica

4 Berio stressed thimi ssi on i n ttwo sadtliacImus:i claN®l|l ettronicao an
elet r o nin $cattj, 196, 211.

“Berio, AProspettive nella musica, o 180 181.
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As explained in Chapter 1, Stockhausenbo
heavily influenced by the physicianathematiciarphonetician Megr-Epper, was
closely related to the study of phonetics, includimgacoustics and auditory perception
of speech sound. The emphasis on musical phonology at the Milan Studio reveals a
fundamental difference with the conception of sound at the WDR. Tla@ Rudio
attempted to explore the organization and meaning evoksttucture whereas the
WDR investigates the acoustic quality of sound and the perception of it. While phonetics
take a scientific approach to study the possibilities of speech souedaimning their
physi ol ogical and ph yrgervenasito apptystpcydirtguisics , p ho
criteria to the sorting and cl as¥inéthecati on
words, phonology is concerned with the systematiamizaton of speech sounds in
languages. According to Roman Jakoband Morris Halle, phonology is the question of
Ahow | anguage utilizes sound matter, selec
variou$ ends. o

Such structuralist thought finds itsotsinSau s sur eb6s dipablé ncti on
andlangue Discoveringa system behind the musical phenomena in electroacoustic
music, i.e. théangue was Beri obs goal . Il n contrast toc
musicians to expand their métier by studyiogustics'® Berio believed that composers

need to have an understandofghe general structure of acoustic elements to rediscover

16 Roman Jakobson and Morris Halleyndamentals of LanguadBerlin: Mouton de Gruyter, 156), 7.

17 Jakobson and Hall&undamentals of Languagd 8.

8St oc k haus enes ,ibleviReinekotume 5firRe p-Anakysi so0 (Pennsylvani a,
Theodre Presser Co., 1959),i82, especially 60.
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whatmeaningsd it ece mteer and reconquer sens¥ throug
Hi s use of t he mpliesfntverlefiel of meaning afterthg ge st , i
reorganization of materials @arding to their acoustic properties, adding to the
connotation of acoustic materials by conve
break the conventional arbitrary relatioretvieeen sond and meaning, so that a new

layer of sense is evoked fronethcoustic dimensi@nas exemplified iMrhema

(Omaggio a Joycepelow.

2.2 Phoneme as Musical Unit

Conceiving electronically generated music was a somewhat different process
compared totherforms of electroacoustic music such as tape pieces. Electrasic
was considered to have a Alinguistico sens
Berio, the internal qualities of electronic music, consisting of frequencies of sound waves
to present timbre, loudness, and pitch, are closely related sm#igsis and formation of
phonetic sounds. With the new technology, the linear perspective of traditional musical
form shaped by musical notes was replaced by the menyanbment listenig
experience and the summative structures of the sonic quafiflés focus on tone itself

in electronic music was even compared to musical atoms. The internal quality of sound

19 OsmondSmith ed.,Two Interviews114.
®Berio, fALa nuovaSeotisicald.t "o (1956),
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material in electronic music determined the choice of the sound spacet, Similaat
elements aggregate and dissimilar elements fade outhmfibrm becomes saturated.

This atomistic perspective provided Berio with a new musicality and constructive
model in line with his views on music and langudjen t he e s s aly, Al nt er
dibattito Musica sperimentale e musica radicale ( 1 9 6 1 »sqciatd® ¢he indovisiaes
sinusoidal wave of electrordlo rEdsnea,t 6sr it
definition, Atoned is pure sinusoisaal with
seres of harmonic partialSBer i o pref err edt d ofiwaerl cad ei mMphot
representing musical units in electronic music since the latter is a conventional sign
inherited from history. What drew Beeri ods
percepibn directly and its abstract sonic quality that is free fommventioré The view
oftoneasphoneme reflects Beriods attempt to br
music (signifier) and convention (signified) by replacing it with a more naturaiomelat
bet ween music and per ceptnéticamusialee a subsequ
gastronomia dell 6i mpegno6o (1964), Berio
language, articulating that all significant works and poetics should be able to configure

thems el ves into fAsemanti c | i nolisgdistcsanaysisP i ng fr

22Ber i o, fALa n uese)anSaitis i 7Tk dtomistia pefspectivasoraised the discussion

of chaos and order, freedom and boundarghe WDR when consideringtonality and electronic serial

music. See more discussion on thalelitic of nature an@eistin electront serial music by Eimert and

Krenek. M. J. GrantSerial Music, Serial Aestheti¢sCa mbr i dge: CUP, 2001), 80 82.

2S e e B atervento al dibkitio Musica sperimentale e musica radioale ( 1 9 Sctiti, 370 37n,

especially 371.

ZHerbert Eimertfi Wt is electronienu s i ¢ DieReihev 0l ume 1, 1 10.

#“See Berio, Alntervento al di blagd i(t1SMu)s3d tian 3 pe,r i me

especially 371.

®Beri o, fAEugenet ioomd amusildaléd mBeiB6t8roc3r 86964 peichnal |
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For Berio, the reduction of the musical un

suggestion of t he Oo&faznaturad, nedtelgvritegefreeodb f | anguag

conwentional literary trope& If we combine views from these tvassays, wean better

under stand Ber i oo0-asproremesror anaistit propeftirseshaped bye s

sine waves) forms relations among each other and establishes their peculiar semantic

' i nks. For iwmsoungin anelectrdadoestic@ivkvcan beconnected to

another sound with similar sonic properties (such as vowels /u/ and /a/). A larger

discourse henceforth forms a sslfstaining circle during a continuous transfiguratbbn

audi bl e material. Throughe!tebsgocessnnst ructi on

expressivity penetrates the work as a nexus. Such a musical process further echoes

similarly through in the 1960s. As the American composer and musicologist Charles

Seeger18 86 1979) suggested in 196@yetothesi ¢ doe:

isomorphism of phrase structure; it is the logical structure in a musical process that

resembles fAimeaning, 0o or ?a semantic process
Electronic music provided a mediunt fBerio to conceive a new relation between

sound and meaningpthat new meanings and new rules are created before eliminating

%l'n the final chapt eWritingDegReZeragnndt iBtalretdh efisTohse blbtookp,i a o
Barthes imaging an ideal language that would no longer be alienated from reatity aaw type of

literature in which theroliferation of modes of writing allows it to invent its own pattern. At this point,
literaturebecomes the utopia of language. See Roland Barthe8 Th e Ut opi aWrdiig Languag
Degree Zerotranslated by Anette Lavers and Colin Smith (New YorkiH |  and Wang, 1967)
Barthesds notion of degree ze@ulotaMagcaucsansmadiieyed t o t
Paul Attinello inanother way. As he explained, the assimilation of the vocal teixtiaréhe instrumental

one, the fragmenti@n of the poetry, and the repetitions across movements direct the piece toward
abstraction.S® Paul Attinell o, @ Postt nopdperrona cohr tMo dDearrnms tAa dli.
Contemporary Music Reviewol. 26,isse 1 (2007): 25 37.

2See Charles Seegér,On t he Moods o floumal ofthes Americdn dlgsicalogical i n

Societyvol. 13,isse 1 3 (1960): 224 261.
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all the conventional associatioffdidlowever , such a fizero degree
Barthes describes, the zero degree ofingits a utopia of language: it does not require
the mediumodl anguage | oaded with conventi on. Lil
waves as phoneme is also hypothetical because theseatgplesnemes can only be
perceived in the form of audible souMidhen these musical qualities are heard in their
audible form|t is impossible to avoid associating the sounds with existing musical
experience. For instance, the sibilant quality may be reminiscent of some abrasive
materials or certain words in some laagas.
Imagining the phoneme and the semantic link mighte®&ke r i 0 6s ori gi nal
compositional model; it might have come from a series ofanalerror experiments
regarding his own compositional models inspired by contemporary intellectual discourse.
Yet such new conceptions of composition can still be tracdtéma (Omaggio a
Joyce) although it is a tape piece that involved recording, editing, and suoixig. The
new organization of acoustic materials, | argue, further directed Berio to design a

signification model that he would follow throughout his career.

2.3 New Strata of Meaning in Thema (Omaggio a Joyce): The
Reimagination of Sound, Meaning, and Structure

Thema (Omaggio a Joycejns intended to be a production for the radio program,

A O ma gaglaya@d Documenti sulla qualita onomatopeica del linguaggietigg 0 by

28 The idea of breaking dowsrusingc onventi ons foreshadows Blaymgodés con
around with arbitrariness of sigfin his theatrical wokk | return to the topic frequently in this thesis.
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Berio and Eco. In the end, two versidonshema (Omaggio a JoycahdOmaggio a
Joycé® were produced in 1958 and 1959, respectively. These electroacoustic vocal
pieces were derived froan excerpbfJ a me s Ulgsye €®@s sode 1H, ASir
incorporated musical devices (such as polyphony and trills) into literary wAiting.
Reciprocally, Berio transcribed the musicality of the textual materials along with other
musical devices, suh as ver bal fihe thaptedwasrecided idreet r 1 | | s .
languages: English (by Cathy Berberian), French (by Umberto Eco and Marise Flach),
and Italian (by Ruggero de Daninos, Nicoletta Rizzi, and Furio Colombo). These three
versions were recorddan separate channels and latembined into a tape piece &a
piece of polyphonic musit.

In Themathe recorded sound was edited by subtractive analysis so that the full
recitation by Berberian became heavily distorted. The firtgtathree sectins
(0: 00 1: 42) .itaton,Bveerelsame wads érefragmerted and blurred. The
voice then starts to distort abdcomesir e cogni zabl e i n the secon
while the heavy electroacoustic sound emerges as a remixfetieus ecitation. In
thefinalsecton(447 6: 10), whil e Berberianbés recita

added, ertainwords from the first section are also repeated. The electroacoustic means is

2Joyceds raio8dn coasideréd amallusion to music. Alongsidee si nging of #AThe Cr
and the operMarta, the chapter haseen described as using a polyphonituee with musical allusions to

staccato, trill, appoggiatura, martellato, portamento, glissaegeat side, and binary form. The literary

criicSean Sheehan notes that ASi uaexweéranesxhhtiexpiesses fian au
itselfinmusi cal puns and verbal games, o and the lure of
theme that shapes t he candbesganaghe bledding of erdtic danchtbeaconpco r at i on
the musical, aththe voyeuristic in the text. See S&treeban) oy ceds Ul ysse qlonddn Reader ¢
and NY: Continuum International Publishingdap, 2009), 60. The interweaving between the twdime

music and language, projected through emotions and desiré,iigg@tocusby Berio-Eco on the groursl

of musicrather thartext.

30 For more detail on the genesis and general descriptidi@ia sseOsmondSmith,Berio, 60 6 3.
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adopted to multiply and increase the transforamatf the wcal colors recited by
Berberian.

Existing studies oifhemaexamine a variety of issues: Francois Delalande suggests
adopting a more listeneentered approach to identify hGkemas hapes t he | i st
expectatiod’; Flos Menezes explores thaw B emorksoedate to Jakobsonian
phondogical conception®; David OsmonéSmi t h addresses Beriods
borderline, where fAisound as the bearer of
bearer of m&sAgostiad di Suipi@roposesital the sound editing in
Themaresembles worgrocessing in a computer progradfriylicola Scaldaferri examines
themusil ter minology in Joyceds t e&lkemdand di sc
Delia Casadei demonstrates that the voice, onomeiapand tk act of listening render
thewor k a fApl acel ess space of speech, 0 or a
and a primal scene from the origin of langu¥gkelartin Link adopts a scientific

approach to measure the intelligibility Dhema demonstratig how expression becomes

3! Francgois Delalande @rhaggioaJoycd e L uc i a n BusiBue enijepvol014(i9n7 4) , 45 54 .

32 Flos Menezed, uciano Beio et la phonologie. Une approche jakobsonienne de son oéeraskfurt

am Main: Peter Lang, 1993).

33 David OsmoneSmith,Berio (Oxford: OUP, 1991 , 6 @smén@Smith also states phonetic materials

can only be arlgzed in two ways: the acoustic struawand the articulatory form. He believes that Berio
Afchosertoout his materi al sThéamaThssts nottaé Heyse phoneticc ul at or vy
analysis involves also auditory perception, which dnewch attention by composers of electmmniusic,

especially those in the WDR (see ChaptelFidngos Delalandé s essay already expl ai ns
of an analysis regarding perceglt experience ifthema(perceptual aspect is beyond the scope f thi

chapter).

Agostino dio&Sspeiioenidi®dai mnascolto diuramTheoela- e | ogos
(Omaggio aJoyce)di Berio, inll Saggiatore musicalevol. 2, no. 22000:3 25 5 9.

35 Nicola Scaldaferri groups the soundsTimemainto five categories according to the degree of

manipulation and recognizability: perfectly recognizable vocal elements, elements obtained through the

montage of vocal phenomena, verbal chordends obtained by subtractive syntheaisd silence. See

NicolaScal af er onz & by ureythrdodu:g hA tJhoe Sluovaennsicaallaradid i n

100 155.

¥Delia Casadwedi,oidi | Rondsl &gi a: Voice MBolitics in th
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meaning in the worlke’ In a different vein, my study investigates the signification process

in Themai.e., how music and text together create meaning by eliminating the

conventional associations of sound before estabfish lessarbitrary musical flow. My
examination of Beriods pursuit of degree z
Casadei 6s suggestion of a fAplacel ess space
of language. Adding to the investigationsoiund andense, | also explore the derlying
system Berio developed to replace fAgrammar

discourses on language.

2.3.1 Selection and Combination

Beriobs explanati on o fThemdmregarding selpatnsandt i on a |

combnation of acoustic properties is particularly notable:

After selectingthe material, | linked the words according to tregioustic propertiesather than
simply their order of occurrence. After thatdnnectedhem accorihg to theirmeanng. In othe
words, | establishedn acoustical and a semantic frarmed then transformed the words

alternately according to t*he requirements of on

S"Ma r t i nThemarDkaggidia JoySeExpression as a ®a n i imRyoceedings of the
Electroacoustic Msic Studies Network Conference 20ifip://www.emsnetwork.org/spip.php?article443
(accessed Jan 1, 20R1

38 OsmondSmith, ed. Two Interviews143.
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A similar descri pti on indictingtbhastheavorewas i n t he
compeed througlii s el ecti on and reorganization of t
of J oy c’Sdich a praxess recalls the concepts of selection and combination, or
the paradigmatic and syntagmatic relations in spé@ahmation. According to Jakobson,
selection ad combination are two processes that occur unconsciously in human speech.
Whether it is the formation of speech or the arrangement of other linguistic signs, two
Il evel s ar eselectionofadrtaindiguisticantities and thegombinaion into
ingui stic units of a higher defree of compl

Selection in phonology means the concurrence of alternatives that can substitute for
one another. B e r i Thanarefessdol nore abst@at acqustio c e s s i n
properties ratlr than concrete sounds or words. This can be seen in the multiple series of
words constructed by the composer (see Figre2. Af t er Ber beri ands

recorded, it was cut into individual words thadre then rearranged accordingheit

coewwel s (describet as Avocal colorso).
(team) (tip) (tape) (time)
steelyringing chips fade sail by
peep picking awave veil Idoloes
leave tink waves cried
sweetheart pity dying
feel jingle bright
listen I
Liszt thigh
Hiss night
spiked
winding
silent

3¥Seeau t h o r ofFheman(Oreaggio a Joycdittp://www.lucianderio.org/themamaggiea-joyce-
%E2%80%3-authorsnote?948448529=(accessed Aug 16, 20Q (my emphasis)

40 Jakobson and Hall&undamentals of Languageé?2.

“1See Beri o, MRodeisp eeJcratinzidcB P66 .
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(never)
breast
never
deaf
sad
when

(town)
rebound
now
avowal
jaunted

Figure 2.1: Thema (Omaggio a@oyce) Beriob s
Beriob sssayi Poesi a da nide s ip @ @958 imBedo, Saitti, 259.

The words taken from Joyce were grouped into series according to their core
vowels, e.g., the common /i/ vowel in thiesf group (team, steelringing, peep, et®.).
Thearrangement of the serisdlows a cetain logic moving along theontinuum of /i/,
lel, lal, lol, and /u/ across each row, including the diphthongs. The spectrum of the vowel
colors corresponds to sucew® positions of resonance points in vocal praitut, and
the proximity d their acousic propertes facilitates tl electroacoustic means to multiply

and increase the transformation of the vocal cdfoféie groupings of words from Joyce

(ever)
heard
answer
have
pearls

(tone)
gold
note
rose
clouds
horn
hawhorn
so lonely
cold

(tap)
satin
rang

clacked

smack
pat
pad
plash

(took)
look
could
full
good
took

according to pbnemesa r e

2.2. Although dacritics were used instead the standard International Phonetic

Alphabet, the series were clearly grouped according to monophthongs and diphthongs.

“2Beri o,
“Beri o,

ot

al

(far)
bronze
stars
garter
throb
ah
Martha
Far

(tool)
blue
bloom

(ton)
thnthnthn
not

love

tup

come

(few)
blew
fluted

whoos lure

bloo
bloom
moonlit
blooming

SO
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i ndi c a tThetha as shovB enrFiguoed s

P odeusn Gae sep emruiseéinczaa, 0 26 1.
P @deusn Gae sep emmBadtin26a , 0 i n

(talk)
more
call
morn
warm
war
all
lost
saw
call
roar

g mgofwverd series. Reproducedfrom
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Figure 2.2: Thema (Omaggh a Joycg, Be r i o 6 dor thekwert seties Luciano Berio
Collection, Paul Saber Foundation. Reproducedwith their kind permission

InBerio s composi t i oethsoundsmne cacekllly shoserrasdezb r d

Sound fragments are combined to form syntagmatic relations according to these similar
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acoustic features and combined in aesim of sound such that the recitation appears to be
segnented and even unrecognizabléraes. The selection and combinatjoroceses

are driven by horizontal and vertical axes that create a matrix of possibilitidar $om

the paradigmatic and syntagtic relations of sentence formation as explained

Saussuré? Berio even expanded theserve of verbal sounds by trarislg the same

words into French and Italian. Figur82hows how continuity is achieved throughk
proximity of speech sounds, le@r by manner or place of articulation, such asnasl

/ n/ sound i n thinbor oonrz etoh ea ndde nfipt alaibrdii/cd to/c hesu rod
Sounds with similar articulatory features are connected across diffepetriads to

create a new form of polyphgnThe connections among the phonemes are often
multidirectional; phonemes with similéeatures are interconnectedabghaut the

process, which challenges the audience through a nonlinear listening experience.

| Bronze chips trilling  jingle deal pearls
! ' A o ,"\‘ " : -‘\ T
< [ \ i :
p - -~ e ‘\
N 5 . S N e " i
1 N . ! . ™ s -~ a8 '
d . e H ~ o i 3 : '
E N e iie gver ™, perte
N Y is uerre
| ¥ 'Bronze “.thnthn 1 clac 13 cloche \ (% h Ry
rancese ’-—
E i i v 1+ dlaccloc T
H W
] H N | :
h H ' W ' H
H .
: H ' N\ !
H '
r : ot e, cle
P {Bronco __thnthn trillando guerra \ciac per

Figure 2.3: Thema (Omaggio a Joyceafi p ol gypoh oc onn e ct edafealbures p hon e mi
Reproduced from Berio®s essayiPoesia e musicd unéesperiencad (1958) in Berio, Scritti, 259.

4 Thevertical axis of selection and the horizontal axis of combinationcanbe tmBedl u s s ur e 6 s
discussion bdifferences between sidi@rs: signifiers present paradigmatic relaspne. intertextual
selection armang possiblechoices, and syntagmatic rétm, i.e., the intratextuatombination of words in a
sentenceSee Ferdinand dgaussureCourse of Genal Linguistics translatedy Wade Baskin (New
York: Philosophy Library, 1959), 1090.
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Scipio relates Ber i odaJsoyccoenbpso smatniiopnua la tpro
language from the perspective of wgnibcessing in computetechnology®® He traces
the textual fragmeationinJ o y ¢ e 6 siontcenkadion, oe doncatenation of
phonemes/syllables/words, repetition of the same phonemelsyiard, and temporal
del ay of phonemes (sanilageditingpiobkidwes cas lieYoundini k e wi
Ber i o0 stoftThesaaRommnstance, thsound streamii | -eedissand forio f t
word-so sotherplal i st en! 0 ( 5: 36 ) asconcatenatoreof syleldesdry Sc i
phonemes. In fact, such an approaah also be apigld to nonverbal sound elements in
order toidentify musical phonemes ithework.

Table 2.1 shows some of the pure sound fragmeniBhieama these sounds often
involve short fragments that consist of a homogeneous timbre, a trill obéessound, or
astream of fricative sound. The emphasigehie on heir sonic qualitis which are
relatively neutral and close to the degree zero of music. In the confElkenfa
howe\er, these sounds form dialectic relations with the verbal fragments Ber ber i an 6
reci t at i o fHastrepehtiag tdnés temihiscenof the /I/phoreme (blooming,
listen, etc), the white noise with the /s/, /z/, /ts/ (so lonely, Liszt, etc.), and the resonant
sounds with the vowels. In particular, the /s/ sound, obtained liyastilke synthesi
from Ber ber i an 0 stivergeattyisimikaitta tleahof with rose.Tlhis f r i ¢ a

Afineutral o ver bal white noise i% considered

45 Agostino diScipio, AfDa undbesperienza in ascoltoTema phon™ e
(Omaggio a Joycaji Beriop3 25 59.
“Beri o, fNPbe2@d a e mu
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Table 2.1: Thema (Omaggio a Joycepure electroacoustic sounds

0:45 fi | | Imorolonetillo

1:14 High-pitche d A i nhonotomnetrili i 0

1:31 High-pitched repeatin fricative sound

1:51 High-pi t c hed niohatohesilt st st s o

2:152:41 Percussive sowswith a variety of timbres (e.g., sounds resemble gong, m¢
bowl)

2:573:21 Whitend s e: s ssstssstssOt satnsdt sfot

4:100 4:52 Sounds resemble thderstorm; whitenoie : At st st st ststs

4:52 4:59; 5:46 | Sound resemblesind instrument, with rich resarce

5:5616:10 A series of hissing sounds: ilssss

The exploration of the sonic quglioftheseeund wuni ts ref

toreduen s aduwnnt o

imitate the phoneman the text due to their inherent sonic features. These

multidimensiamd connections establishwhatBeo c alalns i @s&mr c |

another so tha nexw$sis formed .

something meaningful evokéy the comparison between verbal and pure sound

materials. The sounghits and phonemes are connedtgcertain snilarities and

ects

i pdhthe degreeezéro of composition. The sound units

eso Wwi

Her e, Afsemantico does not

differences, and thendi areassocidgedwith the imagery of the words from which the

phonemes are derived. For instance,\lhite noise, initially without any connotation,

activates the audiee 6 s

(spiked), and empiess §ilent)through its connection with the fricative /s/.

I magi nat isodomelypwnd (hegnwolericen e s s (

Themais primarily connected by its snd propertied phonemes in a linguistic

or musical sense. The emphagissound does not mean that Balmandoned ¢

90
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conventional sense of semantic megrantirely; the amosphere and general meaning of
the work are stildriven by the semantic meaninftbe words. However, the role of
words and their semantic meaning @iff from conventional linguistexpression vith
well-established syntax and a logiflow. The £mantic meaning is expressed by
individual words rathr than sentences: rather thanioging the narrative, they evoke
an atmosphere.
The montage of voicand sounds provides the generaod and dnaaturgy of
this electroacoustic dramen a maner ewokin g Ber i o 6 s Ritratouicitaus pi ec
which he composed with Madertareveal the soundscape of Milaivhile we focus on
sonic connections, disjaied visual imagery is subconsasly suggesid. The imagery
from the words and thiembrein themusc shape our perception of the acoustic materials
so that images are evoked diredtlyour minds. Also, the varying degree of
recognizability of the acotis representation renders thgténing expgence a meaning
seeking proces¥.As dbservedby Richard Causton, electroacoustic music unavoidably
evokes images that are related to oailylife; it is human nature to establish meaningful
relationships amug objects and to assimilatethe t o  orfd giéng® The tendency
to evoke theatcal ekmentsallows electroacoustic music to become part ofraumanity
as the theanmimlr i nside oneds
ThementaldramanThema s suggested bysd)| nehdness,

Agl oo mi n e sltstheduggehtetimiyre ofvthetelectroacoustic soufdhe

47 Scaldaferri suggests that the various degrees ofpulation of the material offers variousvels d

recognizability in the piec&s ¢ a | d aBranzeofiGold @ 1 3 0.

