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Abstract

It is known that production at the NHK electronic music studio does not exhibit any
theoretical or formal unity obvious enough that we could easily resort to synchronous
methods of analysis with a systematic nature, which would allow its essentialization:
numerous composers worked there, none of whom stood out — or rather sought to stand out —
as the figurehead around which to establish a common direction and precise features.
Therefore the play of opposites used to describe production of musique concréte at Club
d’essai / GRMC in France and the electronic music of NWDR in Germany cannot be applied
to grasp what is created at the NHK as well — or in a more limited fashion. Beyond an
analysis of the aesthetics of the pieces which we could constitute — to put it simply — around
specific technological, technical and stylistic characteristics, it thus appears necessary to
highlight the shared particularities from the cultural context and the work environment in
which they were being produced; in other words, the idea would be to extract the core
properties on which depend all the ones previously mentioned.

To allow that, the development of a diachronic history of the studio’s operation is an obvious
tool to consider. Indeed, if the studio is where all the repertoire was created it seems natural
that it would de facto represent — with high certainty for the researcher — a structural setting, a
persistence of stable landmarks, encompassing and levelling the music pieces through the
action of agents that we can believe to be irreducible. Yet, some archives tend to show that it
cannot be considered self-evident. The purpose of this communication is to underline with a
few examples backed by references how it is proving challenging to apprehend the production
of the studio in terms of continuity.

Is the NHK electronic music studio really a persistent structural setting?

It is known that the production at the NHK electronic music studio does not exhibit any
theoretical or formal unity obvious enough that we could easily resort to synchronous
methods of analysis with a systematic nature. Numerous composers worked there, none of
whom stood out, or rather sought to stand out, as the figurehead around which to establish a
common direction and precise features. As a consequence, speaking strictly of the structure
and forms of the musical pieces, the play of opposites used to describe the production of
musique concrete in France and electronic music in Germany cannot be applied to grasp what
is created at the NHK. Beyond an analysis of the aesthetics of the pieces, it thus appears
necessary to highlight the shared particularities from the cultural context and the work
environment in which they were being produced. In other words, the idea would be to extract
the core properties of what can be seen as a proper NHK studio aesthetics.
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To allow that, the development of a diachronic history of the NHK studio’s operation is an
obvious tool to consider. Indeed, if the studio is where all the repertoire was created, it seems
natural that it would actually represent a structural setting, a persistence of stable landmarks,
encompassing and levelling the music pieces through the action of agents that we can believe
to be irreducible. Yet, some archives tend to show that it cannot be considered self-evident.
The purpose of this communication is to underline with a few examples backed by references
how challenging a task it is to apprehend the NHK electronic music studio and its production
in terms of continuity.

Speaking of the NHK electronic music studio, which structure, in space and
time, are we referring to?

First of all, the most essential question is to ask ourselves what we really mean by the NHK
electronic music studio: that is, which structure, in space and time, are we referring to. Was
the studio created in 1954, when the composer Moroi Makoto ## H-##% (1930-2013), the first
at that time to have written extensively about Cologne electronic music and its principles,
joined a team of NHK technicians to perform sound experiments? Or was it in 1955 to
support the conception, by Mayuzumi Toshird FEHER (1953-1997), of the first electronic
music studies based on the analysis of texts from Robert Beyer (1901-1989) and Herbert
Eimert (1897-1972)? Or even in 1956 with the creation, by Moroi and Mayuzumi, of the first
original piece titled Shichi no variéshon (£ 7 7 ) =—3 3 > Variations on the musical
principle of seven)? Would it be possible that what is known today as the electronic music
studio was a construct posterior to 19567 In fact, it turns out that all those possibilities are at
the same time correct and insufficient.

The first person to write publicly about the existence of a studio seems to be the composer
Moroi Makoto, in the journal Ongaku geijutsu (B 3524017 Art of music) in August 1957, that
is to say nine months after the broadcasting of the piece Shichi no variéshon, and almost two
years after the broadcasting of the three studies of electronic music made by Mayuzumi. In
this text, Moroi states:
The first [work] has been made by Mayuzumi Toshird while, in 1955, I was traveling in Europe
and visiting the Cologne studio, but at that time the preparation was not sufficient enough, and
since that was the first [electronic music] experience for the composer as well as for the
technicians, that was like groping in the dark. However for this occasion, a studio although little
intended for electronic music has been established in the NHK buildings in Tokyd: a crowded
place where numerous devices and tools have been brought along, with which we managed to
work until we arranged it in a quite decent kind of studio [...]'".