“Richar d Caust Visageand tBee rTihoetast er of E| & Fempobdd ©cabert i ¢ Musi ¢
1995), 15 21.
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continuity of sound is expressed similarly to the Joycdaesastof-consciousness

narration. Ataround 5:45 ofhema we hear a | oud andedc!|l ear s
by Berberian and standing dabm the bakground before the piece comes to ad.en

Indeed, inBert 0 6 s-mmipmpd ng sket ch, fvovdthabappeassafteaan | nt ¢
seriesophonol ogi cal associations. Thisalsmar d apr
mor pheme o6 Asvas thebfwsmrap.ohFigure 2, A w anmploasieds

by the composer through the association of words shate the vowel® : fAbr onze, 0
Ambirda, 0 Afredonne, 0 and fAton. 0

wor ()0t “_,:_,(_(;..7_

Bumpe  werbil  fudewd  boag e (o) em ! (e

-~ (4M3k7 9(4_'7, (\t‘gk\n"q c(‘_:r, 4 ‘, ‘ —‘ £ \..1( /Q:l‘/'tﬂ‘ ;
L deat -}-.'L?-.\ ‘-la:\ !
| Pk
4 .
w“ v napprlle Kby

oe - %ﬂ'rrwrlu S VPPIL O [w, 7, hj,  Feeeas votehy (‘*f.", o TR ”’})

w-\lrme'ILML‘L-V* (V,E.”‘,ZL,//‘;, st\_/

btoenh ™ 1hep’ « b, d 4 ¢ o + L K,
/ g /

Figure 2.4: Thema(Omaggio a Joyce)B e r i ketbhsLucsano Berio Collection, Paul Sacher
Foundation. Reproducedwith their kind permission.

92



The gloominess, loneliness,cathaos evoked by the thre in Thenma recall the
collective memory of the world wars. This happesgee ci al |y at 3: 30 4: 4
Berberiands recitation heavily ditstorted a
expressed at a faster pace, resulting ieiasof chaotic aural iages. Themages
related to the world wars are suggested subconsciouslygihthe stream of sound until
Awar 0 appears explicitly. Requi eexprgssMehe au
nature of music and provides a fiodayer to the work. Tdicomplex sunds ofThema
as Martin Link suggests, direct a field of ptdlgies of imagination so that expression
becomesitsmeanif§l f t he recei ver 60s tpeatiethcerputyi on i s [
communi cat i o stheaterefahe mind baéhgs toithadécoding phase of the
communication process. As stressed byctiraposer, the audience is invited to
participate in the worR% and this participation also refers to the ative literary function
i n Jakob s o niénsmodelqseerGhapie)cta he sgnificance of listening in
Themae c hoes Fr an- oiestiorD@dewlbpaanydecobasalysisufarigsing on
t he audienceds | isteni ng hdwanlsical stractute shapep e ci a
audience expectans>?

This is the paramk of the degree zero of language: on the one hand, we pursue a
neutral, ctorless writing free of connotation; on the other, this utopian language is

created with the medium of langge&in which the inherent features and connoisti

“Mar t i nThemaDkaggidiaJoy8eEx pr es si on a Procaediiedthed ng, 0 i n
Electroacoustic Music Studies Network Conference 28t[3:/Avww.emsnetwork.org/spip.php?arteft43
(accessedan 1, 20211

0Beriopb, AiPoesie e music, o0 264.

51 RomanJakobsonii C | o StatemgntLinguisticsandP o e t in 8tdejn hanguageeditedby Thomas

A. Sebeol{CambridgeMass:MIT Press;1960),350/ 377.

2FrangoisDe | al ande, fybte@®Olmecand ¢ 0i Mysitjueiefeuvol. 14( 1974), 45 54.
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associated with it cenot beignored. The way Berio pursued a degree zero of composing
wasdong hr ough establishing #fanitoxltaogathd i cal an
organizing structure of the sonic teaals such that meaning would be expressed in
new way, as if the sigfication structure starts from zero. In this utopian state, sound
does nbcontain inherent meaning but is itself related to th@cgation of onomatopoeia
in the piece, producingraatural relation between signifier and sigedfiAs suggested by
Casadi, the useof onomatopoeia allowEhemato embody a place that can be &dc
back to a primal scene of the origin of language, egpleithout linguistic restrictions but
with an infinite potentiality for significatioi? Whether i is degree zero or the
onomatopoeidhat recalls the origin of languagehemar eve al s mBpetoi ob6s att «
overcome the arbitrary relations between soundsande and to rediscover the infinite
potential of hose relations.

Acoustic properties of the cquusitional units may belpced in aseries of
metonymies while the semantic meaning of individualdsdecomes evocative rather
than definite. Thisremindss of St oc k haus eGesarsgder éiryge Kk r e g a
(1955 1956), s ug g emsinsofsgeontdanyemp@tancdpa n Ktaegxetl 6rs
Anagrama 1957 58) , i n which meaningf ul wor ds a
result of the constant reordegiof the alphabet. Likewise, the semantic meanings from

words inThemaare placed in the secondary position so that they become an offshoot of

53 OsmondSmith, ed.,Two Interviews143.

“Casadei, AMi |l anoso SM3u9di o di Fonologi a

55 SeeKarlheinzStockhauserij Mu sid8 p e e ia bie Reihevolume6 /i MucandS p e e editedby
HerbertEimertard KarlheinzStockhauen (Pennsylvaia, Bryn Mawr: TheordorePressefCo.,1960),40i
64.
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the metonymic sequence of sound. The idea of placing the connection of sonicayuality
in the perceptual foregrourahd allowing smantic meaning to appear passively vabul
becomeincreasilgy devel oped i n Be CorosesChaptet3yyr e wor Kk
where distinct images triggered by words are brought together to form a variety of
tableaux vivantsesulting from a series of s@anmetonymies between music and text.

In retrospect, Berimentioned thatifhema fAnew strata of meani

worked out to replace the straightforward literal meaning in words:

It was my experience with the electronic wditkema (Omaggio doyce)that first drew my

attention to the ne possibilities inlerent in the human voice. In electronic music we make no
distinction between human and instrumental sound: we use sound as an acoustical phenomenon
regardless of its origin. Superficially,ritight appear as though this would deprivefian

important cheacteristi® its meaning. In reality, however, exactly the opposite is the case: when

analyzed, new strata of meaning come to the sufface.

Beriobs descripti on s themevastratazoenseaningfle dev e
have demonstratea $ar. By extractig acoustic properties from the vocal and
instrumental elements before connecting them in continuity, meaning is evoked in
individual words while the timbre of electronic music triggersthedlas e nce 6s | magi
to produce a theater df¢ mind. This commitional model reconstructs sound and
meaning by considering their equivalence to phonology, semantics, and syntax based on

twentiethcentury linguistic conceptions. The new model incorpogatew strata of

56 OsmondSmith, ed.Two Interviews141.
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meaning directs the flow ofgpception through musical process and establishes a less
arbitrary relation between sound and sense. If sentence formation often starts from a deep
structure (abstract semantic meaning that one forms mithe) and is then mapped to

the surface structa (the phonetic fon that one articulates in speech), the creation model

in Themaappears to proceed in reverse: the piece starts with the sarfexgated form

and maps it to an abstract semantic mearing.

2.3.2 Double Articulation, Polyphony, and Levels of Reality

From an early linguistic point of view, language is defined by whether the
communication system has double articulation, which guarantees the infinite generation
of sentences. Theoretically, cominig meaningless elements (phonemes) atvibrel
level with those that carry meaning (words) at the sentence level produces an infinite
number of sentences. Such productivity is a key property of human language. The reason
music cannot be considered alaagwe i s t hat musiseldro |1 nabi | it
meaningflisigns in the first articulation (the level of words): indeed, music lacks
inherent semantic meaning. Luca Cossettini and Angelo Orcalli argue that the ambiguous
direction of fAhasuas inheit implitaton af doabieigubation,
showingt hat meaning i Bemsmildk®béviEnr 8es s 086€sstruct

model on myth, which can be considered as the first level of articulation (the level of

Deep structure and surface st r iocdftamsormational concept s
generative grammar in thamry 1960s. Berio wagell aware & these conceptsndChomskyan linguistics
asshowninhisarticléd Medi t azi onedendahocdodétabcatty i S&¥o 4(11965) ,
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meaning)® Their analysis daenot address the ability to generate neaments in

Ber iexadm@eBer i o6s intention to establish fan
reflects his attempt tdevelop a structure with a property comparable to double

articulation.He redu@ssounds to raaningless phonemes (the level of sound) an
aggregadsthemb f or m Asemantic ci r.AltheeighGuc{ t he | eve
Asemantic circleso do not refer to referen
organization, his compositonal modellihemaguarantees a productivity compaeatn

that of langage. Wth the continuous narrative flow linked Bimilar acoustic properties,

we can imagine that the piece can continue without end by adding a sound unit with

similar sound features each tiftfe.

Apart from intellectual discourses imgjuistics, the Joygan conception of
language and narrativeise pr i mary i nspiration for Berio
onomat opoeia, Apolyphonyo ohemaardmatlioye eids
chapter, the textual polyphony is manifestethm speech of mufile characters along
with thematic repetitio in the text, narrated as an analogy of counterf®®iich
polyphonyis transcribed rather literallyasn Ber ber i ands recitation

recorded in the four channels, whicinther trigger a plyphonic multidirectional

8 Seel.uca Cossettini and Angelo Orcalli,bd i nvenzi one dalé:baggidullamesh ogi a musi
elettronica sperimentale di Luciano Berio e Bruno Madg(inzcca: LibreriaMusicaleltaliana, 2015),

22 31

59 The phonemic or syllabic play of spesoundsisibqui t ous i n Beri o&sclesnusi cal
(based on three poes bye. e.Cummings) A-Ronne Sinfonia(the second movemengndCoro. The

decomposition of meaningful words into phonemesnislar to the idea of double articulatiomhe music

often imitates the text so that melodic phrases are broken down interdhagmentsLikewise, he re

combinaion of short fragments foranther meaimgful words.

0SeeNadya Zi mmer ma nas NdirMar:sSThedagle oftleSirensannie s Joyceds Ul ys
in Journal of Modern Literaturevol. 26, no. 1 (Autum 2002)8 108 11
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listening experiace®! A variety of materials drawn from the polyphony are then
assimilated into a continuous flow through a musical process. Such practice would
continue throughout f@lgphanywaddsmuelgproessare as t he
essenti al tsition8l enodel.dribhemaavbilengumpressing the semantic
layers of the text, polyphonies are formed by using different languages to generate more
sonic resources, thereby establishing new miatand compensagrfor the limited
connection with the outde world. These materials are assimilated and transformed
through the musical proceggr$cesso musicalewhich opens a temporal space to allow
elements to establish relations among one anoflings allows a complex system with
organizing principles torgdually develop.

Polyphony and musical process are not limited to musical procedures that assimilate
di verse elements; it also allows fowsoa mor
in a continuity.In a 1981 interview, Berio comments inraspect on the electronic music

of his early years:

It was during those years that | became interested, at first intuitivedypiressing a continuity

between different realitiegven if tley were very distarfrom each other and sometimes even

trivial. As far as | was concerned, the serial experience never represented the utopia of a language,
and so it could never be reduced to a norm or to a restricted combination of materials. What it
meant for me above klas an objective enlargement of musica&ans, the chance to control a

larger musical terrain (such as the ethnic materials that | have often worked with) while respecting,

611n the 1950s, the ability to present multilaggmusic was notwaly highly regardedn seralism, as

explained by Eirart, but also a property valued aesthatcin literature and modern art. It was the

individuality of the layers irpolyphony thatvas lauded bywentiethcentury artistsSee M. J. Gr ant 0 s
discussioron polyphony and seiism inSerial Music, Serial Asthetics 196.
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indeed admiring, its pr ehacostisuiyof Muka psocessed er est i n
even in the morphology of thesoundmaterial® explains why the pieces affected me most

during those year®.

ADiIi fferent realities, 0 as Berio put it,
literature in the midwenieth centurf>Atal 978 i nternational conf e
Reality, o Calvino explained that various |

another, can meet and mingle to achieve either harmony or an unpredictable mixture. He
evenwentsofaastoclainthati | i t er at ure does not recogni z
levels 6L evel s of reality were also pervasive |
electronic music uniquely allows one to compose with different types of r&&liaking

the thery of regimal onblogies by Edmund Husserl and Nicolai Hartmann, an aesthetic

object can be viewed in the context of nature, consciousness, and society. These three

basic strata of reality can also be foundirema# the material, the mental, and the

socald through he mustal process. The audience experiences material sound in a

continuum of human voice, electroacoustic music, and noise; at the same time, a drama
unfolds in the mind such that the chaotic soundscape functions as a commentary on war.

Although the semait meaning of text is suppressed or appears fragmenté&ti@ma

52 0smondSmith, ed.Two Interviews 64 65. (my emphasis)

63 Reality has been discussed from an ontaalgperspectivef viewing aesthetic objects in layers. Simply

put, an object can bgewed from differenperspectives. The issue wasfiraised by Nicolai Hartmann in

his Zur Grundlegug der OntologieTheconcepto f fAl evel s 0 was nénetholegistspuchc k e d u p
as EdmundHusserland Nicolai HartmanmtSeeRo b er t o P 0 | Axipmathéseovlie2l(1998)

197 211.

64Citedinl t al o Cal vi no, T#Lev dnThe Uses of Rteratd: EdsaygSanDiegoi t er at ur
Harcourt Brace Jovanovich, 1986), 1021, cited at 120121. The essay was originally readts

internatonal conferencei L elsvof Real t vy, 6 F | onbex109¢8e, Sept e

%Cited in Angel aRiflesiael fueno Bettmice:d iscitnigse,r gii e e interazi ol
compositivo di Luciano Berio 0 Luciano Berio: Nuove prospettive 293 3a&8®l1. ci t ed
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di verse images and scenes are evoked in th
levels of reality an alternative way of communicating semantic meaning through music.

Themacan b e s e esearls wet gbendbreaking experiment. The goal of
pursuing a utopia of language drove Berio to reexamine the organization of music.
Rejecting the idea of serialism as the utopia of musical language, he turned to a wider
realm acrossarious disciplineste uper i mpose different dAreal.]
rudi mentary systematic model . Beri obs mode
translation from transformational grammar in language, is instead loosely based on
concepts in linguistisand literature.

The compositional model developedlihemawas still at a rudimentary stage by the
end of the 1950s. Yet, it foreshadowed various devices and ideas that would keep
returning in Beriobs career: pamilajiopbfony, me
diverseelements through the musical process, evocation of mental images, and the use of
multiple levels to portray reality. The signification model Berio developed would be
considerably improved iS8infoniaandCoro, supported by more roltustellectual
discouses from various disciplines (see Chapter 3). The composer would also continue to
challenge the arbitrary connection between signifier and signified in his subsequent
works. In additionThemawas a work in which Berio delved into thennection between
meaning and the unconscious. Although he asked the audience to actively participate in
the meaningseeking game, the work is highly suggestive: the fragmented, atmospheric
sounds are arranged in a streafitonsciousness narrative ashé audience were

hea i ng the siren song, and i mages drawn fro
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unconsciously evoked. Berio continued to explore during his career this process of

creating meaning in relation to oneds unco

2.4 Beyond Semantics

In the following sections | outline Beriobds comp
nature and analytical method of language during his Milan Studio period. These ideas
were paramount as he continued his Alinguli
andwhether music is amnate ability of humanity. More specifically, | explore
paralanguage (nonverbal vocalization), organization of information, and the significance
of interdisciplinary studies centering on language. These areas of investigation by Berio
relatetohisseac f or a musi cal Agrammar o al ong wit
universality of musical experience in the subsequent years.

If the crucial difference between music and language is that nisuaick ofa
definite reference, #re ae twowaysionwhi ch Beri ob6s el ectroacous
Ameaningo or a thread for the audience to
electroacoustic music intelligible; the other is using materials that are intuitive and
universal, sah asvocal gesturé® The reference point can be music played by acoustic
instruments, a piece of text, a recurring musical section, or anything recognizable by the

audience. Meaning is then evoked when the electroacoustic part relates to elements with

56 Ma d e r Muaida su de dimesioni, Stockla u s éGesargder Jinglinge, Kontakte and Bouled s
development of aontinuum between electronic and instrumental music are also examples of this approach
to bridge something familiar and unfamiliar.
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which theaudience isamiliar®” These electroacoustic works hence direct an undulation

to the audienceds | istening experience bet
The cognitive process of extracting meaning from a stream of sound represents the

momentum and expreseity of these electronic works. Berio usesthnologyas a way to

amplify bridges between known elements, acoustic instrumental sounds, and synthesized
sounds. Aswitfhema t he audi enceds task isofto actiwv

sourd based on gerience.

2.4.1 Vocal Gestures and Paralanguage

One familiar sonic element that Berio adopted was the vocal gesture, which can
be applied to fnal most everything that has
expr essi on® mfexanpteaarchildvigo.wishes to be embraced might cry,
wiggle, or mise an arm. For Berio, gesture is similar to onomatopoeia, and he sought to
explore the natural intended meaning of gesture along with the new technology of
electroacoustic music. A vaty ofvocal gestugs are adopted in the hatfiprovised
workVisage( 196 1), in which Ber blanguagem orilertmpr ovi s e
communi cat®Theinso tilpesmgadeoge o i s indeed paral a

vocalics, a type of nonverbabwalization suggeste of vocal gestures in daily life, such

67 Berio, Interviste 107 1 0 8 .

8Ber i 0o, 0 De le, g%cutttnsd 70, citedat 60.

B e r b e descdptiah sited in David Osmofimi t h, A The Tenth Oscillator: 7
Berberian 1®OH@® Wvo66., 68 ,n i ssuenad7 (2004), 2 13, ci
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as laudping, screaming, sobbing, and coughif@aralanguage is intuitive in nature and
occupies a space where writing does not ré@agdt it is rooted in human discourse.
Beri o6s g oblishii avame dnamusitatiequfivalents of linguistic
articuatons 06 t hrough musi cal and acoustic proce
donotfitpree st ab |l i s’hTehde cwsdee sofo par al anguage is ¢
semiotic approach: thetintive expressiobypasses the arbitrary connection between
signifier and signified that the composer always challenged, and it probes the origin of
| anguage and nchive reaction tb knywagei Tihesirivaluntary voice, as
Mladen Dolar describess afi p r e ¢ ,nonculturahvioice [that] can be seen as the
zerapoint of signification, the incidence of meaning, itself not meaning anything, the
point around which oth&rmeaningfub v o i ces ¢ an?Tthd so ricpeareecdi.l & ur
voice echoes the zedegreeof musical ponemes and the use of onomatopoeia to search
for the origin of language ifhema Agai n, Beriobs exploration
between sound and senis clear: he consistently seeks for a state in which signification
of soundis neural or intutive.

InVisage Cat hy Berberianbés vocal gestures :
Electroacoustic music has been created to imitate these vocal geAta@sling to

Berberian, Beri o Awant ed tloredwomnkunioatont hi n a

°The studyof paralangage begaim 1958after the linguist George Tragérs d i slocidentlly,dis
paperwaspublished inthe same year of the compositionTdfemaand two years befordisage Although

there was no indication that Berio svamiliar with the sidy of pamlanguageB e r i @réagh t@npusic

and languageeemed to keegp with the development afontemporaryinguistic research. See George L.
Trager, #fAPar al anguag eStudiés infinguistiteo. A3(1®389 x i hatli2on, 0 i n
"The autho 6 s rVvisdgehttm/fvww.lucianoberio.org/visagauthorsnote(accessed Sep 30, 2021).

72Mladen Dolar A Voice and Nothing MoréCambridge, Mass: MIT Press, 2006), 26.
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through trivial conversation, “SBaundsthat i ous e
involve diverse soundieaning relations in this piece includevbygal gestures
suggestive of daily vocal expression; 2) stream of nonsenseplesresembling a
specific language; 3) pure electroacoustic sound; 4) the only meaningful word in the
piece (fiparoleo); and 5) vocaileitypessoft hat ar e
sound are not independent from one another but are often supseninpthe strong
expressivity of paralanguage sets a reference for the audience to access meaning, what
Berio shows us is a continuum from the electroacoustic music to theseie voice that
creates a continuous sound dramaturgy. As the composeibdsgcrth e A sfhadow o
meaningso is expressed by the symbolic and
inflections’4

In the first section of¥/isage B e r b e r iesture8 and heputtexancegof
nonsense phonemes are accompanied by electro@csmustd. The voiceand the music
propagate in parallel until Berberian utters the only meaningful word in the piece,
Aparol e, 06 for the fir s tustitdoungimitate eabh.ohdrin Voi c
conversation as well as conflict with eachestfaound 13:00)The sound associated
with hitting objects iIis followed by the si
pain and pleasure creates an erotic overionet he si tuati on. Someti m
nonsense phonemes are met with shomddrtegments and areven eventually

devoured by them. Il n the final section, Be

73 Cited in OsmonéS mi t h iThe Tenth Oscillator, o 8.
"Seetheaut hor 6Misageot e of
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with a more lyrical melody. The electroacousticrsgeases to imitate the vocal
gestures but to focus on the sonic effect.

Berio againchallengeshe audience with the meaningfulness of the sounds, and
the audience can approach meaning in various ways. Apart from the paralanguage
reminiscentofourdall experience and the singeroés voi
and identiy, theutterance omeaningless phonemes invites us to match them with words
we know in existing languages. The only codified expression in thedpieéqe a rédd e 0
a word familia to Italian audiences. But the word ironically is rather detached from the
conext ofthe wordleswocalics. It also provides little information in terms of the general
structure except for its semantic meaning that involves an arbitrary sigsiijieifier

relation. Conversely, the sexual connotation of the vocal situation rehdes®k to

1]

s a yu nt shaey ‘aNwot serprisingly, the work was considered by the RAI as

Aobscened and was banned from broadcasting
The synthesized vocal gestures are thernta short fragments, much like a

phoneme unit, and they form a dialogue with fragmented elecbnic sounds. The

Ameaningd in this section no | onger relies

instead it focusses on the similarities and d#fifees between the two media. Thus the

paralanguage functions as a referencéénpiece so that ta interplay between voice and

electroacoustic sound is comprehensible.

Berio challenges the audience with the familiar and the unfamilMisege

sounddrom daily life and their uncanny juxtapositions and imitations. The difference

5OsmondSmith,i The Oe®aith!l at or, o 9.
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betweenthe familiarand unfamiliar directs the audience to look toward their linguistic

knowl edge, daily | ife experience, and emot
is endowed to the sound by the intuitive comparison with voice. Causton supgests

visual aspectef the dramairvVisagear e f orced t o appear in the
alongside their musical experience, personality, and the written prdgRerhaps the

active meaningseeking process is the reason for which Berio saw this work agi@th

of the mind’’

Beyond the prosody and expressivity of paralanguage, the most prominent
characteristic of Beriods works ands t he j ux
synthesized voice: human and dehumanized, affective and nonaffective, redegaizhb
unrecognizake. Such a structuralist conception reflects the foundation of phonology, i.e.,
how the sound system of a language becomes intelligible through thastivetr
relationships among the components. Berio would further develop his underlyin

structuralist thinking through his works in the 1960s.

2.4.2 Organization of Information

Oscillations between the familiar and unfamiliar can also be found strneture
of Beriobs other electroacousti tsreptiondces. T

theor der of a system plays a significant r ol

®“Caust on,Visdgeaenrdi otthse Theater of Electroacoustic Musi
“Luciano Ber i o,Nudvd musitaialacadi@23®.s , 0 i n
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The contrast between the familiar and the unfamiliar is clostdyed to audience
expectations. Considering how information is conveyed in reladtionde and disorde

as Eco explains, large amounts of information should be given when one is able to define
an order within an original disorder; a violation of thkes would highlight the

dialectical tension within a given ordér.

Many of Eerdlécothi sesian of disorder after the establishment of
order. One way to direct the flow of information is to create a hierarchy between old and
new informatim, so that musical sections and elements function as signal processing. By
adding redundacy ina section, eery sound process would be given a sense that refers to
other senses in other paft8erio achieves that form of redundancy through repetition,
which is also how the audienceds familiari:t
of theorchestral wcal pieceEpifanie(1961) andCircles(1960), both musical and poetic
elements return frequently. However, the two works in which Berio seriadglesses
redundancy arBifférenceg1959), a piece that combines live instruments and
electroaoustic musicandChemins \(1980), a piece for guitar and an ensemble of forty
two players. Both of them develop a relationship between instrumentals and
eledroacoustic procedures. Différences sections for solo instruments or combinations
amory them(flute, clainet, harp, viola, and cello) were prerecorded. A magnetic tape is
then synchronized while the piece is performed on stage. The replay condifferexfit
phases of transformation until the piece diverges completely from the originsaiv As

observedy St ockhausends student Robin Maconi e

"8 Eco, The Open Works8.
S e e Bdscussmdas electronic msic in OsmoneSmith, ed. Two Interviews 124 31.
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influenced by MeyeEp pl er , as weGesangdhdKortakieaMhikee n 6 s
Stockhausen focuses on the similarity of electronic sounds, Berio emphasizes their
distindionsby means ofedundancy. Redundancy is added to the music in the presence
of returning material and when musical sense is induced by providing new information.
New information acts as a commentary on old information, so that meaning is created by
comparison

Similarly, in Chemins Yredundancy can be found in the repetition of a self
contained clarinet solo melody, whiech i s a
same melody, yet previously recorded and transformed electronically. The sounds are
filt ered b characterie formants of vowels sung in extreme registers by different voices.
The sound effect further develops aldipu e wi t h t he soli magei ar .
alluding to the MfVisdgagiveswthe eldctroateustic sonnghadél i n
to follow andhence evokes redundancy and anticipation in the audience by showing
contrast and transformation.

These pieces illustrate processes in which agessare conveyed through the
oscillation of recognizable and unrecognizable signals. Amart redundancy oéld
information, a piece of text, the timbre of acoustic instruments, sound objects taken from
daily life, and universal vocal gestures can erence points for the audience to
compare with the unfamiliar electroacoustic sound. Beeairedundancy qaalso be
found in Beriobs nonelectroacoustic works.

musical poetics of redundanaydondanza andrereadhg (rilettura) can be traced in

80 Robin MaconieQther Planets: The Music of Karlheinz Stockhau@#aryland, Lanham: Scarecrow
Press, 2005), 214.
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Beri obds sket ch®Ehesedompositional saassrgamiog the spetition

of pitches presents something new in the context of something familiar to the audience.
Apart from the pitch level, the use of quotatipastiche, and melodic variation are all
devices for creating meaning and triggering teecpptial experienei n Ber i 00 s

nonelectroacoustic works.

2.5 Ethnography and Interdisciplinary Studies

Toward the 1960s, Beriobdbs works and mus
humanities direction as opposed to a sciemgented approach like that ofokbert
Wi e n e rlodation ef kypernetics. Berio tended to examine language and music in
relation to anthowpology, social science, and psychology, and this directed Berio to view
language as a social phenomenon that involves unconscious thinking. Imdeedi y 6 s
unconsadus and the collectivity of community wc
musical e&ploration throughout his career.

Beriods i nter ealturetovrmature(mohva nigpc dakemd 0 ver st
Arawo)-Sitm alu®wi6 s fromammmoetanetiaon terms af anthropology.
Instead of focusing on Western music, Berio and the Miladi&studied crossultural
differences in music in lights of finding the universality of human experience and the

cultural differences of music. Phdogicd analysis ighus a paramount way of the

8Christoph Neidh°fer, fiBer i dnCades OKinglConcetdongwosi ti onal
Pianos Glossa andNotturno, 0 Nuowe prospettva 195 23 3.
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method of research. As Jakobson and Halle elaborate, phonemic patigrnii s i an
intervention of culture in nature, an artifact imposing logical rules upon the sound

cont i #Onenoticeable research area in$ediodi Fonologia Musiale that

departs starkly from other studios was its focus on ethnographic studiethand

disciplines across the humanities. The study of Italian folk music was one of these
interdisciplinary studies, prompted by Alan Lomaxandgd Gar pi t el ¥ands wor k¢
aided in | arge part by the ethnomodscekc ol ogi
Berio to multiple aspects of European and North American folk sk songs are

often considered as music that reflects collectivity. And phonological analgses w

adopted to trace relations of expressions in various musical cultures. Tidenfpu

members of the Milan Studio even believed that, by phonological analyses of vocal and
musical expression, the relations among different cultures in history could deeuvet

although the results remained inconclusive.

In the television program pduced and conducted by Ber®®d  musi ca e mu
(19720 t he composer interviewed the ethnomusi
t he US, Kl aus Wac hstnaen nUK 10rm0d7 Oi9eBg@eog Caroprm t €
from Italy for their views on folk songsEpi sode 6: ANon tanto per

shows the adience the opposing views among them. Lomax believes that, with his

82 Jakobson and Hall&undamentals of Languagé®.

83 ScaldaferriMusica nel laboratorio elettroacustico 6 8 6 9 .

84 See Benedictied, Una Polifonia di suonie immagini(Milan: Feltinelli, 2013) 76. Leydi had alose
relationship with the founding members of the Studio even before its establishment. He provided the text
for the radio worlRitratto di citta(1954, music by Berio and Maderreg well as an exgsimental work,

Questo vo | d i r(¥968ryekarsdateryhich consists of folkoristic repertoires from different countries.

In 1959, during the experimental period of the Studio, Leydi published the bGakti popolari italiani

[Italian folk songs].

8Cag e | nu o v oBeso il 1856, tcieed in $caldafg Musica nel laboratorio elettroacustic68.
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development of cantometrics (a method to measure certain aspects of songs), the social
organization can be reflected by the waygle®ing. And Berio as the moderator in the
show left thassue open for the audient&To Berio, one thing for sure is that whereas
folk songs and popular songs reflect collective sentiments and events such as work, love,
and fear, music always transfarhem into something else, i.e. another work, another
love, and another fear by adding musical elements into the foAthough Berio did
not explicity express his personal views on the relation between music and social
organization, musical expressgfrom different cultures became inspirations for him.
Forinstance, the 1969 version of the electroacoustic @ouke st o v u o | dire ch
encompassed popular songs from different cultural areas, such as Piedmont, Veneto,
Brittany, and Bulgaria, such that thausical style is marked by the degree of
nasalizatiorf® The harmonic characters of the nasalization were developed electronically
in various transformation cycles along with other types of vocalizations.

Around the late 1960s, Berio intended to expasdésearch to other areas
through interdisciplinary studies | n t he proposal, HANote per
dell a Fonol ogiad [ Notes for a d68)yimdndegp me n't
for submission to the senior management of RAI, Bauniggests a new direction for the
Milan Studio. Specificallyhe sought to make the studio an ideal place for developing

interdisciplinary researdl.He even proposed establishing two centers in the Milan

86 See the transcription in Benedigisl.,Una Polifonia di suoni e immagin?5 83.

87 Benedictis ed.Una Polifonia di suoni e imagini 76.

88 Seetheprogram notes cQues o v u o | (Rragraremnotifie ®d n c e r t i, thedPaul SRobena 0 )
Foundation.

¥See Berio, fANote per uno sviStrtipp»22e22®&. studi o del
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Studio: Centro di studi etnografici [Center of Edlgnaphic Studies] to study literature,

graphic arts, and pofar music, and Studio dei dialetti [Studio of Dialects] to study

ltalian dialects’® Although the new research centers were never realized, we can see

Beri obs appr oach tgoagensudies.or ingtance, 8éria ¢énvisonedt o |
that folk musiowould be studied in the Center by examining variations of intonation
pattern and Aphonetico characteristics of
conception of dividing music into usito identify variations using linguistic terminology
echoe2t hnomusi col ogi-svensiebh centurgliEurthermore, lareas mi d
psycholinguistic studies would be explored by the proposed cémetsbly the search

for psychological and linguiig universals through the study of language acquisition by
children®? Likely influenced by the firstanguage acquisition theory, Berio suggested

that a child may acquire contemporary popular music as easily as art’#ilisat.is to
say,ifamusicaltsy | e i s devel oped by social convent
Anatureo for a child after their constant
hypothesis that a child acquires music in the fashion similar to theitaitgtiage

acquisition. This ssumption is closely related to the issue of whether man ishthra

Amusic faculty, o0 as manifested by Chomsky?é

=]

| anguage facultyo in humans (see more exp

%0 Berio, Scritti, 223.

91 Similar studies include: Bruno Nettl omé&Linguistic Approahes t o Musi doarhaloAnal ysi s,
the International Folk Music Coungiho. 10 (1958): 3741;Charles Seegefi On t he Moods of a N
Logi ci2el. 224

%2 Berio, Scritt, 226 227.

9 The example is found irEpisode 8 of théelevisionprogram C 6 ~ siam @ musicaSee the transcrifon

in Angela Ida De Benedictied.,Una polifonia di suoni e immagin®4 95.
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Apart from the frequent use of folkaterials, other ways were also adopted by
Berio in his future noelectroacoustic works to illustrate the relation between nature and
culture in terms of humands musi cal abil it
spontaneity of vocalism, musical dna directed by a stream of unconscious narration,
the productiviy of certain musical techniques to generate infinite musical materials, and
the establishment of musical conventions.

The proposed new direction of the Milan Studio gives us a clear patftitse
intell ectual concer ns ateitswmerdiscipliasy n@weerando 6 s m
central position in human experience, language allows for multiple contact points among
different disciplines (psychology, sociology, anthropology, muisgrature, and
linguistics)*The Mi | an St ud isan@gparengfecusanach moredon c at e
language and linguistics than on music. A presumption behind applying linguistic
theories in music is that musi diehaas t o be
communication system). As Berio continued to exploreéwleecommunication systems
in relation to various disciplines, such as semiotics, psychoanalysis, and cultural theory,
new thoughts regarding musical semiotics emerged, and these wouldaimspire his
musi cal wor ks. | n ad d iests brocualture, aldng witMscienéifie St u d
met hodol ogy, encouraged Beriobs works to b
the ubiquitous folk elements, religious and mythical topind,ld@erary texts found in his
works. Phonology as the methodolagymmon in humanities cast a profound influence

on musi cal conception in the works of the

“Berio, fANote per uno sviluppo dello studio della F
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Lastly, the Milan St thihirodures ideas ftromothder s ci p |
disciplines in the humanities, andesle diverse experiences from other fields are brought
together in music and language, such as the role of signs in musical works, the
universality of music, the relation between music dr@dunconscious, and the role of
voice as a bridge between the owterld and the unconscious. These issues explored in
linguistics and other related disciplines were brought into the context of music to evaluate
whether music possesses similar proper8esh explorations brought new musical
conceptions into compositisand provided new angles for musicians and audiences to
understand the works at different levels of reality. They not only enriched musical
contents by applying composition ideas derivexif lessexplored areas other than
literary works, but also providea theoretical basis for compositions that experiment with
the relation between music and language. Furthermore, adopting various humanistic
topics allowed musical discourse to contribistéhe more general discourse in the
humanities, such as structusah, universality of human communication, and social
convention.

Apart from the turn toward interdisciplinary studies, the visual element is a
significant ¢ omp o n eocationiofvisuBléemages tbreughcnaugice er ; t
and text can be found in maof his works, such aBhema Apart from thesvocative
electroacoustic dramavhich invites audience participation, visual representations in the
form of images, scenes, situations, or other dramatic elements form connecting points
betweenmusicandlangge. The fAstageo of the drama pe

from the real wdd and expressivity from the music so that meaning is evoked. The

114



search for fAmeaningo through music and | an

theatrical and nontheatrical W, as | exemplify in later chapters.

As noted by AngelaldBe Benedictis, Beriobs nfel ectrt
cast an impact on his future worksSome of these compositional ideas stemming from
his electronic works, such as selectio diltering, infinite transformation of materials,
imitation between twonedia, and exploration of systems of differences, do share
similarities with the #Alinguistic way of t
investigation of language in the twenhietenturyinspired Berio to reconceive music
with a new musicality, andearching for the degree zero of composing electronic music
was only the beginning. The vision of pursuing a utopian relation between music and
meaning directed Berio to explore a deelevel d musical structur@ the universality of
experience. The ques concerned with how meaning is evoked unconsciously in the
human mind. To pursue the concept of universality in the pattern of the human mind,
language is an entry point, and musicld be sen as a form of communication that is in
some ways comparable language. Berio commented on how electronic music was

related to his understanding of linguistics:

El ectronic music is a type of musitofdeeppadt pr ecl u
richly significant levels of experience later on. What hagpened, and is currently happening

more than ever in certain respects similar to what has happened in linguistics, where the pursuit of

| da De Benedietrd nisc¢ duiidho Baio:Nsove perspettive suono el
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research into a funcessitgputhadermingyseamamica(and ihdeesl of ne

expressive) dimensions nguage rather into the backgroufd.

As | have discussed, Beriobs exploratio
strata of meaning, 0 whi ch haesninge@iéxetgaat ed t h
more subsidiary position. The focus is on how megumay be evoked in music, similar
to the exploration of universal grammar i n
structure of the mediunthe musical, the linguistic, antde dramatd that reflects the
patterns of our minds. ThiswouldlealBer i o6 s more devel oped st

music and his search for i mMBinfoniaaradCorou ni ver s a

discussed in theext chapter

9% OsmondSmith, ed.,Two Interviews118.
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Chapter 3: Signification System and AArtificial
Intelligenceo in Sinfonia and Coro

This chapter addresses the following question: ivasmeaning expressed in
Beriods music around the | ate 1960s and th
by structuralism and septics? Theconundrum of music and meaning is that the
signifier (music) and the signified (meaning) are inseparable, thus the meaning of music
is difficult to identify. In this chapter, | demonstrate how Berio attempted to resolve this
problem and illustie hisvison t hat humans havexp@ambioemc &dani
[uni versalit”™ del |l 6es pe rCoreandttelthird mMbvementu g h my
of Sinfoniag | argue that Berio was consciously building a hybrid mechanism made of

different theoriesnd concepbns from linguistics, semiotics and literaguunder the

umbrella term of structuralism. | suggest
Atotality of formo which aims to view musi
history and dimusicalal t ur es. Thi s systiennk,0 Il iakreg uaer,t iifs

intelligenc® it can analyze the incoming materials while allowing chances to create an
openended schema to generate infinite musica
useoffintemeans o i n | i ngui st imnodelthat mimias nogritved e t h at
functions of human mind could be one of the ways through which the composer explored
this Auniversality of experience. o0 yyn addi
thought b reimagine old genres of symphony and chamaik.

Although the trend of exploring the intersection between phonetics and music

waned in the 1960s, Berio did not cease his quest for understanding the relation between
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music and language. Many lois worksfrom this period did not directly addresgth

problem of finding the isomorphism between music and language. Yet his exploration

was deeply rooted in structuralima methodology that emerged from linguistics and

spread to most of the discipliniesthe hunanities, such as anthropology, sociology,

philosophy and literary criticism. In the 1960s9 7 0 s , Beriobs interest
not limited to the adoption of text and phonemes in music: it extended to the unconscious
activity of the mind andhe universl principles of human communication. As Ber
explained, there was plenty to explore in

the study of language:

At the end, the use of a specific language is not so important, perhaps, compagedté sty a b i |
to learn a language. | wasondering if it is possible to find this universality of experience in the
field of music, as there is no culture without music. The phenomenon is very complex, and | think

there will be immense work to be dche.

In this chater, | focus onthe meanirgy e at i ng pr oSinfordasndi n Ber i
Coroand compare it to language. If the ability to signify (to analyze, create rules and
produce signs) belongs to Auniverssglity of
argue become a compositional modgiplied in both works to show whether equivalent
procedures can be adopted to process music.

The existing literature on the third movemensaifoniais mostly concerned

with the icentification of the quotations and the ical and textual connections among

1 Berio, Intervistg 150. His claim is followed by his explanation@dro.
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them. Commentators @oroinvestigate the use of heterophony and folk songs, but also

the historical and political context of the work (summarized in the second half of this

chaper). Yet,the existing studies on bothovks fall short of providing a full picture on

how musical references taken from art and folk music convey one of the core problems in

Beriobs music: how music conveys meaning s
Most of the existingtsidies on e third movement oinfoniafocus on the

collage of quotations from different sources, the connections among the sources, and the

adaptation of the third movement from Mahl

David OsmoneSmith and BterAltmann prwide a detailed inventory ofi¢ original

sources of the quotatioAAlfred Schnittke turns to a more conceptual unifying approach

of the movement and suggests that the polystylistics are unified by various factors: the

i mage of fmbralerebodnénttthhee fttir a g thecorrespondendet y i

bet ween the ephemer al Mahl er reference and

w h o Pla a different vein, Francis Bayer favors a syntagmatic and paradigmatic

approach to identify the juxpasition ofmaterials horizontally anthe superimposition

of quotations with Mahler fragments verticalliRegarding the compositional technique,

OsmondSmith suggests three ways to understand the connections between the Mahler

fragments and other refei@s througtsuperimposition and inteppaton: common

2David OsmoneSmith,P | a'y
Assocation, 1985) 57 7
Universal Edition, 1977).
SAl fred Schnitt ke, T hS®infonidaStytistc Coumterpoimte Themati find Boemmali o0 6 s
Unity in Context of Polystystics, Broadening the Concedto Themat i ci &ABchrfittked 70s) , & i n

ng on Words: A Si@onia@erdon:RoyalMusidalano Ber i
n

[
1 ®, 8infomia vorUudianoeBerio. Eine analytische Styifienna:

Readereditedby Aleckandr Vasi |l 6evic I vaskin, translated by Jo
University Press, 2002), 216 24.
“Franci s Bay eitaions dafshe troise mavement de I8infoniade L.c i ano Beri o, 0 i n

Analyse musicalevol. 10(1988)6 9 7 3.
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pitches between counterpointed lines, common harmonic basis and common melodic
shapes.Following OsmondSmith, Catherine Losada further investigates several ways
the references are collated: overlagpiitches ad texture, chromatic ins&éon and
rhythmic plasticity?

The musietext relation has also drawn attention. Whereas Osf&onith pays
much attention to the f Deslknaea Wunderhnorm n Mahl e
Michael Hicks contextualizet¢ work inrelation to the sources the Wunderhorn
poem, BEhe Wnaamabfasn d J Dlyssegodssggest how the texts hint at the
musical scene of the 1960Markus Bandur examines the musixt relation with a new
perspective against the bacd of JameJ o0 y d~8 ¢ 1 e g aetodrsestidédek
Joyceds influence on the idea of o%en work
OsmondSmi t h and Hickbés textual analysis focuc
the historical context of thext: in sodoing, they do not pay much ettion to the
function of the text that acts as a part of the structure or a form of comynenttre
musi c. Bandur also discusses the influence
concepts of open work anadtértextuaity, he does not address hove ttoncrete idea of
using language, i.e. the grafting of words and the intricate network awvadgin

Finnegans Wakes applied tdSinfonia

50OsmondSmith, Playing on Words48.

5Catherine Losada, fThe Pr oceshMusiofnalyip dudlat i dn, iins Mu
(2008295 Sex@.o0 her arti cl emahdBRostmodeenism: Btoadde of @antsuity in

Colage Compositions by RochbMusigTheo Spectramob3ldssugéll mmer man
(2009): 57 100.

"Mi chael Hi ¢ ks, fafdingir The ThvtuMoverme t aonfd LMec Sirdomig mBer i 006 s
Perspectives of New Musieol. 20, issue 1/21981)2 02 2 4 .

8See Mar kus BSinfodiaiJoycedinBegand Weaka nd Ec 0 s Musikkbnzepte 0 i n

Neue Folge 128Munich: Edition text+ Kritik, 2005), 95 109.

120



While all these studies provide elegant and detailed analysis of e and the
text in the movement, what lisft unaddressed is the establishment of a conceptual model
of the movement from a holistic o of view. Why did Berio need to adopt so many
citations? What point did he want to reach? There are many keywordsrsiing
Beri 06s st udy: Iligme metahaater, polygphonyyuaopen waorlqa Bertolt Brecht,
James Joyce and many more. The @gditerature mainly refer to them separately.
Before examininginfoniaandCoroin detail, | put these keywords inédarger

signification system that Berioasd evi si ng as a replacement fo

3.1 Berio® Signification System

Although Berio had been exploring the interaction between music and language
for decades, over the years he insisted that nmismt a language. He raised two main
reasms for this argument: (1) signifier and signified in music cannot be separated and (2)
languageés a closed system in which few rules can produce an infinite number of
sentences, while music is an open systemrédtairesexperiences as a point of
refeerce’l nstead of searching for the isomorphi
B e r i osic and mritings reflect the development of his own signification system,
which involves certain principles for orgaing musicand conveying meaning.
Although Berio explicitly adopted structuralism in his works, structuralist method

alone is not adeqgtmsince social and cultural codes are always needed to convey

9Berio,i Medi t azi oanlel os ua udno ncdaovl oScrittic38.ecaf oni co, 0 i n
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meaning. His turn to semiotics to develop his ideaesfuge is lence not surprising.
Berio viewnedgesture as the trace of human action: therefore it always has an aura of
historicity and strog expressive qualit}f. This notion of gesture is not limited to a group
of pitches. Ulrich Mosch notes that an instentandss ound, especially i
Sejuenza, always carry the musical and cultural history associated witiit.
instrumentid i kewi se a A loggettg linguisticyi as deschbedeby Bedo, dr
a Asocial f act 0 oocmhandomisical contrawisas qoied by Madsf a s
When musical references of Ravel, Debussy, Bach are cifidfionig stylistic
specificties and the extrenu s i ¢ a | meaning associated with
contracto for an a urdnuscnTteefereraan ark juxtaposedsot h  We
that similarities and differences can be perceived as meaning. Yet, since gestures are not
codfied signs, their connotations can be overridden or replaced with new values in the
new context.

However, the meaningvoked by omparison is still rather wedékthere are
di fferences, so what? Al so, what io6 the ro
music, text and theater can be trace8imfoniaandCoroto convey concrete semantic
meaning. Music and text in tmeovement ee both multilayered. Musicateferences
from diverse sources are juxtaposed, whereas textual fragments often appeas a3 laye
the movement. The two levels comment on each other in order to create an invisible

scenic level mediated by thernaa t o iiced Bherey ave two situationsthe instrumental

0SeeBerio,iDel gesto e di FSerii,3G3. Carit ™, 0 in Berio,
BUlrich Mosch, fdALuciano Ber i o06Ssquépanirtleigano Berfo: Musi c al
New Pespectivesedited by Angela Idde Benedicts (Florence: Leo S. Olschki, 2083j 6.