BHIDO b DIE— L HAFRIZENBER LT, ZIV o DAZ FF % B L T 5 I B
EIC L > TRIESNTZDEN, ZORIIEE L AL Tho7- L, XAEME b HAf
BRI DR TH ST DO TELRHEROE D H -7z, LILINEZ>0Fic, /h
SWRN O HEFEREH A X FADNHKEEE (UL WICRE I, gkl Ensn
ADOEHSCHEENZ ZIZbDHIENT, [IRENMFEZER L ESITEETET
ARFEOREELELEDZDEZAETIEDT T,

! Makoto Moroi (3% £3), “Denshi ongaku — 7 no varigshon’ o chiishin ni” (&4 "TO V7 J = — g
> % H0NZ Electronic Music — With a focus on Shichi no variéshon), Ongaku geijutsu (% 3552577 Art of
music), 15(8), 1957, p. 94.

(V)
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The information makes obvious the existence of a studio, since Moroi uses the word several
times. But referring to the NHK almanacs of the time, which offer an extensive compilation
of the institution activities in various domains, we cannot find any mention of the studio. In
the 1957 edition of the almanac, is evocated the first broadcast of electronic music, that is to
say the studies Mayuzumi made, illustrated with a photography of the composing team. The
text attached to it states that the experiments realized at the NHK pursue the objective to
create in depth aural environments for the radio programs, as well as a new and original music
that would borrow the qualities of both the German electronic music and the American tape
music, but synthesized in an original manner’. Aside from this, nothing indicates in the text
that the setup of a studio dedicated to electronic music would allow this task to be pursued.

In fact, the real nature of the studio in the 1950s seems to remain quite abstruse until the
composer Shibata Minao (Y2H /) (1916-1996), in the autobiographical book Waga
ongaku — Waga jinsei (O3 5% 2 ANAE My music — My Life) published in 1995,
broached the topic in these terms:
[In 1955] the NHK electronic music studio didn’t exist yet. According to the list of the
electronic works made at the NHK elaborated by the producer Uenami Wataru [(_{RE)
(1925-2003)], the staff members created for the first time in 1954 Experimental music, then one
year later Mayuzumi composed three musical movements [...]; at this time on the ground floor
[of the building] three studios, numbered four, five, six, were aligned: the temporary electronic
music studio actually was one of the broadcast operating rooms located in a corner of this

corridor. At the last stage of his work, the situation was such that Mayuzumi used to work in the
corridor with the tape recorders passing through the threshold.

[...] [In 1956] finally, in the depths of the NHK premises in the area of Uchisaiwaicho, at the
extreme bottom of the newly made NHK Symphony Hall localized in the secondary building
[...], there was an overhanging room from which it was possible to see the hall through a large
window: here was another form of the temporary electronic music studio [...7]".
Z DR FCIINHKO B F R A ¥ O AL EIZAFEL TV, NHKICEIT 2B F R0
HTEE, T4 b7 2 =0 BRESAMERO Y 2 ML D &, £F Lt (B
) FBILCAZDPFDAN=N (ZF AT A G- I 2a—Ty 7)) il £0
BRICEI AN [] ZREOFREFEoToR, YRHE—HOHEN, H, K& =>X
BUFBWATND, ZORETOHD AL VA ORIFRERE PR OB HFHRA Y OF
Eol, REBERETIE, BEARBTICETIEAH LT LaThFEEL LT,
[] LR THNEITOREEOHE, 5 T INKS > 7 4 =— -« dh—/L] L) DN
HORT, [ ]2 DOEFEDORBEMOBIT, REQRTTABNOR—APRTAELEE
B, ZIZDEREOETFERAZ VAL ST H [ 511,

Based on this testimony, we can think that what was perceived as a studio by Moroi Makoto
was actually no more than successive borrowed places not specifically designed for the
creation of electronic music; in other words, one can hardly say that the proper conditions to
successfully create the pieces in time continuity were gathered. Of course, it is easy to
imagine that the NHK premises could not materially afford the sudden need of a dedicated
space before fully understanding the real possibilities of a proper electronic music studio.
Like Shibata Minao said, and whatever could have been the expectations for the future of

* “Denshi ongaku no hds6” (%54 D% Electronic Music Broadcasting), in NHK nenkan 9 — 1957 —
Nihon héso kyokai hen (NHKAE#E9 1957 H AKGEWH M NHK Almanac 9 — 1957 — Written by the
Broadcasting Company of Japan), Tokyd, Yumani shobd, 1999 [1* ed. 1957], pp. 30-33.