122



theaterof Sinfonia(the Scherzo)The first situation is concerned withetbompositional

process that happens through the narrator, playing the role of composer, who talks with

the musical eleents in pasrepertories to mingdnapamoeme nt cal l ed Al n ru
fliessender Bewegung. 0O The seesthambhrrasor t uati o
directly communicating and sharing the theatrical time with the audience in a show. The

three levelsas | show below in Figure 3.form their own polyphonies while they relate

to one another through commentary so that they form a complex

Scene (or theater)
(multiple layers)

,________..
o

Music Text
(multiple layers) (multiple layers)
commentary
Figure 3.1: Representation ofthenm si cal , textual and scenic | ev

Despiteits lack ofsemantt reference, music is considered to have strong
expressivity, while language works the other way around. The introduction of a scenic
level draws images and events from the real world, creating a platform or a stage to

which themusicaland textualelemens canrefer. The two media meet on the invisible
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stage of the Ai maginary theatero which 1is

iall the worldos a s'tageo (Theatrum mundi)
To refine the ex pRerioitunedtogdameJoycédwharhg phony, 0

described as a precursor, whose wor was ch

There are two aspects i n JoySmerdaOndidtheer ar y

network of words that connect their inhetréinguistic feature at mutiple levels. Figure

32 shows the diagram constructed by Eco, wl

For instance, Adreamo at the center of the

associati ng piofthetonjue,lwhelpi® abcaredatedt o ln e 6 s

subconscious. By dividing a specific word into different levels in terms of meaning and

sound, the reader can choose multiple paths to connect the words, rendering the reading

experience a nelinear process

12 As Berio explains, his music theater is not concerned with dramatic contrasts but complementarity
among music, language and stage. See Biatierviste, 408.

B Berio,Interviste 1 5 0 . FinhemggrscWWaketo Berio, encompasses such a gomplexity of
relations that readers have new interpretations each time they read, discovering not only allusive
connections, but also a concrete realityt ke@ps changingS e e r finRg 0 iSaritt,R& r i o,
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Figure 3.2: Umberto Ecoés diagram of the network of words in Ulysseg1966) Reproduced
from Eco, The Aesthetics of ChaosmpgLl

Another lesson drawn from Joyce consists in the connection of diverse elements by
coining new wordsising a ollage of old oms For instance, the syratic wad
AScher zarriarccgaos WMaksmwsaa f f i ni ty bet ween AShehe
Acharade, 0 and fischerzo, 06 which all ows the
tale, a puzzle, or a joke frothe surfae form.** Similarly, the musical referencesd the

pastiches irSinfoniaand Coroform aworldo f A mu s i & arwhanfyancis 8gyer

¥ Umberto EcoThe Aesthetics of Chaosmd$ie Middle Ages of James Joy@ailsa, Okla.: University of
Tulsa,1982),65 71.

15BeriodescribedSinfoiaas fi mu s i.coa | Seney tthh e [Sinfon@(Pragrammotiztfue die o f
funfsatzige-assung)Text manusdpt, Luciano Berio collectionPaul Sacher Foundation
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cal |l s fsé tr wabbyjeinmgand grafting musical and textual fragments to

create infinite numhreof paths The connectiomamong the musical referees hene

direct multiple levesd of lisening expdence to the audience. The implication of Joycean

Apol yphonyo results in the independent pat

and the nodinearliterary experience.Bi o al so admlgpheaydhe ot ennohi @

the indpendencdetweensood and t hought; it refers to fAt

voices and thoughts that have their own id
Voices have their own identity since Beritridbutesto metatheateheagency to

treat musicaklemens (as well as textual@&ientsm Coro) as daracters who have free

will to act!® As Sanguineti notes, all kinds of sounds for Berio contain vocal quality and

corporeality. Such meanings, inherémthe saind itself, arebased on this lexicon of

gesture!® And this assumption ebtes he composer teee his works as a stage in which

gestures can talk, perform actions, and demonstrate certain beR&@orsetimes

BFrancis Bayer | abell edgiBgone$so ciwhraytpipodalsof sis miisar uc
musia@l network here. | focus more on theduistic conceptionéhind this structural networsee Francis
Bayer, fATh mes et citati o®isfonddhen sL U @i a&ménalise r ime, danoivre n

musicale vol. 10(1988):6 9 .7 3

17 Berio, Interviste 432.

B¥Beri ods ex p Hheatendnd epic theatincludes tdeas proposed byylrights such as

Brecht , Lionel Abel, and to certain degree Pirandel
musi cakriéi,4@5iFor | nst anlkeliéas eDMelsandesny 6Bser i o0 6s @pi ni on ac
new type of dramatic unityush that the motifs have a life independent from the character them&ees.
Beriobs unpublished ess ay usdrif dusiano BeriowaollsctiooPaul Saehart e r
FoundationAlso, Berio considereBebus y 6 s t r an s f o romafmusical elements astrep et i t
charact er s i The Nkaa Without Quaditinsvhidh éhe characters gradually assembled into the
crowd. See Beo, Interviste 125.

PEdoar do S a mgssaiimseehaidella faidld982),in Ideologia e linguagio, edited by

Erminio Risso (Milan: Feltrinelli2001), 172 177, especially at 175

20 Claudia di Luzidfocuses more othe properties oB e r i o0ab gestwes: aith the imaginary
corporeality, t heyamaticianafu.dmrfdctothchsarvation extends beybnddoice

0o t
[

to all instrumental soun&eeCl audi a di Luzi o, AlLRcGanoBerib:dluoeet i ng Hi st or
Prospettive(Florence: Leo S. Ol sSd&kial 2@ 1R2Y)zi @,6stdn&@@®gui net i
gest ®getichei n, vol. 3 (2006): 529 48.
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textual commentary is employed figrgpost tteinteractionsmon g t hese fAchar ac
in Sinbnia.?!

The devices angrinciples discussedbove (i.e. structuralist methods, gesture,
polyphony and musicalementsasc har act er s) are the buil di ng¢
signification system thaiverromesthe factthatmusic lacks semantic meanirmgd an
established organizingipciple (orthesecal | ed fAgrammar 0). The sys
a complex to repl ace Sntpmiadthe@cherzo)andorsusiagk e mp | i

Western music histy and fdk music as thé tsucturesn et wor k. 0

3.2 Symbolization Process in the Third Movement of Sinfonia

As previously mentioned, commentatorsSaifoniahave often focused on the
overlapping melodic, harmonic and rhythmic structure of the quotatitvere ae two
issueghat needto be addressed concergithesemiotic process in thmovement. First,
theunf ol di ng o fnetthwveo riksstor u catkierses i me. The di s
among the quotations is also a Amear process. Osmorféimith and_osa d aardalyses
demonstrae the mechanism througbhich these quotations are jagosed at a specific

momentor within a few measureblow quotations are laid out in a network (i.e. the

2’Commentary was also a common device i n afigionr ati ve t
work in neoavanguatia during the 1960s. See more explanation in Chaptéebrge Flynn aptiyotes
that the quotationando | | age i n Ber i od Sinfeniwéreclosely relatadtotienc |l udi ng

realization of the musical commentaryhieh depended on usical congierations of continuity and

contrastHowever, his discussion does not ggybnd using music as a meangdmment on music. There

is no discussion of the commentary by the narrator and how the commentary is related ttricalthe

elements bthe movemat. SeeGe or ge W. FI ynn, #@ALi sTheMusicalfQuaredy, Ber i 06 s
vol. 59,issue 31978)38 8 42 1.
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Adi achr oniisstill uackegr $eocoad; dome connectioma@ngthe quotations
are estalished along criteria ber than melody, harmony and ythm. For instance,
fwatero is an implicit dameythddeowringstcens har ed W
from Wozzecland the rainfall of the Bororo myth in the first movemélso, some
gestues conerning performance modesjch & strings harmonics, steato and tremolo,
are obviously derived from specific musical references. Traditional music analysis is not
enough to explain how these gestures are interrelated.

| suggesdecomposng the qutationsin the movement into irdnent features of the
gesturesincluding intervalsornamentation, pitch organization, performative modes, and
even extramusical associations on top of the analysis of harmony, melody and rhythm.
By egablishinga list ofthese gatures similar to the @ticein phonology, we can
identify how the quotabns are related to one another, and more importantly, how new
elements are created by recombining these features.

When a quotation is first introduce@dthe mozement, thee arealways common
features tht areshared with other quoians. At the beginmig, gestures taken from
Mahl er s Fourt h SyLmmdraversyperimpodged. Dle lopers fths 6 s
(F -Bin flute as in Example 3.1a and & iiofin Bvasin Example 3.1} with a tone
apart, conné thetwo quotations in measeit. While the commmality justifies the
superimposition of the two quotations, the differences are equally significant. The
prominent sonority from the acciaccaturas adietieoen f i ft hs i n Mahl er ¢
and the figire with string harmonics plageby violin A signalhow both quotations differ
from each other. After being endowed with identity by their differences, tfesteres

gain their autonomy and become indegent in rehearsal A. The acciaccaturas are soon
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attached b a new figure, as shown 3.1a. The tremal, prominent in the Debussy
guotation, also gains its autonomy. It is first repeated in cello showflkintBen it is
combined with other musical ugitnlatersections, notably with the quotation from
Ra v eDaphs et Chlodflutes) and another quotan fromLa mer(violins B and C) in
rehearsal D. On the other hand, a chordal figure with harmonicddigyéolin A
would reappear as a standalomstge laging for 15 measures (see Examplé3forthe

chardal figure in violin A,which will reappeafrom measure 11 till the end).

P N —
I T 5 -
s o A Ae e
b b b
e e N

aThe quotation of Mahl er Sy mpifcoatumns cohtbingitdd ( mm
anot her f lQyclarngs2@mdR) 8

Violin A (OB
e)
div |
— —_——
Violin B i va E' | J
e) q - F -
'"!f ——
pizz. arco
[T ¥
Violoncello ﬁ s N—7F va S d— va e
L% ] ny _J h
N b
p p

b:Debussygyuot ati &n ( mm 4

Example 3.1: Sinfonia, 39 mvt, quotations of Mahler Symphony No. 4and Debussys La mer.
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If the open fifths are the common features shared by the Mahler and thespeb
guotdions, the acciaccaturas, tremolos, harmomckaher features that show their
difference are theidistinctivefeaturesas in phonolgical analyss. After the comparison,
the quotations are endowed witlentity so that the two sounds are agaizd as
individual entities. When these features raadater sections to form new gestureshwit
other elements, thesources are immediatelgmemberedue to their uniqueness. Thus
the musical material can be detached from its original sourceesdniean ndependent
gesturd a A musi cal ownithahe gision & meétdheatero n g

Example R shows the transitio the quotation o heRite of Sprihgon top of the
Mahler one. The acciaccatura played by the flute is now an independent desttme t
been detached from its original context (see Epé3.1a). The chromatic triplets played
by the strings are takendm the Mahler refereeqMahler Synphony No. 2, Third mov.,
mm 347): as shown in the example, it is superimposed with the rhyplattén from
The Rite of SpringThe triplets and chromatfigures are combined with the rhythmic
pattern and ostinato thedfers toThe Rite Although the Wwole quotation oThe Rite
does not appear yet, the stark rhythmic and melodic contrasts behesefigures
render these musical units recognizabldebdthe features of chained triplets, thir
second notes in a gip of four, chromaticis and repeang notes would recur as
independent musical gestures and be combined freely with other masicadd inlater

sections. They gradually gain indepenckefiom their original sources.
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Example 3.2: Sinfonia, 3 mvt, rehearsalHmm 13 16

The juxtaposition of musical references is hence not merely a plag, but
demnstucti ve process t o ffeiagtuurree soouts ot hteh afitd itshtei:
freed from their sources. Withis metamusial analysis, the uguenes®f the musical
materials makes them identifiable, whereas the common features acrnostetieds
connect them through association. Metonymyagsociation, is paramount in the first
half of the movement in whidie narratois mindmapping the compositiofre-
existing materials are recalled one by one by means of metonymy, in a mechanism
similar o the stream of consciousness. Thesegmisting musical references are
recollected due to similar rhythmic or méio segments;ommon pitch collections, the
useof chromaticismandsoom.hi s echoes Losadads observati
articipatedor introduced by similar melodic or rhythmicgfite of another quotation or
the Mahler cantus firmug.
For instance, as Exampl33 shows, an ordinary melodigure hardly
recognizable on its own, first appears in bassoonsamiddbassoonsTakenfrom
R a v d.& v@alse this figure is repeated senal times by the bassoons until the same
figure in the Mahler cantugrmus is realled: the presentation of thefeeences
resembles the thought process to remember certain experiences by nasosation.
After this transition, the Ravel quotationlMbecome more elaborated in the next

episode.

22 For instance, according to Losadae r i o 6 s of chmosatic Scdles anticipates the upcoming Brahms

component by juxtapasg modifyingt he c¢chr omati c | ayer s Anotheoegrampleisi n me a
the heerophonic treatment of the MahiScherza n measures 168 9 in which the
rhythmic momentum is associated with the quotation fidra Rite of Springtarting fran the next

measure. See Losada, fAThe Pge¢e&®sS1@f 2Modul ati on in
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Mabhler citdion (first bassoon)

5 :
e
Bassoons e S e s R S =~ —r 7
q; - H.. - H- - ‘;,
S ol PR i fo e fo—v
Melodic figure in the Ravel citation Mahler citation (violin)
ViolinT [y B = | = .t = LN\ .‘Eq
o S
p -
i e 2y o
Bsn. F Y -—f T - J-| - Il;u' = =
i i s = B - E
b F:p#ﬁﬁ Common figure shard by the Ravel H
T and the Mahér dtations H

(solid line:R a v eitatios; dotted line:Mh | er 6s ci tati on)

Example 3.3: Sinfonia, 3 mvt, rehearsalC, mm 20, to rehearsal Q mm 4.

The features thandow a quotation with identity are not limited to melodic or
rhythmic figures; they can consist any other musal and extramusical information
associated with the quotation as long as tham&bioncan differentiate two gesturesn |
rehearsal C, thiglée fixet a k e n  f r oSympBanie flantastigug& superimposed
with the Hindemith countergnt on top of te Mahler cantus firmus. The comparison is
multi-faceted. The arpeggiated counterpon the Hindemith reference stands iraek
contrastwitt he more | yrical , sitéefxeainde Muaelll cedy si n

fragment. Besides the coast betweenpragm musi ¢ and absol ute mus
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an academi c exer donisaswnptabletThegdimbrenosfluteruhme nt at
Afl-nes 0 woul d become an autonomous feature
combines with the Mabl fragmentintas t r i ngs ( measur elplt 2 4: se
also connects with several Ravel and Stravinsky citations in later partspraesponds

to a stage direction fro@aphnisand Chloé n t he ori gi nal source:
figure, par salanse, les accense | a F | %tnee sos of hies fAsfilnugtleed out

features through multiple comparisons.

, - H S
Flute 1 = s T F t
el W 0000 T
- - - rs rs .
p e e Ve f L £ B £ f £ ke ¢
Flute 2&3 |y g— = ' : : : : — :
L5 T— — 1
i f l-nue sedviahler s T .
o m— e e . .ﬁ.:&ru.‘s
‘ ﬁ ; ke : - = 5 = - e = - == =
Piano 5 G 5 i ¥ 3 s
o) e ® = = b’l?? _JJ T —
Ke}‘board; 3 i = o —— S I S——— -7 | i o — I —& ]
e = = - = j -
1 -
1
M= . e . ; - . :
Violin A | B—2 5 : e e
o —_— ==
/)
viotin8 |58 ;i a0 ;
. —— .
(Solid I i ne i n Fidée fixedotted lindd Eindenitlo citaiien; boldnle: Mahler

citation; dashed line: Mahleitation combined with théimbre of flute)

Example 3.4: Sinfonia, 3 mvt, rehearsal Gmm 2 4

Indeed, the extranusical information along with the textual commentary create the
scenic dimension, or the fAstage, s of thi s

mentione i n the text such dsifdcdampetoiatlieo ™ amrc et
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Adi al ogues in the dunes, 0 atheatdr. Thewoenids f al | i
dimension becomes the platform for the interaction between music and text: it allows
visualizing nusic and signposting the behaviors of the musibatacters. The bouay
bet ween music, text and stage is also blur
DaphnisandChloé s descri bed as red and displays a
(rehearsal D)Chromaticism connects the visual and musicaledisions as the music
brings back the chromatic passages ftaamer Extramusical meaning and textual
elements sometimes link references as well. Apart from the imagery of water that
connects thguotationsof La merandWozzeckthe red color associatedth Daphnis
andChlod s al so connected to the fromFliefr ences of
Orchestersticka n d P o (CessedlColdrss

Rather than labelling the movement as a play ofgellith diverse musical styles,
we can also see the moverhas a signifyingchai( or fendlrebemarsal@hai n, 0
connected by the inherent properties of the individual musical matérialaggest
listing the distinctive features of the citationsngar to phonological analysis. The
citations can be desceld usingaseriesaki f eat ures, -wi shghbhe A+0

indicating their presence or absence. The features to be listed include the melodic,

harmonic, tonal, rhythmic representation as \wetirnaments, performative modes

2The signifyingc hai n, or MAsymbolic c¢hai nodggestedby Jacgees loacag mi ¢ ¢ h
in the 1950s. Lacan discusses the series of ggsifonnead by their similarities. The term is often

associatedvith the discourserodesire in psychoanalysis. Takusion to the Lacanian notions of

signifying chainanddesr i s mor e obvious i n L&wnstaidasdUrait er wor ks
ascolta | will discussthe signifying chainin relation tothe psychoanalytical@pr oach i n Beri o6s n
theatersn the next chapters.
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(tremolo, harmonics, glisedo and Sprechstimmestylistic devices (pointillistic writing)
and extramusical information (composer, the text of the original sources).

For instance, the features of the Mahler and Debusstatipns in Example.2 can
be listed as below apart frofmetir pitch and rhythngiorganization. The series of features

can go on until they are adequate to differentiate the two entities.

Citation from Symphonyo.4: [+open fifths] [+staccato] [+acciaattra] [-
har moni cs] é

Citation fromLa mer [+open fifths] [+#remolo] [+harmonics[+water] f[st acc at o] €

In fact, when sketching out the parallel between music and language, Pierre
Schaeffer compared phonemes and their distinctive features with musiczd el
pitch, intensity, timbre and duratidhAdding tothese, | include alsperformative modes
and extramusical information. A long list is constructed for each quotation to indicate
the presence or absence of specific features. Here are someesairti distinctive

features. Again, the lists are not axistive.

Symphoniedntastique [+flute] [+dance] [+stepwise motion]

La valse [+chromaticism]

24 Pierre Schaeffer compared music damguage according to different levels of complexity: utterances are
paralkl to musichpieces, sentences to musical phrases, words to rhythmic or melodialisitehords or
motifs, phonemegistinctive features) to values (pitch, intensity, timbredndr at i on) . Schaef fer
comparison reflects the tendency to decompose mlugiits inb abstract features. His treatise was
published two years before the premrief Sinfonia Pierre Schaeffeffraité des objets musicaux: essai
interdisciplines(Paris: &uil, 1966), 362.
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Daphnis et Chlog[+dance] [+flute] [+color]
The Rite of Spring+ostinato] [+triplets] [+dance]
Agon: [+triplets] [+alternation between whole tone and haiie]

Kammermusik[+counterpoint]

As the movement progresses, the recurring fragments from various references and
the Mahler text become shorter and more simplified. Ospr®mith aptlyobserveshat
Mahl erds third movementeshefereamerdingae d i nt o sk
autonomou€®The reduction is not | imited to Mahl
progresses, the musical figures from various sources become more detached from thei
sourcesThe reduction is expressed in several ways. It can be laartafrom the
guotdion, such as the melodic fragments from the Mahler cantus firmus shown in
Example 3a?® Distinctive gestures can also be symbolic to retain the identity of the
references,sashown in Example.Bb. The rhythmic figures taken froAgon and the
whole tonemotif taken fromLa merare distinctive for their internal features.

S a2

a Recurring melodic fragments taken from the Mahler cantus firmus

25 OsmondSmith, Playing on Words46.

26 This reducing méiod is similr to synecdoche in rhetoric, which is a figure of speech that usesa part

an entity to representthewd e, such as the classic &xafmpitelse oKi @),
or using the fiwhite Houseo instead of the US govern
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b: Gestues that are more recognizable and recur more .qtteft and midde: figures fromAgon Right: a
whole tone motif fromLa mej)

Example 3.5: Sinfonia, 39 mvt, distinctive gesturesin later sections

The gestures continue to develop in variations and are combined withtthetiaes
feaures of other materials. Whatnsore, musical elements are further simplified and
abstracted through the musical process. For instance, asaped melodic sequence
appearing in the Mahler and Hindemith quotations is simplified and combitiethe
rhythmic pattern fromAgon(the seondfigure of Example Bb, in retrograde form), as
shown in Example .Ba. Example Bb shows the abstraction of chained minor third
which is ubiquitous in the movement. Chained thirds are elements shared\bghies
canusfirmus and the Schoenberg ¢citmo f A Per i peti eo (.dof ascent
the Schoenbergds piece). Chained thhirds so
reappears in variations. Similarly, the chained seconds so promineatifozeck
citation are abstracted and comhdneith the gestures of glissando and tremolo as shown
in Example 3c. Another example is the abstraction of the citatioAgufnthat
underlines the alternation between whole tone and semitone as illustr&teaimple
3.6d. Such abstraction shares sormailar i t i es wi t h Sc bfgsoarfdf er 6s ot
objection in relation t@abstractionWhen listening to the sound object, one experiences a

process of abstractiince me goestir ough t he process of Astri
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up of relationships beten objects ased on their concrete qualitiésTheprocesses

summarize experience and allow us to identify an entity in a structure.

Original:

Abstract form:

(combined with the rhythmic pattern Agon

a: Waveshaped melodicegjuencdLeft: reheasal A mm 7 violin A, cited from Mahler Symphony
No. 2; Rightrrehearsal Amm 2 1, viollnZsolo, cited from HindemittKkammermusikSimplified
figure:rehearsal Hmnm 7, 0l08)

Original:

Abstract forms *

b: Chained hirds (Top: rehearsal Ymm 3 |, Borns; Bottom leftrehearsal Ymm 1, keydoard;
Bottom Right:rehearsal Jnm 2, oboes)

27 According b Schaeffey musical objects are abstracted in the listening processtahéhaqualities are

identified A meani ngful system is hence established. Scha
abstraction: a fA mideanstomitowraan elemed & guality or B ielhtionshipofsa

representation of a notippaying particular attentontband i gnoring the rest. o Her .
concrete qualities through | isteni effgr,Teediseondhe s ome si

Musical Objectstranslated by Christine North and John Dackk@ad: University of Californidress,
2017), 250
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5
[é [:bbfﬂrbbf:ﬁi ‘ﬂﬁj hfbbf:ﬁf = |

Original: ¢
y T éfb =
i”4 I \/: :I [ y]
Q’I

o) :i': i

Abstract forms

c¢: Chained seconds (Toehearsal Snm 5 violin A; Bottom left:rehearsal Yymm 6, 11
violin C; Bottom right:rehearal S, mm 14, trumpets)

(examples continue over)

Sty ied
i 3 3

Original:

Abstract forms.

d: Alternation between tone and semitone (Tightearsal, Jnm 1 1] flutes} cited fromAgon
mm 108 1009; relearsatlmm 8 teubhpet;Bottom right:rehearsal L, mm 14 flutes)

Example 3.6: Sinfonia, 3mvt, musi cal gest ur es oOstradtdovms.] opment i r

The abstractin takes place evenare frequently toward the end of the
movement. The simplifiedegtures become ke&dentifiable with tleir sources: instead,
they appear as memusical symbols, especially when they recur more often. These
symbols form abstract patter so thatthegestis 6 associ ati on with th
is even weaker in theew contexts. Fanstance, all the figres presenting the pitch set

Bz-A-G -F in Example 37 come from quotations: the seconds played by the flutes and

violins are the abstraction of the af@d seconds ilVozzeckthe tripletsin the piccolo
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part revehthe identity ofthe Agoncitation; the hythmic pattern (a group obtir thirty-

second notes) is reminiscent of the on&lhie Rite of Springitation. However, the

memory of their original context is weakened after multiple recombinations of the
musicalf e at ur emusicalf y end ® | 8 @neatral,groviding a blanklate

ready to be assigned new values in new contexts. The focus now is the musical elements
themselves, such as the rhythmic and melodic pattern, the use of pitches and the timbre,

rather than the ideiftcation of the sources

. I S S} b o o o o ppap
Flutes Z — —— |

e 5
3 3 3 3
/- e = = == ==
Piccolo | @58 e g o e o gegive g d g 6 4 6 4
e)

A,

Violin C |HeR

'

N Y
o
-
Q 4 o8- e - ~
P et M) - - by
~2 | !