’ Minao Shibata (4 Fg i), Waga ongaku — Waga jinsei (1>735% A ANE My music — My life), Tokyd,
Iwanami shoten, 1995, pp. 274-275.

w
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electronic music from the NHK management and the composers, the pieces made at that time
were in a way considered as no more than "experimental", and, we can probably add, made in
the hurry to embrace and constitute the musical modernity. So much that despite the making
of several other works in the so-called electronic music studio, no significant mention about
them appear in the next NHK almanacs, until 1961.

On that year, a short section of the chapter concerning the development of the technical work
at the radio station is related to electronic music, and briefly displays the state of it since its
beginning®. At this stage of the current research about the NHK electronic music studio, it is
impossible to state with assurance why the management of the NHK chose to communicate
once again about the electronic production of the institution that very year, after a long period
of silence, but we can suppose that it is because the work Ondinu (4> 7 4 — X Ondine), an
opera composed by Miyoshi Akira (= 5) (1933-2013) for the radio and which contains
some electronic sounds besides instrumental music and chorus, won the First Prize of the
national Art Festival in the Music section in 1959. Thereafter, the 1962 edition of the NHK
almanac dedicates a space, in the section of the subjects of great interest of the year, to the big
success of Ondinu on a worldwide scale’: indeed, the piece obtained in 1960 the prestigious
Prix Italia award, established by RAI, the national public broadcasting of Italy, which rewards
the best radio and television broadcasts in the world. At this occasion the fine technical work
of what is called the "NHK electronic music studio" was praised, for what seems to be the
first time, in a text aimed at the general audience from the NHK management. Since this
event, news about the NHK electronic music studio is regularly given in the NHK almanacs
during the decade. However, in 1964, the information about the setup of a real electronic
music studio in a room of 103 square meters in the main building can be particular evidence
of the progressive importance and the consideration attached to electronic music®. The
information go beyond the boundaries of the NHK almanac, and so we can see that some
newspapers like the daily paper Asahi shinbun (/] H ¥/ Asahi Journal) or the weekly one
Ongaku shinbun (5 %$%7H# Music Journal) write about the creation of the first electronic
music studio in Japan. Thus, the 17" of May, Ongaku shinbun introduces the studio, and
informs about its key role in the celebration of the 1964 edition of the Olympics held in
Tokyo, since it is assigned with creating the music of the opening ceremony, which is then to
be made by Mayuzumi Toshird. Besides, is mentioned the creation of a research group for
electronic music, constituted by numerous composers, producers and technicians within the
institution, which aim is to develop and rationalize the electronic music production’.

* “Rajio gengyd gijutsu no shinten — Denshi ongaku” (7 ¥ A H2EH O 52 Evolution of the
broadcast technical work — Electronic music), in NHK nenkan 13 — 1961 — Nihon hosé kyokai hen (NHKAF-#5 13
1961 AARFEH S NHK Almanac 13 — 1961 — Written by the Broadcasting Company of Japan), Tokyd,
Yumani shoba, 2000 [1* ed. 1961], pp. 388-389.

> “Showa 35 nendo no topikkusu — Itaria sho jush” (BEFISSAEED b &y 7 A A X U 7B 5% Subjects of
great interest of the 35" year of Showa — The obtain of Prix Italia), in NHK nenkan 14 — 1962 1 — Nihon hosé
kyokai hen (NHKA-#514 1962 1 A AR5 S8 NHK Almanac 14 — 1962 1 — Written by the Broadcasting
Company of Japan), Tokyd, Yumani shobd, 2000 [1* ed. 1962], pp. 35-36.