Violin C

Example 3.7: Sinfonia, 39 mvt, rehearsalUmm 1 3

The abstraction or simplification shares similar ideas with the abstract
presentations in paintings by Wassily Kandinskg Baul Klee in whih concrete images
are ddracted nto symbé s . I ndeed, Ber iapproacbohmalatng s on Kl

formal gesticulations and the reduction of experience to signal:
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Evidently [Klee, Webern and Stravinsky] are succubus to fetishefoandl gesticulatins which
tend to reducexperienceto a signal and lead to grasping historyaflat sequence of manners and
ways, without however being able to grasp the polyphony of the continuous process of formation of

moderni®ty [ é].

Wecannowe f er t os B8er pbbde n detliesoiirgirg togebehad n y o
voices and thoughts thathaveh ei r own i dentity. Perhaps th
is the lack of multiple sources to direct a dimear perceptual experience with multiple
paths, similar to theloycean wordplay, in theorks ofthese arsts. But is symbolization
ofexperimces taken from the music history Ber.i

use of gestures:

We can reach the point where we use gesture for what it mayuellg become, tis resisting the

fi n at tendeny of langlages to codify, to crystallize ingymbols, to transform itself into a

fcatal ogue of gestures, o fragments of a stild]l [ i
been used histarally, together wth stories already toldnd of which everyoe could always know

theendinrelaton t o the fAbest®of all possible worlds. o

What does it mean? We can find the answer in the intriguing ending of the
movement. After a long process of trasrsihing preexisting gestures, Berio retusio

theMahler movenent and cites most of the partsfro Ma h|l er 6 s endi ng as

2Beri o wrote an article about Paul Kleebs structur a
K1 e e Scitti, 338 333.
®Berio, fDel gest Bcritd, d3i0 p3iGatz z&iltcAiiotn”™ ,ad i n
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(showninExample8) . This ending exemplifies the g:¢
may eventual |l y be ctveprocess oldiowhae nibvement Haeh nar r a
fedure inthis endirg can be traced from the pegisting quotations that demonstrate

their distinctive featuresn Example 3, the rhythmic patterns in guiro recall those in

the Mahler movement ar&gon the opa fifths can be fand fromLa mer, the A-G-F

figure can be found iAgon the arpeggiated figure in viola and the use of pedal point on

top notes ar e r e nkammesnuslnnt d oBr aHh msdée ny & shsbasc a ¢
P o u s sGrassedcslorso some exdnt). However, theonnotation of thessources is

weak now as they are simplified to ordinary musical figures in a new context.
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senza rall. - - - - - m

]

Open fifth La me)

senza rall.

145

rhythmic patern (Maher Symphony No. 2)

'
. %/—% rhythmic pattern Agon
i o
y

e
1 Gulro T Y o = =1 v >
1L Triaeg. ‘: f T T "
w
rhythmic patterni(a mej) il I 3 hask e 2.
T1 ! is

Arpeggiated figureKammermusik

attocea IV Immediataments suils
risomansa

Example 3.8: Sinfonia, 39 mvt, ending.

Using Mahl er 6s mo wmesBerioshows 8 oneohtlee passibbet us f i

ways that how the \&stern music history has developed. All transformations and

developments are only one of the possible pathise evolutonThe A pol yphonyo
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resulting from the combinations of musical featuredddainfinite possibilities during

fi t toetinuousprocessf f or mati of® of modernity. o

3.3 The Humanistic Side of a Mechanical System

The third movement dbinfoniais not merely a play of musical quotations, but a
gradual process through which sigecettion isreveal@l. Yetit seems that &io is not
satisfed with a strict and mechanical signification process induced by a collage; he
allows other possibilities in the movement. The random behaviors of the musical
Acharacter so a dcdompositimal proessAs musisahieatures, thebee
Acharacterso interact with each other, cre
39, the Mahler fragment (Mahler Symphony N
trangoses itself pa minor thirdnordertoformam ot h mel odi ¢ phr ase
guotation Symphonie fantastique t he second movement, mm. 13

guotations combine to form a hybrid phrase in the lower part of violin C and viola. The

hybrid then recalls similar figurein Mahler Symphonyo. 9 through association.

30 Such way of revealingll possibilities and infinite possible worlds can also be found in literary works in

Beriods ti me. For insranshkeoranmden Lafi sFBrokigreg 6RBRatshs
possible outcomes that leadthe murder described in the beging of the narrative proce€Berio
explicitly mentioned the peculiar narratgicale of Borg

knowled ge. See Ber i dkememlbedng theaRutur®. deanJadques N#ez also describes
B e r i gésson df diwerse musical manifestations from different places on the planet, like the books in
Borgesbés fAThe Li htiondacyrsidering aBagvioek bs. advorld that endothpasses all
existing materials of ur time, the inclusion of reahd fictional or possible worlds, as well as a world that
involves time and space share si mptiol SeedatrJacgues i n Bor ge
Nattiez, ALuci ano Beri o: L as intuadticianai Badie Nuovao n d o , il mo
prospettive 35 47, especially at 38
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X
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Transpoed Mahér cantusirmus Mahler Synphory No. 9
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el
!! ) -'P'b'F 12
Violin C |y & = —7 i — = =
e) u Y
‘} el - b-o-
Viola |Hexg = ——— " B2 = - B AN -
\‘;}Vl! F-EI' r
Berlioz + Mahler cantus firmus
(solid line: Berliozds citation; dotted Il ine: Mahl er 6s

Symphony No. 9; dashed line: combination loé tcitdions of Belioz Mahler Symphony No. 2)

Example 3.9: Sinfonia, 3 mvt, rehearsal F mm 3-8.

The interaction is not always a felicitous onerdhearsal L, the Mahler cantus
firmus interacts with figures from Trip Pasde-Quatre ofAgon As Example 310
shows, the Stravinsky fragmisrare superimposed with those of the Mahler quotations.
TheAgmicharacter o disappears shortly and the

Mahl er cantus f i r mas pAganis egecradafer.the ihtbraction.c har ac
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(solid line: Mahler citation; dotted line: Stravinskiation)

Example 3.10: Sinfonia, 39 mvt, rehearsal Lmm 1 0.
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The musi cal char act eroshythdtexbaawel.&éars ar e co
instance, i n Rehear s alThelRjte oSSprngppearawshiay 6 s q u o
emphasis on the ostinato between C anchEimpani and the parallel fourtls the
stringsAf t er the text narrates fAthe earth woul
Eart hAgenint har act er 0 appears insbementfholyl éaw
i sndt eart ho t aKkTeenwisidnofoanetahBatecibleedthas & widet e x t
scope than the observation made by Hielccording to whom only the singers in the
movement are considered characters in the Wdrkfact, dl the elemets in the
movement, including the musical elements, musicians, the conductor anghse part
ofthisselfr ef | exi ve fAshow. 0O

The freedom within this conceptual model allows an open schema for the work by
providing more combinations. Such practicdrefct s t hat Beri obds ambi
to illustrate a signification process e¥ding how musiccan make meaning, but to go
even further to show the productivity of music as sign. It is similar to the openness of
language discussed in the raentury.The di ctum At he infinite u:
referring to how a finite number ahyuistic itemscan generate an infinite number of
sentences, received great attention in linguistics around the 1960s, especially concerning

whether this openness is a pedy of languagé? Berio knew about this hypothesis,

3"Mi chael Hicks, AText, Music, and MeaSmiomagd i n The Th
2 0 24.

#2Theica of Athe infinite use of f i niHungboldniethel® o was fi
century. @omsky further elaborates this idea in 1967 in relation to generative grammar to investigate the

property of language. See Choms&artesian Linguiscs: A Chapter in the History of Rationalist Thought
(Cambridge: Cambridgeniversity Press, 2D9 ) , ©p@nn&s3§ hecanmme of the features for

universals of language as the linguist Charles HodbstervesOpenness means that wandransmit

messagethat have never been transmitted before. It is based on the assunigicnre tquite similaio
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which he discussed in his aft fiMeditationon a TwelveT o n e  Hilikesvige, the

musical materials in the third movement are generated according to a few principles:

identifying the efdi; staibsd¢ riace i oma of t he mus

musical features to react angthemselvess if they were characters; commentary

among the musical, textual and scenic levels. For Berio, one of the crucial distinctions

between music and languagehiat a few rules can produce an infinite quantity of

meaning in language but notnmugc. The tlrd movement shows us a system that

progresses from a system that relies on re

starts with musical quotationsofn history and ends with a sgjénerating process by

combining the musical featugeTheoreticaly, infinite numbers of materials can be

generated in this structure based on the f

productivity of music seems to fre the possibility that music has similar properties as

language. This reminds ugBeri o 6 sositg ai row the ability to learn a language

could be a point to explore the fAuniversal
|l f we say musi c | atog&reate aninfinitednurhberefd A gr a mma

sentences as language does, the notion ofthetger, which involves openness and

aleatoricism, is an important means to compensate for the productive nature of

whatSinfoniai s showing: new messages fiare freely coined b
ol d ones, 0 anel eimehé¢ dyassigned nievf semadatit loads by circumstances and
context. o0 dogephTIiGCeUniRaenshld Ine h anfg Uravgreals of Languagedited
by Joseph Greenberg, second editionon@bhmbri dge, MA :

3Beriod scusses Ainfinite use of fi ngetHememwrsnso in rela
Chomk y preposl of deep level of language overcomeb e i nvestigation of fAlingu
hinders the creativity of languaggr(finite use ofimitedmean® [ uso i nfinito di mezzi

explicitly wrote). See Beo , fi Me di t anzavaloae down ddil o dodecafonico, 6 39
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Agrammar . 0 Al so, ttheaer allows someaktmentof chance m this me t a
mechanical structure, as if other factors or human idesie/ere invdved. The free
choices reveal the fAfield of possibilities
single path that has led to where we %#re.

Themovement s i ndeed similar to &thédmgusicabr at or 0
references arinroduced and churned in this huge machine, recombining the initial
musical elements and features into new materials. The materials proliferate and the
structure becomess selfgenerating opeended complex, gradually weakeniihg role
of the composerlug as the narrator asks the audience to have hope, especially the hope
of resurrection (connecting to the title o
the optimstic suggestion allows this historical machine to keemeging possibilities,
leaving the movement opeanded. If the movement is a metaphor for Western music
hi story, references from Doo{dl%2andcent wor ks
Stockheupe @855 57), appear at fdnetbeemd, |1 m

written in itsentirety.

34See Umbrto Eco,The OpenWorkld  The #dAfield of possibilitieso is
serialism,aswellas | ect roni ¢ music, whi ch p-motejediottabthean fiembr yc
developmerd of a piee. The limitation of this organic evdlan is now replaced by totality in which

meaning is evoked when possibilities are probed in a contingeneylS8eBerioTwo Interviews67i 8.

Such a Afi el d ofbygensess, ds Edoand Paussdauldical d, dfooms d

Aphil osaplbinodal si mil ar to Beriobs understanding of 7
contemporary science.

35 Berio described the third moventen as a figener at oaidt ® iCemme vemedd o etsd
put *t, comme un gr&ug®etpeoliferemtrun grahd nbndbre mwd ré&@erenaesimusicales, de

Bach ° Sch°nberg, detedineBayerh7&.ven ~ Strausseéo ci
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3.4 Meta-Music and Artificial Intelligence

The third movement ddinfoniae x pl ores the Atotality of
continuity of music history® Such approeh provides a descriptive analysis of past
musical experiensein awork as totaft JrJanJ acques Natti ez notes t|
totality is closely related to Athe music
with his strong desire to conndwterogenous elements to a uriftfhe consideration of
totdity and the entire hisry is significant when we consider the diverse musical
exper i enc &iafoniaand®eod theoWestern musical history in the former
and the various styles of folkusic of the latter. The inclusiveness of the entire musical
Awor |l do alhaReriordes€ribed itore wWibet ween an Afri can
and myself [é] you may f3F Thetotalityef foomiso| e hi st
closely rel apedalt ooBefiMo&8s cpMTheoryot|[ Teori
is an instrument usdd analyze music historically from a distance and from a certain
perspective, in such a way that musical pieces belong to a complex in evidtien.
exploration oftotaly of musi c permitted Bertamudiocd or m

by integratingdifferent musical experiences:

% Thetotalityoff or m coul d al so hEi tympar kit rethedl®0Bshe Gt dit scuss
literary critics René Wiek and Austin Warren. Their proposal of perspectivism saw all kinds of genres as

a whol e and tthereesconegoeiry; ana litetadii@mparable in all ages, developing,

changing, full of possibilites. They r ead | it evhdetandrexamiaed thainterrélaticne gr at e d
among genres over the course of the history, in their evolutionaryma®ené Wellek and Austin Warren,

Theory of LiteraturdNew York: HarcourtBrace, and Company, 1949), 35.

S’JearJ acgues Nattiezlafimusi aaodBErmondoid7.il mondo del
38 David OsmoneSmith edLuciano Berio: Two InterviewfNew York: Marion Boyars, 1985), 136

®Berio,iMedi t azi onedendahocdwuodét aScdtth 37tb.o (1965), i
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The answer for me is rather simple, and | intend to follow it constantly: to try to develop a music that
could be the music of musigsas ifin the field of communication one were to search for guage
of languages, a migswhich could integrate, develop, use, represent many different musics, all of

which could be identified in their own right, since there exist different levels of expesténc

Beri obs way ofmuseivced oimspractice tifitemded|@ydelop
and combine a wide range of musical materials, but also a mechanism that connects
Amusics, 0 supported by a hybrid of contemp
Athough Beri obs signifi cméetamogictoshowthe m i s a
continuity of music history, the components and the work process in this system resemble
artificial intelligence. The system, as exemplifiedinfonig involves identificatio and
analysis of inputting materials, operation and ttoea and the acceptancéahance (or

human factors). All of these are similar to the concept of deep learning. Deep learning

2

includes representation | ear mmchimgtoltefedht i s
with raw data and to automatically diseo the representationsadedfor detection or

cl as s i fitaftentinvotves maltiple levels in which the raw input, collected from
nontlinear units, is transformed to a higher, slightly malostract level. The movement

of Sinfoniademonstrates #t a system, taught with s@ pinciples, can adapt to a large
number of unstructured new information and provide output as a result. The system

involves hierarchies to transform the raw input (thetgtions) into more abstract

40 Berio, Interviste,78.
““Yann LeCun, Yoshua Bengi o and Naterevolf 52l igsue658t on, @A De
(2015436 4 4.
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representations: decompaait of inputs into musicdkeatures (identification), re
arrangement of the musical features (analysis and reasoning) and creation of new
materials (production)nifact, the distribution of the humamd machinic agency was an
issue for the avantgarde cposers in the technologitainfused Cold War era, as
reflected in electronic music and aleatorymdéB.er i 0 6s fAimusi c gener at
as a continuation of compositional models from the 1950s
The artificial intelligence shown in the movement is rather rudimentary andtcann
be compared to natural language processing or advanced algorithm Hedegpg
methods of the twentfirst century. However, what has been achieved in the movement
to simulate a human brain processing musical materials and the vision of creatarg it w
sill ambitious and futuristic in the | ate
system did not stop iSinfonia His later choral piec€oro further exploreshe existence
of innate musical ability of humanity based on human cognitive uradhelisgy of
language, which also shows traces similar to artificial intelligen&@nfbniadeals with
the ficookedo side of music, usicteefolk t he | ear

elements irCoro(197475) show us the Ar amedultlses.de of mu

3.5 The Exploration of AUniversality of Experienceod in Coro

2See Jennifer lversonds di s c uppstwarelectronic misio.dedien and mac
Iverson,Electronic Inspirations: €chnologies of Cold War Musical Avagdrde (Oxford: OUP, 2019).

Iverson emphasizes the question of the réleuman n the postwar world. Her discussion also includes

Ber iThehad t he r ol e o fvoiGedntekeotrons musio.er i anods
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The organi zi ng signification syptdmevasarivestjatad futhérsn

Coro, a choal piece that encompasses pastiches of folk songs and different modes of
isetamwgot such as African HKaHtisaiscaspitndelow an d
will not reiterate the principkeof the signification system mentioned above. | will focus
onthe two modifications ifCoro that facilitate the productivity of musical and teadtu
elements. The first one is the application of recurfiom ruesof the same musical
techniques, so that infinite temials can be generated from the finite number of these
AruldbesThe second one is the use darfeaniag, vari et
so hat new musical and textual elements are always incorporated. The devices include
onomatopoeia, sonic pusemantic ambiguity, and nonsense syllables.

The symphonic wdrCorois a piece for forty voices and instruments, including
folk songsthat are pasthes of a particular style or transcription of some musical
models** Two diverse musical and textual siglalternate with each other; various folk
poetry is sung in fé& musical style while theetting of thaext by Pablo Neruda
correspond to a more contemporary muaistyle reminiscent of electronic music.

Existing studies o€orofocus on the adoption of folk musiespecially the
African hocket, and the political connotationtbé piece. David Osmor8mith provides
a summary of howdlk music and the hocket fro@entral Africa are incorporated in the

piece? James Davis uses a historical perspective to focus aotimection between

43SeeAuthord s rttpt//veww.lucianoberio.org/node/B4?101186635=1 (Accessed on Sept 5, 2019)
44 Berio, Intervistg 154.
45 David OsmondSmith,Berio, 82 8 4.
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Coroand the political turmoil in northernally during 1960s to 19838 Martin
ScherzingerrelatesBei 0 6s adoptitom ket tlme DA riuezan and
model for politics*’ Concerning compositional techniques, lvaStaianova discusses
various ampl i fi cat i gdifolkreerighaoditse NerudatBxe r i 06 s s
including the interetion between texts and mudicttings, the variety of phonetic
sonority as timbres of the text, and the variation of speed anddé® Stoianova
explains that the internal and external variagiohthe melodic fragments enhance the
development of matials and constitute the ttitg of the symphonic work. Again, how
the entire work functions as a signification system usingwtbemedia is still unknown.
In addition, although Scherzinger memisathat the African hocket has been adopted due
to its peuliarity of creating a melogyow and why this technique was explored by Berio
in relation to the fdunihwe risuanliivtey safl enumsa rcia
not been fully explained. Myistcussion below focuses on how hocket is a significant
means to keep generating new mxatls in Coro.

Beriobs utopian vision to search for a

allow music and musicians to speak universally is at the co@ood.*® Unsurprisingly,

%®“See more details of fAYears et Lbad8l obndJameshPa®tis
Berio, O0Coro0d, andthetOhe€r A vl Mudit andiLetterSybl.al@0i isswp4 o f

685 .32t he i nf |swklbeacden the fitalidh Wteraayrscene and the CalvBerio

collaboratoninTai Ger aci , fALi sabi lLdver®stodee 0 lleibhéddepnascaddes oci al d
Luciano Beriov ol ume 2, 467 478.

47 Scherzinger proposesatB e r i o 6 smodus epraedeod using individual elements with their own

identity to constitute thewhel r esonates with Deleuze and Guattarids
mu tiple voices (Amultipl e cr-@aond).SeethetrfalgsischiMamti dual of
Schezinger , A L u cCora: NexusBeaweendfiican Music and PoliticalM t i t uudi@np & i n

Berio: Nuove Prospettiveedited by Angela Ida de Bedictis (Florence: Casa Editrice Leo S. Olschki,

2012), 399432.

48 lvanka Soianova,Chemins en micpue, 18 1198.

4 See Osmon@mith ed.,Two Interviews78 9.
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Berio adopts a variety of folk somyghe mustal versions of myths which @ been
transmitted through the oral tradition. Myths weiidely studied in the twentieth century
especially for their formation anal priori experiencé® To Berio,melody is an element
that manifests tha priori experiencen a community. He believesdahmelodies reflect
the natural collective creation in a group starting from&etwy are born
A soptaneously within collective groups or in a stylistic frame wheh &dlle 6 par amet e
of music are at gpe a ooey,® Helseszk dsiidgs a meetigpointg i n
for sociacultural classes, especially those found in work songs, sung by choruses of
laborers trying to pass the tirfeSuch a perspective providaspport for the use of folk
songs inCoro regarding the tpics of workand love. Both tpics are universal and
concerned with relationships among people.
Simha Aromdéds discovery of hidden mel odi e
the relation betweeme | ody and the hypothesios AobmiAuni v
discowered that the harensemble of an African tribe Bantlanda always follows a

structural model under the surface of polyrhythmic hockets, which remains unaware to

50 Apart from thea priori experience reflected by the content of myths, the systemic deridtiogths
transmitted from generations to generations also reveal thatisiema born with cognite capaity to re
create and modify myths similar to langua§eme @amplesthataddress to myth and languagrclude
Lévi-St r aussds st udThe Rawarl dhe €ookadnndy tVhl aidni e Morghalogypop 6 s
Folktalesdiscussed ithe next chager. Inliterary theory, the archetypal study was largely influenced by
the idea bthe collective unconscious, which suggested that literature is recotestmnythology, with
structural principles derived from myth&stchetypal lterary criticism focusedn narative and symbolic
structure from the perspective of the totality of htieire It was a way to reveal the similarities of genres
and their patterof evolution holistically.See Northrop Fryesables of Identity: Studies iPoetic
Mythology(NY and Londbn: Harcourt Brace Jovanovich, 1963), 15.

51 OsmondSmith ed.,Two Interviewg, 78 9.

52 OsmondSmith ed.,Two Interviews78 9.
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the musician$® A r o miécsverd inspired Berio to search for the existence of a

Auni verss$ alal myYinthel®d0s, linguists proposed the idea of universal

Afdeep structure,o referring to the existen
shared by all languagésThe existence of linguistic universals thus implies thah&ns
areequipped with genetally determined linguistic ability to process and create

| anguage, as evinced by Chomskyds suggest.i
language faculty® Linguistic canpetence, which refers to the set of rules with which one
producedanguage, was not meto Berio. Around the 1950s and 1960s he felt a need of
identifying the deep structure related to the organizing principles in music, akin to

generative grammar.Thisis probably the reason that multiple organizing prinsiie

mugc became the subjeli r Beri o06s i nvestigation. Diff el
techniques taken from different cultures and periods, such as canon, motet, lied and
counterpoint, were adopted Coro to join musical elements. The crucial technique

among themis the African hocket

53 See Simha AromAfrican Polyphony and Polyrhythniranslated by Martin Thom, Barbara Tuckett and

Raymond Boyd (Cambridg€ambrdge University Press 1991), 313504.

54The discussion on universal musiggammar and the innate musical competence was not new in
ethnomusicologyThroughstudying the music of an African tribe of the Transvaal, the Vedalen
Blackingunderstodthatu ni ver s al mu s i ¢ a hateordearpeel tapatity ® headameédte he i n
patterns of sound which may be recognized as musicinallculturtah di t i ons. 0 The Venda,
showed, do not considanyoneunmusi@l. They even constantlgventmusical conventions by creating

new feaures and rereaing foreign musicSee John Bl acki ng, ATowards a The
Co mp et e ManeAntlropological Essays Presented to O F Raedlited by EJ De Jager (Cape

Town: Struik, 1971), 1934, citation at 21.

55 Dwight Bolinger,Aspects of Laguage(New York: Harcourt, 1968)1.8.

56 Chomsky distinguished between linguistic competence and linguisfarpancé what a speaker

actually sayss his linguistic performance, whiatoes not necessyrreflect what he knows about the

language. What a grammarian needs to focuson,evearo|l d, i s the speakerds ment
competencerather tharthe speech that is produc@uhguisic performance)Seefurther explanabnsin

Noam Chomky, Aspects of the Theory of Syn{@ambridge, MA: MIT Press, 2014), @5.

S"Berio,fiMeéi t azi one su un caval Swii&74dondol o dodecafoni c
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3.6 Hocket as the AGrammaro to Generate Infinite Materials

The musical techniqgues combine musical parts ¢augon, imitative counterpoint,
heterophony, the Istriagtale) are formulaic mechanisimo organize sound. Thefrdcan
hocket isthe mostprome nt i n t he wor k. It first appear
chant. Arom discovered that in the horn enserobtbe Banda Linda group, a silhouette
melody can be agphered from the hocket by tracing the winds, and this melody is

captured in the sopras and altos as shown in Exampl&l3
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(The woodwinds are not shown in theaeple. The A notes of the soprano in the third andittmemeasures are
obtained from the clarinet and the flute parts which are notisiere.)

Example3.11 Coro,Epi so,dnan 22 26
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The elaborate use of the African hocket even casdbwith other musical
techniques 1 n E&mewpitchdseExamplelBa spowsthat irdthe first
t wo measures of Episode t he peatelbydhepart o
hockets The sihouette melody further develops in two ways: on thehameal, the alto
part sings in parallel to the piano melody watlymentation and some inflections. On the
other hand, the melodyroliferates in piano by means of canonciésd in Example
3.12b, so hat the melody superimposes itself multiple times & diht points of entry.
Reciprocally, the canon played by the piano provides more choices of pitches for the
hockets in returrso that the hockets become denser in texftaem measure 3. In
measure3, the hockets in the winds continue with rhythmic vtaotes in nearly every
measure. The hockets now provide a different, layered melody to the piano part. Some
independent melodiar rhythmic figures are also formed durirgetprocess as the
offshootss uch as the chromati c faivgawraeds tohfatt hree cce

Indian chant and the pattering of syllables that appear before.
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Example 3.12b: Coro, canon in the piano part(Ep i s od e ), mm 1

Example3.12 Coro, Epi sode . mm 1 8
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The implication here is not the expansion of pitches available or the change of
harmonic and rhythia structure, but be recursion of the musical techniques by \uhic
new materials can be generated continuously. The contrapuntal technique is applied
severatimes on the same melodic materials to make the section proliferates with new
pitch collections. Tie haket is also @plied multiple times to incorporate old matds
and create new melodic materials. In fact, the bouncing between the hocket and the
cout erpoint is conceptual thy ckiemiol a&ro ntsd aantHh o/
melodic mateals back and forthbetween the piano and the winds after eachicail
operation. Other materials, such as the melody sung by vocals, become the offshoots of
this metahocket. The bouncing property of the hocket allows the musical narrative to
Ak e ep byiocorporating rew elements in a relay along the flow of tinBrio even
includes more parties in this exchange. Examgl8 8hows that the hocket invek one
more party and takes place among the winds, the voice and the piano, bouncing back and
forth themelodic and hythmic materials, a relay that continuesttié end of the

episode.
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Rhythmic pattern
transferred from the
chorus to thehocket

New pitches transfeed from A different set opitches
the hocket b the piano de  a transferred.tcbhe .ho.cket .due
change of rhthmic patterns to melodic variationsn
piano

Example3.13 Coro,Epi so,dnan 9. 1 6

Such seHreference iselated to theecursion of grammar discussed by Chomsky
andotherlinguists in the 1960s. Recursi, as we understand it in computer
programming, is a procedure of calling itself so thafpiteeess is selémbedding. In
relation to the productivity of lguage, lingusts have long discussed whether our

language sstem @n form an infinitely long seeihce. The idea of recursion in grammar
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i s arguably one of theapaoioff o odf Ali afguwmade
process is iterable without lintif Consider aentence consisting of a noun phrase and a
verbphrag( S Y NP + VP) can e formediby anmdijectivad ghrase and
another noun phrase ( NurtheVintrddddge Bnother ehBedlded wh |
noun phrase that involves an edive and anther noun phras¥€.The recursive property

in producton rules renders language generative without limit. In this way, even if our

arsenal of words is finite and only a few t&te structures are involved, the resulting

sentences can be ensli€ In termsof machine learning, the application of recarsin

the movement can be compared to recursive, deep neural network which is often seen in
natural language processing to hanembedding sentence structutes.

The idea of applying recursioo éxpand musitnat er i al s seems to b
proof of the prductivit y of musi c as well . Again, it 1is
meanso focusing on t hapsthaAfiean hozketalgneipmob c ed ur
enough t o pr o vydo ohevate msicalelgniests. Behoi furthet makes the
hocketself-referential to show the possibility of building potentially infinite hierarchies
on this procedure. On the upper lebE alternation between the folk sections and the
contemporary musitsettingofNer udadés poetry can hsedconsi d

hocket that exchanges musical and textual elements across the episodes.

58 NoamChomsky Aspects of the Theory 8fntaxCambridge, MA: The MIT Press, 19§ 142.

5% Imagine an infinitely long sentence by using as many adjectives as one aagnence thatvolves an
infinite number of r el at ithatd suspkecathiasyewsbelitvea gé 0 il t hi nk
80The idea of recursioncanbefmd i n | iterary works, notably Borges
Babel 0 henarsatbrifird¢nat the books in the library repeat periodically in certain patterns even

though they are limited in length

61 See the explanation ofcursiveneural network (RNN) and its relation teaturallanguageprocessing

(NLP) in Yoav GoldbergNeural Network M#hods for Natural Language Processif8an Rafael, CA:
Morgan & Claypool, 21 7) , 215 220.

166



However, fAgrammar 0 @& tomposerto makenhsmusien o u g h
productive. Ther @i ae ma anterssions,fig $oond &t mearong a n

in the work,that Berio explores to make the work generative.

3.7 Sound and Meaning as Generative Impetus

Unlike the third movement @infonig Coro does not include a cantus firmus to
direct a continuousarrative. Irstead, new musical and textual materials aregeel
from the old materials of previous fMoments
Apart from the mixandmatch of the music and the text, | argbata variety of sonic
and semanticelations, suctas onomatopoeia, pun, commentary, associadiaah,
imitation, can be found in the work to create an evolving narrative. The myriad of ways
Berio uses to play with sound and meaning continuously provides new materials that
churn the machinefanu s i ¢ amimafig 0 a
All over the work, the pervasive soniocasenantic play introduces new
el ement s. For instance, 1 n Hplessre patered , me
and conjugated along the instrumental hocket until the phonetic permutatiestocn
meanirg f u | phrase: Aweé [p.eThegpounp Db ol Po @ f wi & n @l wiil po
triggers the iIimagery of @s h atopegiaofraintall wel |

The syl l abic play arri ve-aosealrodeads,nad oan ¢ o mb

62Berio explainstat t he fAgame of Eaolsmedlizea bydhe soenhinatiom af @xt andh

music:the same text recurs with differentigic whereas theame musical model is used with different

texts. Se e BEaroj 0, iofadifaldd tempo, momentidiisg i tual i t”™ nella musica
La Biennale di Venezia, Ricordi, 199Bext manwscripthousedn Paul Sacher Foundation.
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fragment of Nerudads poetryativemobpdi sbdbderudad§d|
set to an eighpart motet with repetitive figures reminiscemtaleaandcolor. The
transition of the musical setting and the general mood between the episodiescéed
by the change from the phonetic play to the sdmaneaning of the text.
These musical and textual elements further connect tamtber across
epi sodes. For instance, a series of metony
Epi s ode wninExarple3sld while mentioning the sky and then thenrdhe
flute starts to flutter as an imitation, leading to the hocket that shtitéesyllables across
the voices like the rain, as well as a Macedonian melody played by the flute. At the same

time, a new pigern, the brushing of tastams, is introducetb imitate the rhythm. The

pattern of rapidly repeated notes continues to spreBcdpin s o d e in the rec
by Neruda, Avenid a ver | a sangr emdodyhr ough
built on the Istrian scale is developed in

melody of the previous episoff€The lively mood quikly becomes ominous when the
text reaches fAwhat a chill, what a windo f

repg i tion of syllabic singing on /de/ from i

53 Berio mentionedhat he adopted a Yugoslavian mod€iro. The Yugoslavian mode in questicould
bethe Istrian scalewhichoriginated in CroatiaThelstrian sck is amode characteristic of Istrian music.
It is a styleof polyphonic writingas demastrated in Episth e . Folk songs in the Istrian scale oftae a
sung in two parts with thiewer part lowered down a second or a third. The two parts sometimes have
unison moments, and at the unison fenahe of the two voices lowers additionally forexend or a
diminished thirdOne of thetypes of the Istriancaleit ar a n k a nj etde cliasactekistiosylablef o r
singing (tanana or tarara) which imitatet he sound of instruments, such as
shawm.These features can be faliin the dancefo E p i sSee descriptions and video pshied by
UNESCO, -paitBimjong and Pl ay ihttps://idhsrescd.cagfen/FA twadrt sirging
andplaying-in-the-istrian-scale00231(accessa Aug 9, 2019).
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singing (the Istrian scale), as well as a sonic puhdaristrumental fluttering and patter

singing from the previous episode.

poco pit mosso (J -104)

The f | ut mdcenndcting tthe sund
of fArai no @&nathtamsh e

(
|
Il

foreshadowig the Croatin dance and

The Macelonian melody suono aperto e paesaino

. . : Macedamia) |
Yugoslavan style inlater sections ( ) |
Te.
accel, . _ralf. . . .
it brushes ["ﬁd" e 4
i =SS =
£ 0 e e P

o = i
Phonetic pereminisat faiaod Astand upd

of rain

c 0 mi n gckets as thehonomatopoeid | Waterand rising motn (mentioned in

previous episodés

Example3.14: Coro,Epi sogmhm 15 20
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The reference among the patter singing, syllabic singing, fast repeated notes, as
well as Sprechstimme and glissandi, often imitate one another in a fashion similar to a
musical pun. The series of events across several episodeswgbtimut by the
metorymic relations between text and music. On the other hand, teRtsraare also
materials of development and transformation. The folkloric texts introduce a number of
Amoti fso at the beginning espryilgdhegessygy a voic
motioné These fAtextual motifso recur and d
met onymic relations. For example, the risi

up to the skieso (Episode de. Thewnh,i cthhe sk

introduces he fl uidity of blood in Nerudads poet
fl owers (Episode ), which in turn remin
transform into the Awhite flagd and the Ab

permutdion. The metonymic relations and the permutations go on and on to form
multiple paths, mingling and combining new and old images in different ways to amplify
these.

The musical and the textual elements behave as if characters interacting between
each othe . Sanguineti, who calls himMm®Renhd t he it
(1975) , di fferentiates between Amusic sett
istage setting of wordo [ mes $*a@heiformerssc ena de

similar to transcription so that the verbal expression amplifies and transcribes the

meaning of the text. The use of texdorob el ongs to the | atter fist

84Edoardo Sangi n e tmessaifidcend e | | a (3982),imldealdgia e linguaggipedited by
Erminio Risso (Milan: Feltrinelli2001), 172 177.
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in which these sounds i nt &heconstaatfodiomth e c 0 me
andref or mati on of textwual and musi cal el ement
raising from sound to meaning, and lowering from sense to sound, through a perpetual
game of analysis and synthesis, composition and decompositiacturing ande-
structurinYThé $shendavomarati ve creates a 0|
seeking process of the fAsound characters. o
and meaninglesgssof the sound materials eventually becomesuhderlying inpetus
of the episodes to bring the narrative forward. Such technique is a modification of
Sinfoniain which a cantus firmus is adopted to guarantee a narrative flow.

Corocan be seen as another project of artificial intelligence which casbi
automatiorandchance. The guiding principles in this machine of artificial intelligence
include a variety of musical setting technigues, musical and textual permutations, the
metonymic relations to connect elements, and so on. There is still nindieation of
innae musi cal ability to justify thCerohypothe
Yet, the positive side of this experiment

incorporate diverse musicalofexlpamgeageso: w

| do not believe that Adam, in that famous garden, ever received the divine gift of a universal

musical grammar, eventually doomed to destruct:i

85 ClaudiadiLuzioseesBero 6s usa& iofh dsmesao as an sslimessglanmn t o t he
another term foa stage productionr(iseen scengeCl audi a di Luzibyciiddmo pBeri 00
Experimental Music Theat €mossdurentsnAerdals and\Eompan Muasim Year s,
i n I nter act,keditedbyF&lig MeQep, Rt@lBasel:iPd Sacher Foundation, 20
especially at 454This is probably riated to the liturgical connotation in various collaborations between

Berio and Sanguinesuch afPassag@ andL abor i.nt us

56 Sanguinetii Lme ssa in musica in parola,o 173.

171



sends out hesitant cues as to the existence akilmmganism wiah, if fittingly translated and

interpreted, may help us pinpoint the embryos of a universal musical grammar. | do not think that

such a discovery can be useful to musical creativity, nor to the utopian prospect of a perfect,

common musicdianguage that iN enable musicians to speak and be unanimously spoken. But |

do think that it could contribute to exploring
establishing a constructive interchange between diverse cultures and a pederfid déthose

diversities®”

Stefano Oliva suggests that Beriods Al a
langagewhi ch refers to t he uni Yaeutédalangagenf ound
humang8 Although the search is not a successful, dne explorationltimately sets the
stage for his compositions, in which the productivity of generating materials share some
similarities with that of [Sachuddan@Qiiamgfei
| anguageso recal | mBxird oddtedmthegpremcuasedtion.n o f
And t hinsusiincedt amu s ifenalt al anguaged becomes a n

genre fichoruso by injecting new ideas to p

3.8 Structure as Composer

7SeeLuci ano Beri o, 0 RememberingtheiFumg®AVCamliridge: Barvara
University Press, 2006), 60.

%St ef ano Ol i va, L uemoaNMusicalBagruiaog eRjvisth ifaismadi fibsfia del
linguaggiq vol. 14, no. 2020), 24 32.
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As in Sinfonig Coroillustrates a syiem that beemesself-generating toward the
end. As Berio explains, the piece is an fAo
ever different si tDiffdrentcombinationsdof tieenusical and ns hi p
textual elements generate differémages andituations as the narrative continues. The
last episode gradually fades into silence, as if the piece could continue endlessly. The

productivity of material ssendgdnaessecbobebahn

term coined by the Amican linguig Charles Hockett in the 1960s. The property of

1]

opemdedness, 0 same as productivity or <cr e:
Acontinually creat|[e] new expressions and
linguistic resources to descrinew objectsads t uat’i bondedcri bes t he i
ability to produce and understand totally
Coror ef l ects that the composer did not seek
music. Instead, the ogposer aimedotdenonstrate how a series of principles can build
up a structure so that it is productive and epeded.

If Berio is devising a musical system that is able togelferate, what is the role
of the composer then? BaBinfoniaandCoro involve a narrair who appears to be the

composer of the wotkt he subject Al 0 who provides a r

composition. The subject Al 6 decides what
SinfonialInCoro, t he s ubj -reatigthelbad stnged as ma d e : il h a
made a songé | often do it badlyé It is so

¥See fAWor k | nCoro: btipsy/ewi.universaledition.com/lisno-berio-54/works/corel 745
(Retrieved on Feb 12020).

° George YuleThe Stdy of Langiage the third edition (Cambridge: Cambridge University Press, 2006),
10i 11.
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fulfilledé | often return to this songé |
descr i bedtotmeso af dirs oiengss iniameeo varsidonefttext® The
unfinished song and the unfulfilled desire
needs to repeat the same creative process.

The use of the first person reflects the influence of the Itak@mavanguardia
literary movemat in which the subjedt i nds hi msel f, as a fAcogni
connection to the world. He has to deal with his own expressive structure rather than his
own subject which is his ineffable being (see the summanga@dvanguardian Chapter
1).”?Itisthemusicalstuct ure that the subject d@dl,o0o i.e
the composer were standing in front of his work. In both pieces, the expressive structure
and the Abehaviorso of the museactéalo, mgi er ng
intohi s desire to create the Scherzo and the
so that the verbal and musical conversations are recursive to a point when the reiteration
becomes an automation.

Therefore, the work speaks for diglens to itself. Brio created a structure that
dominates and supports everything that happens to carry it on. The huge machine repeats
itself to modify old materials to create new ones like a critique, so that the structure

resembles a setfontained gstem that encompasseutomatic feedback.

“"The unfulfilled desire of writing oreofGorgo oid-be rseonlg i s
am as | have made ready a bit of song/ | wonder why my-sBhg that lwish © use/ My songo-be that |

wish to put together/ | wonder why itlhhot come t o meé |1t is |l ovely to ha
all sl i p theaexttmamaseripoboBodaused in the Paul Sacher Foundation.

2See Edoard®anguineti  frlalt tTament o del materiale veinbal nei te

Ideologia dinguaggiq 77 107.
174



3.9 Voice and the ATheater of the Mindo

Berio provides the sketch of the harmonic progression of the whole work as in
Figure 33. He explains that one of the harmonic functions is to imitate the formants of
vocal sounds in relation tacoustic resonancé$The episodes involved are the
interludes in which Nerudabds poem is set.
presented in four layers according to their registral areas. These layers are proportionally
distibuted from the loweregister (low frequency) to the higher one (high frequency).

They seem to simulate the harmonic partials of speech sound, with the fundamental
frequency, the first, second and the third formants in terms of acoustics. Indeed, the
sound effed in these ejgsodes resembles electronic music in which phonemes were often

used to model music timbre.

73 Berio, Interviste 153,
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Figure 3.3: B e r iamalysss ofCoro (1983). Reproduced from Berio, Interviste 152
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This metasong ofCoroisisungo by a hugemitatonot e cr eat ¢
vocal formants. Ths huge voice further supports the claim that the whole work is
modeled from a human mind. The voice is similartose#f | Kk whi ch dmr ect s
of thoughts. From the perspia of collectivity, this voice carries thememory from our
ancestors thrah the folk elements. If the work is all within a voice, all the images
projected in the work may be locatedinth@ c onsci ous ofiesdfhe subj ec
contained system, whoeated this song.

Berio explainedhis worksA-Ronnehas a tenuous connecatiwvith fitheater of the
ear® or fitheater of the mintlof the sixteenticentury madrigal$* Commentatorsater
onadopted the idea éft h eoithemnr nd 0 t o de s cwarkbsech@8ser i o6s o
Visage PassaggipandLaborintu s, since these worksactivee t he audi enceds
imaginationto create adramaintheirmifitl ndeed, 7t heater of the
applied toSinfonig Coro, as well adhema (Omaggio a Joycdjscussed in the previous
chapter. Images are suggested ingahed i enc e 6 s wpicehedkomean whi ch v
important elemendoice is intuitive as the medium of semid@sigs meaning is
instantaneous and does not need other semidsitiores to explain it® It is not
surprising that Berio turned to voice, melody aadgsto search for the most piite
ability in man. Voice can take the role of narrator, can serve as the interface between the

theater of the creation process and Heater of the performance $infonia It can also

“See Aut ho A-Bane htip:t/vevw.hdianoberio.org/aonneauthorsnote?1747386730=1

accessed Jan 2022.

>SeeRichard Causin, fABeriods O6Visadedazmwmad st hTempi®s@et., &® o fn: E|
1995), 1521; David Osmoné mi t h, A Voi ci ng t he LobHgardo Satghinetiandhe Col |
Luci an oTwBntigthCenturg Music9/1-2,63-78.

®Seemore x pl anation of Beriwids!l i e (1963 asStritievd®dmah@ s a
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be an embodi me n tusoothe mediue dhat unveilcvoice becomes the

stage of the theater of the mind for the projection of images inSiotbniaandCoro.

B e r iexplorss the potential of vocal music in multiple ways: in its conventional use,

voice is the vehicle of smd and meaning, expressivitpgcamateriality. Throughout the

years Beriobs piecthe hWoeczmdseyppltemat adbng oo
meaning, including the theatrical worka vera storiaandUn Re in ascoltaiscussed in

the following chapdrs.

Berio started his investigation of sound and sense from linguasticepts to find
commonalities between music and language. Yet the analogies to him only proved to be
illusory and nonrtransferable at the dri’ The linguistic cacepts eventually turned into
inspirations for Berio to crystalize his ideal model of sourtisense into a structure
drawing from a wide range of twentietentury concepts.

The adoption of structuratithoughts and the searchfoh e A musilca | uni
derived from philosophy of language would strengthen two ways of thinking in his future
wor k s . First, Beriodbs new model built up by
conventions. Apart &dm symphony and chorus, the sgafor the meta qudy of a
particular musical genre (e.g. lied, opera, chorale) or components of musicatoc#he
events (e.g. fAstory, o dlistening, o0 Arecita

Second, the #ory of linguistic universalstadied by transformainalgenerative

77 Berio, Interviste 86.
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grammarians is closely related to the study of patterns of the mind. Thection

between language and mind will lay a foundation for Berio to continue to explore his

At heat endoofi nt hreelnait ioosmn to the unconsci
The perennial mblem between music and language, as well as between sound

and sense, however, received uanpresponses in the 1960s and 1970s without a

concrete conclusion. In the second half of the thesis, | vathexe how Berio expanded

his seniotic model to his msic theaters.
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Interlude: Music Theaters in ltaly

The second part of this dissertation fo
in the 1980s. | examine howfluBheedbyo6s t heatrtr
contemporary theatral theories, contued to explore the underlying concepts of
linguistcst ructure. Specifically, Beriobs worKks
theorie® especially those of Claude LéStrauss, Jacques Lacan, &al Barthes and
Jacques Derridain which language isonsidered to be an essential medium for shaping
perception and cognition on individual, interpersonal and collective levels. Language
becomes a medium to form the sedflexive identity of an individueor a group of
people sharin@ similar culture. Wat is more, these theories become a vehicle for the
composer to reflect on the elements of conventional nineteemtury opera, such as
story, characters, temporality of plots, set pieces and so on.

InBer i o06s t wo Lalveraastona|The arle stowyd anddrs Re in
ascolto[A king listens], whemmusic is connected to language and functions as the
medium of the psyche, the relationships between music, language and theater point
towards oliacmandfs Mmdr ama sof athleeBmimnt ihmees G3sp aficf e ¢
space of absence and desire). Tations between music and language forms a self
referential representation that evokes theater directly, allowing the audience to seek truth
and selfawareness in the unconsciouselfluidity of semiat relations between sound
and image, the multiple psibilities of interpretation, and deconstruction of the hierarchy

bet ween sound and si | e-oritigee. Dhese mogonsaalseeatt t h e
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Beri o06s muathecagetotpeststtugalist intergretation by challenging the
logocentrsm of a central plot and set pieces in an opera.

In the second half of the dissertation, | exaniiaesera stori;andUn Re in
ascoltoand explain hovthese works further explorbd relations betweenusic and
language as sign through the drama of th@uascious in the context of psychoanalysis. |
el aborate how Beriobds introduction of stru
him to reimagne the nature of the ninetebrtentury Italian opex. Furthermore, |
contend that matesial emesantatiomandoas thehemlbodiment of the
characters, is crucial in the semiotic structure of the two works. Before | begin, | provide
an oveview of twentiethcentury exprimental music theate

While opera did not return to its golden ageymrections in music theater took
its place in the twentieth century. As Eric Salzman and Thomas Desi explain, music
t heat er-dr § v 8 mu s it,dangaagenvosalization, duphysical movement
exist, interact, or stand side by side in some kindapfality but performed by different
performers and in a different social ambiance than works normally categorized as operas
or mu S&Theee s sanally no separation betweerage and instrumentahsemble
in music theater; the physical and gestetaments inherent in the musitakingare the
action’® In addition, music theater is often characterized byraalism and being an

fi a fytein r ea réfusdl to @onform to theaditional genres anchtegories$?