% “Gengyd gijutsu — Denshi ongaku” (S Hffi 7517345 Work technics — Electronic music), in NHK nenkan
17 — 1964 — Nihon hoso kyokai hen (NHKAF-#17 1964 H A Jig 2% 2 #% NHK Almanac 17 — 1964 — Written by
the Broadcasting Company of Japan), Tokyd, Yumani shobd, 2000 [1* ed. 1964], p. 193.

7 ““Denshi ongaku shitsu’ ga kansei — Gorin kai kaishiki ni riyd no denshi ongaku mo junbi — NHK” ( &1 &
B ek LS XICFIAOEFFH S % NHK Completion of an “electronic music laboratory” —
And preparation of an electronic music piece used for the Olympics overture ceremony — NHK), Ongaku
shinbun (% %53 Music Journal), 1067, 1964, p. 7.
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For the purpose of a new creative injection and a better, more convenient using of the devices
and tools, the studio is completely removed and rebuilt in 1968, in the brand new NHK
buildings located in the Shibuya area. We can assume that Karlheinz Stockhausen (1928-
2007), who had been invited to compose in the NHK electronic music studio in 1966, played
a crucial role in the reorganization of it, since he suggested many ways to improve the
facilities use. In some way, here ends the first age of the NHK electronic music studio, an era
that we can characterize by a certain creative dynamic led by a powerful desire to innovate
despite the obvious lack of practicality of its premises. Without wanting to point out what can
be the exact reasons of the development through the years of the NHK electronic music
studio, we can see that this development seems to be dependent on the international reception
of electronic music and on the role this has to play in the recognition of the national
composers creativity and the sharp skills of the NHK engineers. As a result it is difficult to
assert if the NHK electronic music studio was founded in 1954 or if it was founded in 1964
among other dates; what is sure however is that the studio in these times never had the
pretension to be a completed frame of work, but a continuously improving tool of creation for
a no less continuously shaped music.

Which pieces can be thought of as coming from the studio?

After having considered the physical entity of the studio both in space and time, it seems just
as necessary to ask ourselves which musical pieces are really thought of as coming from the
studio. Indeed, numerous pieces produced for radio serial broadcasts, special programs, or for
specific institutional use have an uncertain status and do not appear in all the inventories
made over the years. In addition, can we consider that pure musical works, entirely made by
electronic means like Shichi no variéshon, are equivalent to narrative broadcasts that simply
make use of electronic instrumental devices such as Ondes Martenot? As Kawasaki Koji (J1]
754 ") and Shimura Satoshi (Z5#T#7) point out in a recent paper concerning an
investigation into NHK electronic music production, the full story of the studio is still
unknown?®, that is to say that there is no official exhaustive narrative and list of works. The
authors’ approach is then to constitute a list as extensive as possible of the works containing
electronic sounds or tape manipulations, whatever they are, made at the NHK; it is to say an
archival approach. Another approach, no less interesting and crucial for the understanding of
the creative and cultural dynamics of the NHK production at play through time, would be to
consider the various speeches about this production in a chronological stance and to trace
movements of thought and objects.

As an example, if we look at what seems to be the first list of musical works from the NHK
electronic music studio established by NHK engineers in 1961 in the technical report journal
NHK gijutsu kenkyi (NHKEITHFSE NHK Technical Research)’, and the list made for Ongaku
geijutsu in 1965, we can see that there is no mention of the piece Rittai hoso no tame no
myujikku konkuréto IAKIGED 2D DI 2V v 7 « 227 L— |~ Musique concréte for

® Koji Kawasaki (JI[I#54 ), and Satoshi Shimura (& 4#5), “NHK Tékyo ni oite seisaku sareta denshi ongaku
no chosa (1952 kara 1968 nen)” (NHKH FIZHB W THIES N7 E T E RO 1952~1968 4 Survey of
Electronic Music composed in Tokyd NHK — Japan Broadcasting Corporation — 1952-1968), Journal — Institute
of Advanced Media Arts and Sciences, 8, 2016, p. 122.

® Tsukasa Takatsuji (3t 1), Hisashi Fujita (% %), Yoshinori Ando (ZZj# 1 #), and Hiroshi Shiotani (%
7%), “Denshi ongaku” (#E1-35 %% Musique électronique), NHK gijutsu kenkyii (NHK 75 NHK Technical
Research), 13(4), 1961, p. 348.