8 Eric Salzman and Thomas DeBhe New Music Theater: Seeing the Voice, Hearing the Béely

York: Oxford University Press2008) 5.

®BjornHei | e, fAToward a Theory 00Sfh oBtkiqriegr g -migtnx@dad n Musi ¢ T
Performanced dahedxfdrdvHandaosk osShyndand Image in Westerredited by Yael

Kaduri (Oxford: Oxford Universy Pres, 2016)3 3 5 ; hBr&336.Some other discussions surround the

properties of experiental music theater ithe second half of the twentieth century include Angela Ida De
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Beyond technological innovations sthgecraft and stage design, light and audio
elements, music theaters embraced new forms of musical and artistic representation. The
creative imagination @ demonstrated by the intepgmdence of theatricalements so
that the underlying interrelationghind the apparently fragmented parts violated the
aut hority of that Al see what | hear, and
This practicenenceforth subverted the uotal despotism of onelement ruling over the
others in the operatradi on, whi ch was favored by politi
Apolitical theater, o for instance, profoun
Nono, wto created_a Sentenz§1960) and Intolleranza(1960)respectively to elicit
participation from the alience regarding political issues. Italian music theater in the
1960s and 1970s favored revolutionary situations, with political topics showing human
collectives, bearing the assumptitmat revolutionista fipr i nci pl e of soci
developmentof the actualization of its destiny, of its own existence as a living

orgarfi sm. o

Benedictisds analysis on the criteméntl mostheate si ¢ t hea
and Apostdramatic theater, & ewWdhatsh dirc ondpenisactt h dhaetad re ¢
could be transferred from performance analysis and theater samdies® on. HereHavechose two most

oft-cited definitions by He# and Salmanand @ s i . For others, see Angela 1l da
New Must T h e aNew MysbTheatre in Europe: Transformations Between 1955edited by

Robert Adlington (London and NY: Routledge, 2019),i294 8 ; Vi cen z i nTaeateras Ot t o mano,
ProblemMo der n Dr ama an tNewMusc Theatfe in Ewap&2ig6; Robertdlington

AMusic Theat er TBhe Gambridge EampahidnbtdTsventi&@hntury Operaedited by

Mervyn Cooke (Cambridge: CUP, 2005), 228; Mathias Rebstck andDavid Roesner ed Composed

Theatre: Aesthetics, Practices, Proses(Bristol: Intellect 2012).

8%Adlington, fAMusic The3@ter Since the 1960s,0 229

81 Giulio Carlo Argan explaighis opinions on music theater while commenting on LNigi n 0 0 s

Intollerana. See Giul o Argan, filnt ol | éenrfAeantiz(day 1801®0), e i | t ea
cited in Luigi NonoNostalgia for the Future: Luighono 6s Sel ect ed Weditedbyngs and |
Angela Ida de Benedictis and Veniere®irdi(Oakland: Uriversity of California Press, 2018), 210
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The experimental music theater of Italy was conceived as an instruitient
whi ch @At r utcéssed throughl ndisigataresses to reveal different aspects of
reality. The truth is not only achieved by the content, but also by the way of forming it,
especially by compelling the audience to confront decisiaking thaimitates reality.
In other wods, the truth of conte and the truth of form could not be separatext
could the abstract opposition between art and truth. The truth of content and the form can
be seen in the seteferential quality of the performandsalf, i.e. the content of the
performance isthepef or mance i n t he c orHgperron(196dp!l | . Br
and BRecifaldod Gathy(1972) show similarities that both describe the preparation
of a performance. Along with the fragments desoghihe psychological state tife
performer, a comple aria is introduced, suggesting the mugioa of the
Aperformanced shared by the audience.

Such Atheater of ideas, 06 as Nono expl ai
toward a new human and soatahditions of life after the arld wars®? Similar to
modern drama, new music theaterwasnolongerncer ned wi t h fistory,
narrative that forces the audience to heed their unconscious through artificial image and
sound, recal | iong onfusa ci g dedadReduged bytheonsci ou:
disillusionment of wars or of the failed revailomn, artists practiced escapism or built ideal
worlds that could exist only in art. Music theater became a utopia challenging the

Aristotelian mimetic world (e authority) by abandoningdttonventional story ih

2See Nono, fAPossi bNEwt Muaind Ndstelgiasfo the Futuré® 23
especially 213.
83 Salzman and Deslhe New Music Theate339.
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conflicts and resolution. Given its closaationship to the context, situation became the
central component in many of these works. The audience is presented a collection of
events as a collage offférent situations and is foed to take action.

Musi ¢ theater -pexstseadsf@ sthuasviédmetthae at er |,
the whole concept/composition of a musidh e a t e # At phis lkevelewe éind the
message intended to be sent to theamed after adding up the congitbonal idea,
staging piece and performance. However, the semiotic function of these music theaters
has not yet been fully explored. Music theater is carstitnot merely by the adoption of
various acoustic and scenic elmts, but also by the dynamielations among them.

Music, text, and other elements in music theater, whether intratextually or intertextually,
form different relationships with each oth&€he dynamic conception and the inter
referencing of multiple theatal constituents render magheater fluid. Such

dynamicity includes the compositional process, which no longer wagasteriori
collaboration among musician, composer, poet andtdirdout a simultaneous woik-
progress. Music theater, for Berios an at t i t codesy otacewvaluaidns A a
of the dramaturgy inherent to tegmbolicb e h a ¥ilndhe context of music theater,
symbols operate by convention and accumaitaiin relation to social and artistic norms.

They can be the roled a soprano or a bass, the e$specific instrumetnor the staging.

wh |

The past operatic experiences already prov

84 Salzman and DesT,he Nev Music Tleater, 322.
85 See BerioScritti, 45 46
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for Berio to be ranvented in s music theaters. Thus, every music theater to him is a
fi t h e attheera®t sefee vry of itsymbol is a rénvenion and a critique of its past.

The notion of semiosis has been incorporated into theater theory using Charles
Peirceds © obeatdniepretanyand repmesentafiosince theater always
involvesreal objects on the stage ish are notthesamesa t he vi ewer®s inte
In order to produce meaning, even for a realist theater, theater must use signs to
communicate, suchsasigns of nature (rain, mountain) and society (costumes,
language¥® Without signs, they cannot conunicate. The Russiaemiotician and
folklorist Petr Bogatyrev went so far as t
signs of signs or sigrs f t K°iAmddt & thé process of signification that expresses
thedricality, i.e. what theateram do. However, musibeater differs fundamentally from
literature or theater in terms of semiosis, since it involves music, which has a its own way
of dgnifying. So, how was Italian music theater related to the use of Sigu@no
B u s s d.a Rassidorselon Sad€1965) carhelp us answer this question. The work was
an experimental theater of the 1960s that anticipated the new music theater of tlge comin

decade. Based on a sonnet by the sixteeatiury French poet Louidgeabé (1526

86 Berio, Scritti, 51.

87 Some of the literature related toeater semioticare:Fernando de Toro and Mariceldes, Theater

Semiotics: Text and Staging in Modern Thegl@ronto: University of Toronto Pss, 1995)Erika

FischerLichte, The Semiotics of Theatdranslated by Jeremy Gaines and Doris L. Jones (Bloomington:

Indiana University Press, 1992); Man@arlsa ed., Theater Semiotics: Signs of L{{gloomington:

Indiana University Press, 1990); Denico Pietopaolo,Semiotics and Pragmatics of Stage Improvisation
(London, NY: Bl oomsbury Acad e mhecSemiofd8 &f Berformadces 54 ; Mar
(Bloomington: Indiana University Press, 1993); Keir Eldhe Semiotics of Theatre and Dragiy:

Routedge, 202 ) , 5 28.

A Signo here r eaftercsr etaot easn ymeeanntiintgy. tlht i s the basic
ofsign whose firelation t o t h&GharlessSbFReie,che ¥ritingsofan | mput ed
Charles S. Pewre: A Chranological Edition, VVol. 2 (Bloomington: Indiana Univetyi Press, 1982), 56.

89 Cited in de Toro et allheater Semioti¢$9.
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1566) and the writigs of the Marquis d8ade, it displays the transformability of
At heatri cal objectso in an open form so th
action are connected in a subtle way similar to happenings. For instasennet

~

beginswiththerni t i al @ Qeénlines®Thhe fietser fod has se\

~

such as roundedness, mosth aped and being a lhetter @Ao0oo0 i
roundedness andthemosghh aped of fio0 ¢ onndeamtds fttdch et h enafi
of a primitive pronunciationinaat t empt t o communi cate, 0 wWhi
love and passions of the wotklt is also linked to the predominant use ajam prgar)

in the work as well as the ambiguous identity of the protagon ( Ao 0 meani ng A«
ltalian refers to the duglersona of Justinrduliette)?? The theatrical components can be
decomposed into abstract features and connected in various avays different media.

The connection among theatrical components by thkarent features permits a

dynamic conception of #ater across space and sound. The fluidity of the visual and

aural representations as well as that in scenic actions becoma@nbinithe theatrical

works in this period. | will return to this point the discussion dfa vera stoia.

% The few lines toward the end are especially notablughter, forehead, haigrms, fingers, hands!/ O
poignant lue, bow, 1ol, singng voice!/ All flames within the furnace thddstroys/ This one poor woman.
The fragmentation of a woman figure that intermingles with vocal and instrumental parts are properly
reflected in the congaion of this total theater.

91 Luigi Espositofi L a iPoans ss e | o dn Mala idcenteaibilé: Byhno Bussotti, artista senza
confini (Milan: Bietti, 2013), 99112, citation at 102.

92 For more descriptions of these symbolic connectionsRagenond Fearrifalian Opera Since 1945
(New York: Routledge, 2013 101 108.
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Chapter 4: From Structuralism to Poststructuralism:
Myth, Psychoanalysis and Signification in Berio® La
vera storia

I n this chapter, | continu@&Thistedhinxtp!| or e
experiencewlin one of t h e rmaoenttconditers bhuscnwhichpsao
constantly pursue a utopia of | anguage. 0o |
wer e fdoo mehkalsowvalubdahem fortheir capadityo fiex pr ess emot
represent spiritual and intellectta | an d s ¢ aipseg @wv earn di teow dt e mpor a
relationships between sound and Lanv@mani ng. 0
storiathrough the exploration of myth, psychoanalysis, and signifind three areas
that are cleely related to the structucd language. WhileCali nod6s fAcombi nat i\
process of narrative and the Lacanian psychoanalysis have not yet received its due
attention by commentators bé vera storia | illustrate how these #wories which focus
on narratie, language and the unconsaaare closely relate the dramatic
representation of the work. By examining how meaning is created in relation to our
unconscious, |l demonstrate Cal viddeod6s combi
Atruth, o Liacamdosi propbiie&agber i bgxummcdnbe al ki n
traced as the dramatic elements or narrative procedlua \adra storia The work
further relates to Beriods il inwggsaliiysft i ¢ pr o

e X per i ewomposen, asll iustratejvites us to perceivime hidden truth, i.e. the

1See Beri o6s iiliniBerig, ntergistei8G86p r oj ect s o
187



Amyth, o of this true story through the flu
presence or absence of specific musical features, roofifisch sets. Lastly, | exgla
how the two parts dfa vema storiad the first asan opera and the second as a music
theated are a diptych of the same story that analyzes itself and reflects a stark contrast
between a structuralist and a poststructurapgtroach of theatrical work hé
juxtaposition of these twapproaches becomesritique of the essential elements of
opera.

Beriobs exploration of music and | angua
1980s. Berio started from the isomorphism abmpétic sounds and the gramngati
structure between music alahguage, and he contied to expand his research to the
structural formation of the two semiotic systems. Just as semiotics and structuralism have
been applied in various disciplineshowthaB e r i o0 ds mus i asaxtendedk pl or a
to multiple realmsncluding theater imelation to myth, psychoanalysis, narrativity and
signification. Around the same period, issues around poststructuralism which began in
the 1960s was widely discussed, rermajran influence in a wide rga of subjects, such
as literaure, politics, art, ad cultural criticism. The relations between sound and sense as
well as between the musiepileceastext and audience were inevitably challenged, as we
can see Lavera8amia i 006 s

La vera storiais a collaboration of Beriond the Italian postmode novelist Italo

Cal vi no ( 4ATaeZstage WéBcbngists of two independent parts narrating the

2 ltalo Calvino is known for his intricate narrative that resembles a labyrinth. The libréttovefra storia
was not entirely written by Calvino (Berio credtthe livettoacor di ng t o Cal vinods i dea)]
of the extent Calvino participated and the dynamics between Calvino and Berio, see Yves Hersant,
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same text: the first part in an opera and the second part in meaiertiModeled after

V e r dl travadore, the first part desibes a series of evertypical for opera as well as

folktales, with topics ranging from condemnation to murder, abduction, revenge, a love
triangle, and a duel. The first partlad vera stora narrates the story of a commander,

Ugo,who hasexecuted Add s f at heirt eduafi ng ftehset irval . Ada
son Ivo out of revenge. Years later, without knowing they are siblings, Ivo and Luca fall

in love with Leonora. Luca has hurt lafter a duel and has been taken to prison where

he will be kecuted. The operativents provide a paradigm of elementary conflicts

expressed in conventional operatic form, including arias, duets and choruses.

The second part encompasses the same tet feom the first part but in a
disarrayed order presentedriine scene$Thoughit includes the same characters who
appeared in Part 1, Part 2 focuses more on the collectivity, encompassing anonymous
passersby and their multiple body doubles. While Pappears to be a collective
memory retold by a group inglcommunity, the compes has made stark oppositions

through the transfiguration of the two settings: Part 1 consists of elements similar to a

iCal vi no | liethéawentusicaldeeicianoBeriov ol . 1, 453 466ssoAs a writ
influential onBerio, it is not surprising that some of Calvdo 6 s narr ati ve styles and | i
found inLaverastorisor i n Beriob6s works in genemmainstotfhe most

line to unravel diverse independesthplotsthat aresubordinate to the main story, asTine Invisible

Cities The Castle of Crossed Destingsdl f on a Wi nt er. Dhedeldisppthé manstdry avel er
and those in the syfilots ae interwoverso that the boundary between rgaéind fidion is dten blurred.

The worlds of the story and the stemjthin-the-story constantly interact and interweave so that they

become unified. Such narrative structure, as we discussed, can bé foundB &infon@a#&ndCoro.

Similarly, the boudary betveen the eal time performance and the performamgthin-the-performance is

often blurred i n Berliavetastorimand)n Reirntabceltat er |, including
3See Beriods desor bpgtpitewwdusianoberio.erg/rpde/138671978813=1

(Accessed on Sep 11, 2019).
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folktale, whereas Part 2 involves limited coheneatrative but a reflection on Part 1; Part
1 presents a reajitvhereas Part 2 is dialike.*

Current studies focus on diverse aspects in the work, including the use of folk
el ements, i ts il&rbvatore tbemarratiwa structurd/ aticedocial s
commentary implied in the work. Ute Bridermann amau@ia di Luzio focus o the
historical aspect of the work. They trace the work from its genesis, the collaboration
between Berio and Calvino, the reception, the narrative structure, ansbitsagion with
the social and political turmoil in Northern Iigdrom the 1960s to #1980s, known as
the AYears of Leado [anni di pi ombo], and
Pinelli.> lvanka Stoianova investigates the alienation effectsaofera storiain relation
to the Brechtian epic theater. Sheselves that the musicaihd textual citations in Part 2,
along with the musical cliché, thwart the certitude of an author who traditionally provides
the MLuecthZoppel IsLaverestodat @ s V @ Erdviat@aihrough
folk materialsa d A myt ho ¢nedrleintdrcvangeable)rand discusses the folk
materials in detail, whereas Bridermann compares the two works in terms of plots and

individual musical elements.

41bid.
5 Ute BridermannDas Musiktheater von Luciano Bei{Brankfurt am Main: Peter Lang, 2004)laudiadi
Luzi o, AL od&vemagriabGiitecdl artbDocumentaryntroduction, inLe théatre musical de

Luciano BerioVolume 1,409430See mor e det ai | andtbhefdeath¥fahe anarchstf Leado
Giuseppe Pineli n James Davi she ABICoank iam dt Se e$tor, e ®t@@d 0 6L, u @in
Affective Staging of the On€ r o w d Mugic andhLettes, vol. 100, issue 2019} 6 8 5Sed&'the?
influence of @Year s arpdcend anctdedCalaideriotchll@bordtionanfonian | it er
Geraci , fLi ceasbhdaldanca®eralseorigl i lee shpasre musical de Luciano Bexiolume

2, 467 478.

6 lvanka Stoianova edGhemirs en musiquéParis:RichardMasse, 19853 01 32 9.

"See Luca Zoppell i, he?Navelesoizsdrvationsisue le myperetat vera stola et

Il trovatore, O Leith@atre musical de Luciano Beriol. 1, 479499.
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Concerning the music analysis, commentators (David Osrsonith, Luzo and
Angela Carone) lsserve the eightiote pitch set in the work. Osmofunith notes that
lvodés | ine in Part 1 wunderlines the four m
complementaryipt ch col |l ecti on of 8vdimthgfthenlral set i
unabletoexplaih he 1 mpl i cation of the characterso
deeper understanding of the conceptual model in the work. Os8mitt attempts to
relatetherasi ¢ t o the dramaturgy i n teather art.
Dramaturgy inL u ¢ i a n oLaBegarstoria @&hile he points out various notable
harmonic and melodic pitch fields in relation to the dramatic context, there are some
illuminating yet unexplained observations that | would like to expound erertbhained
minor thirds pervasive in both parts, the choice of the englié pitch set, and the
mobility of stylistic elements in Part 2 are indeed closely related to some core camceptio
in the work.

While often focusing on one single aspect in thekwthe existing literaure lacks
a holistic study on the connections among these diverse topics. Also, the reference of
Calvinobs i mportant essay oomgmyatlhH uasndonl ittoe
theory of language iba vera storishave ben overlooked by commators. Unlike the
existing analyses that examine the surface level of the drama, my analysis aims to
provide an explanation of the deeper level of the conceptudgision the work. This

chapter explains how narrative is construgteda vera storiaconrecting to the

8 David OsmonédSmith,Berio (Oxford: OUP, §91), 104 C a rLa vem storifiorganizzazione dei

materiali sonori, 0 443 444
9 See David Osmon8 mi t h , festafuetd? Bteuote and Dramaur gy i n L laverano Beri oo
storiad Cambridge OperaJournal vol . 9, issue 3 (1997): 281 294.
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interrelations among the study of myth, psychoanalysis, semiotics, and music theater, so

that the theories and discourses surrounding these topiasbecomat er i al s f or E
dramatic model. The chapter explains how Beo 6 s mu srenovatinditleealtl e r i s
model of opera to express meaning through diverse theatrical elements. Finally, after

digging into the deeper conception employed in the workesamalytical details

proposed by Osmorfimith and Carone can be exipled.

Berioexplaind hat the aim of this ambitious pr
opera theater in its prime elementso and t
from what meets the eye, since there always is another story thahigresr'° It is
welkknown by commentators that Beri oThevas deep
Morphology of Folktalé'Pr oppds analysis sees fol ktale ¢
components, similar to morphemes, can be displaced and substitutediragto
inherent ruleshat are formed through generatidA3he narrative functions and
stereotyped characters can be found in PartLhafera storiawhich, similar toll
Trovatore,consists of conventional syddots of folktale and Italian opera: camination,

abduction, reenge, a love triangle, a duel, a prison scene, sacrifice and so on. The

101 ucianoBerio, Remembéng the Future(Cambridge, MA: Harvard University Press, 2008)9.

11 Berio explicitly explainedow his later thetsical workOutis( 1 996) adopted Proppds mo
iMot bgia di uSeritvi a9@i 8, 6 in

12 Vladimir Propp poposed that Russian folktales were based on the combinations of these basi@alstructur
elements, so that a new folktalan be created hysing new nams, a new order, and new plot details

based a these fixed functions. From the perspective of syntagmelation of narrative elements, folktale

was considered to be an abstract lingaisyistem which consists of a lodistructure that geerns the

basc units, similar to the morphological pripcl e i n | anguage. Such syywtem ref
and our ability to form rules and patterns unconsciously to express new ideasdwitaterials. Propp

reduced Russrafolktales into tirty-one common narrative functions (such as interdictibigkery, victory

and rescue) and seven character funstioamely the villain, the dispatcher, the helper, the princess, the

donor, the herand the false hero. See VladimioBp, Morphology ofFolktale, translated by Laurence

Scott (Austin: Universityf Texas Press, 1968).

192



characters, too, are common in folktales: condemner, the mother, brothers who become
enenies, lovers involved in a love triangle, the priest, and a balladrsasgde narrator.

Bei 06s r ef er en c e latvera sPnase gsp posmtedoatdhye | i n
Luzio.r®* While attention is given to the movable structural components in a narrative to
produce new meaning$) would like to focus on the relationship betwesnrative and
h u maundoscious ability of formulating structures. Before | go into details of the text
and the music, | et us | ook at taravalvaeods es
form as a combinative pr docuswmterpretanerac h pr ov

storia.