(9]
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Stereophonic Broadcast) composed by Shibata Minao in 1955'. Though, nowadays, this piece
appears in some lists, such as the one provided by Tanaka Yuji (FHHE ) in 2001 in his
book Denshi ongaku in Japan (%5525 in Japan Electronic Music in Japan)''. Besides, it
seems that the first list to mention it as a NHK electronic music studio work is the one made
for the International Electronic Music Catalogue compiled by Hugh Davies and published in
1968'. To the question why the piece was not included in the first lists, we can reply that it is
probably because, in fact, it has not been made in what we can consider to be the NHK
electronic music studio.

Indeed, in his book Waga ongaku — Waga jinsei, Minao Shibata explains that while
Mayuzumi Toshird was working on his electronic studies in what is now known as the
electronic music studio at the ground floor of the main NHK building, himself was working
on the third floor of it, in a different studio that probably offered a broader stability and ease
of work, and assisted by a different technical team". Moreover, even though both works were
designed to participate in the Art festival the same year, Shibata’s piece had to be an
accomplished piece to promote the technical proficiency of the stereophonic broadcast
developed within NHK while Mayuzumi’s electronic studies can be considered ambitious but
as still experiment stage works. Thus, Rittai hosé no tame no myujikku konkuréto is not a
piece coming from what we can call the NHK electronic music studio, but for the sake of
systematization and listing of NHK electroacoustic works, and moreover for the promotion of
the local works on an international scale, it has been largely integrated to it. Basically, to
incorporate or not Rittai hoso no tame no myujikku konkuréto to the NHK electronic music
studio works list is not an important matter of debate, but what we can see here is that the
need to seize the NHK electronic musical production or to trace a story of the studio, as far as
possible, have to be supplemented and put into perspective by viewing each piece
individually.

The NHK electronic studio as an entity made of asperities and ruptures

Those few facts illustrate how delicate a task it is to restrict the production of the studio
within known markers, as it cannot be said that all production from the NHK taking
advantage of electronic technologies or the technical capabilities of the tape recorder
automatically becomes a piece from the electronic music studio. It is all the more perilous
considering the fact that there is no official archives of the studio, and that the only available
resort for the researcher to treat the data is to rely on scattered documents and discographies.
In this way, to achieve simplicity and clarity, it is not surprising that we would need to rely on
a rational and quickly workable classification as made available by the inventory produced a
posteriori. Although convenient and allowing us a direct entry into the repertoire under
scrutiny, this could however not suffice to extract the potential characteristics of the aesthetic
identity of the production of the NHK electronic music studio; nor can it help determine the

1 Kiyotatsu Miyoshi (= #1#1%), Wataru Uenami (_7R7%), Keimei Asami (¥ 2. H), and Kosuke Nakamura
(FFAFEEST), “NHK denshi ongaku sutajio” (NHKE 1~ %8 A % 7 NHK Electronic Music Studio), Ongaku
geijutsu (52857 Art of Music), 23(8), 1965, pp. 54-59.

" Yji Tanaka (HI ), Denshi ongaku in Japan (76353 in Japan Electronic Music in Japan), Tokyo,
Aspect, 2001, p. 102.

"2 Hugh DAVIES (ed), Répertoire international des musiques électroacoustiques / International Electronic
Music Catalog — Electronic Music Review Nos. 2/3, April/July 1967, Paris / New York, Le Groupe de
Recherches Musicales de I’O.R.T.F. / The Independent Electronic Music Center, 1968, p. 128.

"> Minao Shibata, op. cit., pp. 273-274.
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stakes of its positioning within the international production. This is why a deep dive into the
available texts should prevent us from considering the NHK electronic music studio as a
continuous and smooth entity, but instead to reveal all his asperities and ruptures, on which it
is important to insist for understanding the particular cultural and aesthetic dynamics in play.
Finally, it is therefore about managing scatterings that a structuring element inherent to the
NHK electronic music studio — an element which is not the so-called studio itself, but which
rather lies in it — yet to be defined should attempt to minimise.

I express all my gratitude to Professor Shimura Satoshi and Professor Nakano Junko from
Osaka University of Arts and the Canon Foundation in Europe for having made possible this
research.
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