4.1 Narrative Structure in Folktale and ACombinatived Process as
Narrative Form

Considering the relation between the topic of folktale @al¥ino, the choice of
folktale is not a fortuitous one but instead a reflecba the study of folldle in the mie
century® The relation between myth, folktale and ritual has been debated especially
regarding the ways that collective consciousnesdearaced to them. Calvino explains
how combinations and permutations of nawaglements become arrative device in

his essay fANotes toward a definition of th

BLuzio, ALoolaveragoriadB @c K 1&n
YLuzio, ALoolaveragtoriB@ac K 1&n
15 Calvino is known not ly for his unconventional narratvform, but also fohis recreabn of folktales,
as seen in many of his warkparticularly his collection of 20@alian Folktales(Fiabe italiang inspired
by Pr opp obnarmtivefpnotisna |
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(1970), which has not yet received attention byseentators of.a vera storiaso far*®

By playing the combinative game of elensetd exhaust all possiities, something

revelatory speaks to the unconscious of the storyteller, so that a previously buried idea is

unearthed in the talmaking process. @ano believes that when a folktale is told

repeatedly, there is always a hiddsttion, a silence oiniguistic void, as the aftermath

of a taboo in the unconscious of the collective memory. He calls this hidden section the

Amyt ho of e v dingyf faktalesrisythus alsétfiscowery process which

allows us to invent antd rediscover the wordand events, i.e. the secret truth, that had

been removed from the collective and individual memory. Through the repetition of

storytel | i esghe fableydrdiraca its bwnistgps even when it had originally

set foot on a @th that seemedtotaket i n a compl et ély differen
The retelling process of the same text in Part Raofera storiaseems to suggest

the transmission or themembrance of the folktale by a community. So then, where is

the myth? Aside fronthe parts sung by thHmallad singerdantastori¢ as narrator, two

missing parts and a missing character in Part 2 have not yet received discussion so far:

t he parRewdngiefTthel La Vendetta] regarding an

between thedther and the son,asdo me phrases from AThe Sacri

| vo. Beri o06s s k elitllgstnates that Bemo intemtion&lly lgfiout éhe téxt

of the two scenes in Part 2. Although the sketch has been included in severalatiscuss

of La vera storiait often serves as a piece of background information to show the text is

] t al o CatésvTowarda Definion of the Native Form as a Gobinative Pre e stsanslated
by Bruce Merryjn Twentieh Century Studiesvol. 3(1970), 93101.
17 Calvino, iNotes Toward ®efinition of the Narrative Form,98.
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re-arranged or how the musical and textual elements arse in the secaipart!® The

missing scenes are not explained in these discussions. Also, exdépt doncluding

scenen Part 2 in which all the major characters appear to comment on the plot, the father

Ugo is missing in Part 2. The missing paltsuggest, arethée my t ho of t hi s f ol
when remembered by the group, which are expressed infas®e d e s c rpticele s, an

way typica¥ of Calvino. o

18 SeeStoianovaChemins en musique 3 0; Dsndr#ESmith,Berio, 103;L uzi o, Tflkod&i ng bac
vera storia Critical and Documentary Introducti@gr417.
19 Berio, Intervistg 220.
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A clearer version has been reguged in Osmond mi t hds publ® cation (bel ow)
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PartI Part II

Prima Festa (chorus)= = »— Scena
TS = 7'] (Passers by I and II)
La Condanna (Condemned) > — — — — — —— (=g — _ Scen
Man)~< >~ e ;v! T (Passers by 111)
Seconda Festa (Chorus) = (=) Scena III: Encore
i = // // i 71 (Voices in the street)
II Ratto (Ada) \‘\(= 7—7—7—> Scena IV: Pas de quoi

o
Ballata I (cantastorie) || 77 | (Passer-by IV)

/ SN |
~—r - / S 3 Scena V: Rondo
i Yt el |l ——s 5 % (f)/ " (Chorus, Passer-by III,
e —==—" ,"| Condemned Man,
I Tempo (Leonora)‘\ \\ // /’(_)// /7 | Passer-by IV)
Ballata II (cantastorie) ||\ b /4 }
La Notte (Leonora, Luca, //’////// \ (=) // |

Ivo) D\ i

LN \\)‘I
IT Duello (Luca, Ivo (spcakmg) A (=) L Scena VI (Voices in

M( ) the street, Priest)
La Preghiera (Priest, chorus) |
N & (—) '
% 7

Ballata III (cantastorie, Ada) ||

|
Ballata IV (cantastorie) || N {
/
11 Grido (Leonora, Ada) \\/ \\ I
7\
Ballata V (cantastorie) || / \\ \\ :

\
La Prigione (Luca) :x/’[—’-_( )ﬁp—»’ Scena VII
|

Terza Festa (chorus)

. oS N I
Ballata VI (cantastorie) || el \ \ |
—wll Sacriﬁcio (Leonora, Ada, Luca, Ivo) |L____~(_—)N Scena VIII (Leonora,
R o s Passer-by III, Luca, Ivo,
Quarta Festa (chorus) m=eeeeeee=ee—m e e e N Ugo)
Ricordoi(Ad) e ———— E) —=—== — Scena IX: II Ricordo
(Ada)
—(-=)—> Text used partially in Part II Il Textnot used again
—(=)—>Textused entirelyin PartII ————> Musical materials reworked
in Part I1

Figure 4.1: La vera storig Beriod s apping of Part 1 to Part 2(1982) The sketchreproduced
from Luzio, i L 0 0 k i n g LabveraskoriacCnitical and Documentary Introduction ,0 in Le théatre
musical de Luciano Beripvol. 1,417.0riginal sketch published in the programme of the first
performance at the Teatro alla Scala, Milan, 192. Typed chart reproduced from Osmond-Smith,
Berio, 103.
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Thesceneofi Th e Saconiaii nisce he foll owing | ine: F
taste of | ead/ ~MgndthgexesitianloftLuca. The mdnson of leax O
all udes t o t he tofth¥amaflicts betovdethe righawdng and thheeleft
wing activistsCalvino also dirmst hat t he t heme of HAobscure vy
this time period) was the geresf the librettc?® The execution of Luca is hence an
allusion to the death of ¢fanarchist Pinelli involed in the incidents. The missing scenes
of Part 1 in Part Zugget that revenge and sacrifice, values important to our ancestors,
are inherited inthe hidden part of our memory. These human behaviors aréohgdtten
or left urspoken but stored in theodlective memory.
As Calvino explains,he hidden memeées ormyth cannot be told as it exists in
spoken word; it needs a series of mamjued signd a rite in special locations and
seasons. An unspoken myth hides in a lingeisid as well as in exppriated symbols,
signs and borrowed wordisat speak toree 6 @whcosscious in dreams, verbal slips, and
S0 on. A rite is a process in which dyofs and signs evoke the past memory of a
collective and of an individual. Iba verastoria, the omnipresenhte me 6 f wht ah
embodi es fi aical themetohacrifbcpeddo degr to Calvino, is the center of the

whole work; it is a recurring timee which connects the two parts. The piazza in which the

festa takes place is timelgg®Vhat was thereissttl her e. What wi | | be t
Pat 1, AROIImMmaEanFeneds subconscious, which is
2’AO0gni conmamdgpor e di piombo. La mia vista séoscur a.

2Calvino described the work as f#rliétitnopdr o ntthae demplrii nan
obscure yarsin which it was written]. Italo Calmo, program notes dfa vera storiaby Teatro alla Sala,

Edizioni Teatro alla Scala, 1982, 31.

23 Berio, Remembering the Futur&10.
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locations otthe building and barraegrison. Apart from the piazza, symbolism is
pervasive in thernire opera theater: blaaving, prison, the five body doubles, cage,
chain, shellshadow wal |l s, vol canoesé All these symb
to suggest ahrecall images of misfortune, death, repression or the repressed self in the
unconsabus as in dreams and menyor
However, the presence of symbols is nuuwgh to call érth the hidden memory.
A narrative process is required to direct one to reachriisrossubconscious through
symbols. As | suggest, the absence of the father in Pllitistrates how the hidden

memories, the At rhroagha psycmalytcal narrateve proeess. i ev e d

4.2 Mirror Stage and the iName-of-the-Fathero in La vera storia

The exploration of myth intersects with psychoanalysis based on the assumpt
that the narrative sicture of a reelling process reflects ounconscious. Rmvering
the hidden part of these folktales was examined by psychoanalysis in thisveatlgth
century. According to Freudian theory, myth, as a way of relief repreasibfear, is a
selfcongious fiction that is sometimes as closeas could getdathetruth. If the
patientds past is not retr iwedtedeateqficinoe mor vy,
as a hypothesis that would hopefully be accepted as thet@n the other hand, @a

Jung attributes to mythology and the argtof civilization the possibility to solve the

2See Hans Blumenber@/ork on Mythtranslagd by Robert Wallace (Cambridge, MMIT Press, 1990),
57 and 94
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secrets of neurosis and psychosis. Jungian theogyratsss t hat a myt h serv
circumscribe and give an approximate description afrmonscious core of meaningd

Both mythology and psychoanalysis dedhwvihe irrational, the interpretation of

metaphorical language, and the mystery of how a certain narrative is formed. For Claude
Lévi-Strauss, shamanism and psychoanalysis were forowsenfthe psychoanalyshd

the shaman recreate a myth that the patas to liveln the case of psychoanalysis, a

sufferer of neurosis creates an individual myth that consists of elements drawn from the
past. In the case of shamanism, the patientormsfto a social myth, i.eituals that are
transmitted from the paét More importaitly, both psychoanalysis and shamanism

establish transference to the patient by means of symbols, which carry message directly

to his unconscious. Whether on the indiatlor the collective levelwhile the images

and recollections are aomulated in aifetime or in the tradition of a culture, the

unconscious structures them according to its law and thus transforms them into language.
In the field of psychoanalysis, Latéollows LéviSt r a wes:théosgh the recollection
ofthepateh s pertorpamaamhési s all ows the patient
contingencies by conferring on them the s

for the patient to attain theuth in his unconsciou%.

XCarlJung fiThe Psychol ogypef ot htaw Juideeind Kdr@yksenyiung and

Kerenyi: The Science of Mythologirans. Richard Francis Carrington Hull (London and Réutledge,

2002), 90.

%6See Claudeévi-St r aus s, 0 TsoeSyibd If & StaudtivakAnterepologytranslated by

Claire Jacobson and Brooke Grundfest Schoepf (New York and London: Basic Books, Inc., 1963),

186 205. See al s mscibusmth®Aanthrepolpgy éf Tlaudévitsrt a @ u Anserican i n
Anthropologst, vol. 75, issue 119732 0 4 8.

27J a ¢ q u e s The Fuocton and Field of Speeahd Languag i n Psyc hBcatsiAl ysi s, 0 i
Selectiontranslated by Bruce Fink (New Yorkondon: W. W. Norton and Company, 78, 31 106,

citation at 48.
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The reordering of text irLa vera storiacalls for a Lacaian psychoanalytic
reading. The new musical and scenic arrangements create overtones of new images and
new situations that speak to the interiority of the charactemsr&@oint. These dramatic
el ements particul aloflmyrorsteye thelNameaf-theFathed,s pr op o
and talking cure, which are al/l related to
structured | i ke | anguage. aseBly (Passe?shyids pl ay e
along with the five identical body doublesrded from Passby 1 There are a series of
seemingly nonsense events in Scene i n pa
her heart as though it were her brotffds) The fragmentation of her body athe
ichains of ?pchleonoraand Adaewhd fist hptear embracing each other,
are separated in Scene ; d) Passerby 3 is
as though it is detached from her bé8g) Heran s wer i s bi kdwbapofarm
[arma] that intersects with othpre o p | e Gasd her arm/weapon knows how to stop
intime?'f ) Passerby 306s word becomes clearer a

perso’®Al | these evoke Lacands ehpeciyabfymLac:

28fi Wh o amememy had always had it with him inside himsédfdi a br ot her o [ Chii ha ur
gia da sempre con sé dentro di s, come un fratello.]

PAA quest i on famuffthatdliesdhis mauth Ao hayeladshes, Chains of power ahe nigh

The words the eyelids the lips the teeth and thietimaii claws me The night the wind brushes against your

mo u t[bna domanda nel buio Un soffio un soffio che vola, lasuabdd al | e sue ciglia, Ca
e della notte Le parole le palbreld ab br a i denti e | 6unegtbsfiamantaltue mbéar t i
bocca.]

%Al see that my shadow abates onVegochelaans@ombisi i t wer e

abate su di te come se si stasgadal mio corpo.]

1A My  a n s wenrthai ceosseswithgour crimes. Mgapoflarmcansip i n time! 0 [La mi
o mi o braccio che sdincrocia coi tuoi del i tti. L

327/ T h earest Wazd is my hand that holds you g [ha pardla pil chiara & la mia ano che ti stringe.]
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met aphor of nryasdis uniied Sefnthe dragmented/bady, the sentiments
of aggression, and the selienation?

As previously observed, the father, Ugo, is left out in Part 2; he is absent
throughout the r@rderingprocess except for the concluding scene wheltthalinajor
charatersmake their final comments. The lack of the father figure (phallus) further
echoes Lacands t heor yNameofdhefatshemnx®@ | wmiadch omr
imaginary unity betweethe infant and the mothét For Lacan, as well @reud, the
primal Other is the father in the Oedipal triangle. The taboo of incest makes the father
become the triggering agent of the Law, which signals also absence and repression. When
the child discoers that it is the father who possesses the phatiich satisfis the
mot her s desire, he starts to find substit
another signifier (the Narpef-the-Father). Such fundamental lack induces the child to
recomi ze the other éds | a cphratianrofdthesdbges from ethers.l e adi n
Through the Namef-theFather,themothet hi | d unity i s broken, w
ability to exchange symbols and t)o signify

As Lacanés famous di wddUlkenlangagre amesgtssc i ou s i
not that we speak through language, but that language speaks through us, since our
unconscious has a buih structure that resembles linguistic rules. It is the signifying
chain through which all desire passes. In this,wayo t h e glanguag® ah theeséme
time speaks through our unconscious, so that our unconscious is also the discourse of the

Other that is never reconciled. We are forced to speak a language thasaufnsis own

®¥See Lacan, ATHre rirartriore Stf a geenitse8sl 9 Fuaesfeonabl yn5
34 See Lacankcrits: A Selectiontranslated by Alan Sheriddnondon: Tavistock Publications, 197{B7.
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desires and the desires of otldeesreproduction otheds cour se of our #fAf at
Ther ef eNameof-theF @aeher 06 t hat iinitiates our | ani

condemns us so that we are forced to repro

It is the discourse of my father, for instance, irfascas my fater made mistakes which | am
condemned to reproduceé | am condemned to repro
again the discourse he bequeathed to me, not simply because | am hisison, because one ¢
stop the chain of discoursand it is pretselymy duty to transmit it in its aberrant form to

someone els®.

Adabs curse on Ugo can be informed by L
the revenge for ditrelernintged pfdof e@amhbeod hitert o st
generations,rad he will liveinfear f or ever . I n Lacands theory
Afatherds speecho (the use of symbol ) is i
text AThe rouwmtte whrerievetdat ngg pgain stepyp. and
Activity in our unconscious, including the development of the mirror stage, is reflected in
our language as well. When the condemnation is retold in Part 2, the personal pronouns
and gender are t&n confused in the reported speech, recalling liasan e x péfanat i on
howan i nfantédés incorrect use of pronouns r e
the Other. The confusion of pronouns i n Pa

and Mmpgddragd her] particul aalliye nreethibekaat si & he p

35 Jacques Lacg The Seminarofalc ques Lacan: Book 2: Tledechigueofi n Fr eu
Psychoanalysisedited by Jacqueslain Miller, translated by Sylvana Tomaselli (Cambridge: Cambridge
Universty Press, 1988), 89.
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belva tu belva padidei belva figioc he t u hai sempre fatto vive

tu guestodansia del padreéo (Part 2,a Scene

©
o
o
o

madre che hai fatto Mnchedugeddémampeée helgl
Language as the agency of subjective co

when Passerby 3 identifies her ego by differentiating the Self from the Other.eftagim

words are combined in a stream without punotuma akin to he tednique known as

stream of unconsciousness narration. The text also hints at the separation of words and

the separation of objects: ALI kKAnddaveryar i ng u

D
o
O

gaze and every g¢a zredfferemiatsfads (or gazesyipthec i o n é

external world in a way parallel to how he separates words from a stream of sounds.
While Part 2 olLa vera storias a retelling of Part 1 in a disordered whpm

another perspective, it is also a demonstratidn L a ¢ ehoaddgtic thesry on the

formation of oneds ego in the mirror stage

di fferent references. These dranmeaesand aspec

metaphors and sets them on the stageadt) Lacan desibesthe mirror stage as a

drama

The mirror stage is a drama whose internal thrust is precipitated from insufficiency to
anticipatior® and which manufactures for all the subject, caughtuhe lure of spatial
identi fi cat,itoahe dssuertpnd thelamnsrtoflary alienating identity, which will

mark with its rigid structure the infants entire mental developifent.

3¢ Lacan,The Seninar of Jacques Laca Book 2 6.
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Lacands proposal of mirr ots,aplacathe does i
body) and a character (the subjebgt makeitai d raamf wunconscious. o T
directed by the force of drive and desire induced by insufficiency and anticipation, which
makes a contrast with the mechanical displacement of warsttucture in folktales. The

two narrative represgations demongatetwo ways of telling a story.

4.3 Crossing the Walls: Talking Cure in La vera storia

Laverastoriaii nt egrates in its dramatic unfol d
talking cure. Similar to Fapgimpiésadledchlki ng c
exchange between the subject and the analyst through the medium of language. To reach
outforhe Atrutho hidden within his unconsciou
himself as if he were another person, so that he ciandie himselfrom his subjective
egoanddesizThe analyst facilitates the subject
dialogue: in recollecting and-s#ructuring his own past, the subject can obtain the
Atruth. o

In an actual therapy process, the sobje taught tapprdiend himself as an
object in order to split his eg.The analyst sometimes converses as if hevkhe truth
in the subjectds unconsci ous. Il n Lacandés m

the other si dedsf 0t aratestGemabied pndthe anatyst. The

37 SeeJohn P. Muller and William J. Richardsdracanande nguage: A ReEarisdNeds Gui de
York: International Universities Press Inc, 1982), 70.
38 Muller and Richardsorl,acan and Languaged1.
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emerging truth is not | mme@eechabuteemginsdi scer ni

contained in a | arger text of his unconsci
styles or intonation are oftexssimilated inhesi bj ect 6 s speech. Here t
analyst is to assist the subject to find hisownvdice.e anal yst és i nterve

subjectbés speech directs him closer to the
of the eggpasses througthe wal. Each time, a new layer of reality is added, so the
subject can experience an awakening iroka Self.

By going to the other side of the wall, the subject experiences the truth of reality.
The whole conversation becomes a systémelays: the gbjectutters the speech which
contains the discourse of others, whereas the analyst moves across sidesiof the
wall, i .e. to adapt the subjectds speech a
exchange, the subject goes orspeak in a ne reaity. The process of articulating the
past i s hence an i nt er s upeeckioctudesthe speachofi n  wh
the analyst and vice versa.

The Lacanian talk therapy is alluded to in Part Rafera storiathrough the
characters angtagedirections: the passerby is split into five body doubles on the outset
and later two of them climbver the prison wall. The staging aligns with the metaphor of
Awal | of wordso of talking curgngdaahugeel | . S
wall in which two groups of acrobats, separated by a ladder in the middle, dance and
perform tricks. Thst agi ng corresponds to the activit
unconscious, as shown in Figur@.4witching on and off the light of the cells in which
the acrobats are dancing allows for variating their number on stage. This suggests that the

egospasover the wall to reach the other perso
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(Actress onlte left Passerby 3Actor on he right The Captain)

Figure 4.2: La vera storig Teatro alla Scala, March, 12, 198. Acrobats performing on both
sidesof the wall. Staging by Maurizio Scapparo, sets by Cdo Tommasi. Reproduced withkind
permisson of Teatro alla Scala, Mlan.

Themusical treatmerd | so refers to the psychoanaly
Part 2, Passerby 3 sings an angular melodyastSprechstimme to retell acgy from
her memory. When she is trying to recall the scene, the repeating fallingthird
occusinhermelodit i ne. She narrates Atheredséthere
Example 41, reminding her the image oftheb | ack wi ngo: ltpedéal a ner
words that are set in a chain of minor thirds in the condemnation of Pachlh su it h e
dea ho [ | anymdritfee]d, [Aila mia vita], #Ait splits:¢
Example £2 showsthebegm ng of A The iMParld efinfilae¢ i MIndc k wi

flapping over me. 0 This blhacarke. wi ng acts he
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.
Passante 3 glioc[o]_ +_[a][i] [o] chi e c'g e ce ce e c'& una co-sa_so la

Example4.1: La vera storiaP a s s e rnaryatioB (Part2,S c e n).e

Il Condannato

= L;Lmur u’?rniJ i==s=

L'a_____  lane-ra, \0 ne ra si ab-
— b >

V- £ £ E |
bat - - te o) - - - - ra

Example 4.2: La vera storigth e sy mb o | of ofParhled Lbd a@dkn dva mrga o

The falingthr d conti nues to invade her omel odi
[la morte], as shown in Example3} At this point the vocal group starts sing the
section on fAthe bl ack wing, esinginggyweswed d by h
asher frequent use of major seventh, as in Exampde 8he continues to mate the
story wunt i lons heuhifdeafhint abthe $athér.Arough the repetition of
the melodic figure Aon him, 0 sdimemorg. abl e t
Apreaps on us, 0 Atomorrow, 0 fAi frettlhe Thiety cor
mel odi ¢ f i @u & e cowsiktingio$tutoné, minoshird and semitone,
becomes a pivot for her that triggers her memory. We should also note the aynami
between Passby 3 and the vocal group. They sing in dialectical relationsvdba!
group first guides PasserByto singiit e bl ac k wi n gison the tiitdne. an e mp h

When Passerby 3 continues to bringrroawo fion
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[forse a1 noi domani], the vocal group picks up the same text. The vamap ghercries

out recitations witlvariousques t i ons and c@mmd mtue:? ol fs ei tnon
AWo is the |l aw?0 [chi — il lfestayighbtoBd] ,[ IAawh o 1
festa e il sangue] and so on. The interaction between PaSsarigithe vocal group

evokes a dyject didoguing with her unconscious ake recals a memory. Passerby 3

retrieves her memory of the father by a slip of the tongue. db& group, whih acts as

her unconscious, continues to unearth her hidden mei®@beytres to remember the

events ad the geeral impressions of these eusfnightmare and injustice). When she

remembers through the process of narration, her wordsddlg tleeper ito her

unconscious. The talking cure is rendered with the Spreamgtiandts melodic line

characteded by agular melodies with the frequense of major seventh, tritone and

minor third, irregular rhythm, fluctuating dynamics, and sudatsrented tones will use

the term Amusi cal i diiogingcybetoenefakr to oh
Thelingui st i ¢ t e rrstothdsdeech habitcot distinct sk @ language unique

to a person. Berio expresses his inteirethe deepeproblem of music and language,
including each 1t aumddsteaif,wselofdrusicahignagdars sos
on*PasserbyaB8dsofimesidocreflects her agitatio

mental state at the moment.

®Berio also related a qwaadeptiam6fsloulhartisulatoeahd distadtive| ect t o
features, which shows that he never abandoned the association between thisigaage based on
humani tyds i warsality&ee®eario|ntaavistd 856N i
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I I3 op ¢ s More detéls
4Ir o O o i ® I I T S — - b
Passante 3 ety b= = R e Tt Siee—— | from Passerby
for - se su noi_ % ma - ni o citois fi-nu-a soft - to  Din-2u-bo | di chici vuo g le 30s me m
7 ' ' — | il p lea ps
N P S— 5 S = ———F i f . fitoma r o w,
lui, su lu i, for se su noi do - 11-{ ni ﬁ | .I: t h e
bd —3 ! .
A B —_— = : : = : i == by continuedgo be
g;l:;, s-u Tu i, for ;c :u n;i d.o - ma ni. | n n | g h
G.v ) 7 , f through the
gli==== = =— 7 .‘ = , T = == | melodc figure
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—— of i onro
| B PEE — bZ o e . : o = =
fui, su lu i, for se su noi do ma - - ni.

N RehearsalD:
|_\

[4

The vocal group
picking up
Passerby




€T¢

Passante 3

sy, S

accel. molto
3” ca.

e

1
|

Chi & lui?

Oggi ¢ festa

E se non fosse vero?

¥4
L EEE——

La festa e il sangue

mf T
o—

ul

Nella festa tutto

L ——
e

La festa e il sangue

mf ———————
R e ———————.

Chi & la legge?

Nella festa tutto

mf T

Thew c a |

t he |

Follow-up questions aboutéhncident: Who is

groupds resy

La festa e il sangue
b m——
(e —————

ainrae? Wh s lbef

Nella festa tutto
mf
T S —"

La festa e il sangue
mf ————
—

Nella  [esta  tutto

Example 4.4: La vera storig Part 2, Scene , rehearsals B and D



The slipof-tongue ofthe falling minor thirddy Passerby 3 recalls the memof
death through theymbol of the black wing. In&ne , t he i nteraction be
3 and the anoymous vocal group emphasizes even more this dialectical relationship. It
also involves anotr character, the Captain [l Comandante], who interacts subtly with
Passerby and the vocal group. Examp#e5 shows that Passerby 3 narrates events about
Atmight o (AThis night i s a cage in darknes
while her @rt centers on semitones, minor thirds, tritones and major sevenths. The vocal
group then picksup thenatano At hi s night, 06 whiT™é develo
Captain joins to repeat Passerby 36ar text
and without any Sprechsti mme. Hrxietfthar t her i
screechesandhasiy { ema ddédansi e che st groudentieuess 6i mp i
to el aborate on the Captainds wdadmdghamd br
At ouching the night and t heenwlabodcajutsmg mout h
the samenusicd materials from the previous phrase (as hidtikgl). The repetition of
musical materials guides the vocal group to associate the new itiforméth the old
one. The Captain picks upcaela@ottg] agaimvete Nt o uc
his own singing style. Such dialectical relations amaimg three parties continue in this

section.
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