TOM RHEA

PE|

Martenot’s Mu

SPFECTIVES

sical Waves

¥ i) =%
4 4
¢ £
B
Y
S
4
i
o
& 5
o y N
= g 1 "
\w
e Ondes Marteoot’s dummy keyboard, with Circuit diagram for the Ondes Martenot. Dummy
wireo i nng apparatus for changing pitch. keyboard is at lower left,

Most musical instruments have a reper-
toire, a body of compositions referred to as
that instrum “literature.” For a variety
of reasons, many electronic musical instru-
ments have litde or no repertoire. fFor in-
stance, how can you write for the synthe-
stzerd U not a hived musical entity, like the
Hute, prano, o ttumpet. And many olec-
ot anstruments have been nn|y vatlid

ent's

ttations ol more expressive instramaents

otteany hude mrerest 1o the composer, Also,
SO One instruments have
been so ditficult 1o master (e.g., the There-
mini that there are few \'irlu(lsos to justify a
latge repertoire. Whether it is acoustic or
clectionic, a musical instrument builds a
repertoire when: (1) its design becomes

SO mustcal

fved: (2) it s capable of enough musical
nuance to attract composers; and (3) per-
tormers teel justified in devoting hours of

proae e e 16os mastery

Phe cepertore champ o electionic musi-

cal pedrinents s Mance Natenat’s Cindes

!

Slirgse ko = Thisiead sak ond ™ Bl stiene
tecnd s olten called the Ondes Natenot, o
~,|||1pf\ the Nartenot. Over tnve hundred

becn wnten which use the M-
Hhere ore

waorks have
tenot both orchestral and chame-
ber works, g ensembles for trios or
Some composers
tor the Martenot are Olm‘r
thaud, Dimitn Levid
forent Schmitt, mc.qu@s
Andre Jolivet, Jean Martinon, Maurice
and Lagard Varese,

i hudhin

Quattets ol arstiuments,

who havewnitten

Nesstaern. 1)
Nethur Hosegeed
ihert,
haargar,

The preponderance of French ¢

p-dace

omposers
Hhe Martenot was developed
1904, 1t

accrdent
m brance in has become particularly
poputarm brench radio, television, and stage
d use at the Opera
Saonale the Opera Comique, the Comedie
Foancanse the Theatre National Poputare du
Palis de Challot, and the Folies-Beryere.

he NMartenot anderwent numerous de-
sipn Changes that enhanced it musicality
fand thereby increased its repertoire). The
instrument uses the same h(‘u‘f()(i\’l) g tone
generation method as the Theremin (see last
month's columny: Two ultra-high oscillators
produce an audible difference tone. Maurice
Martenot must have realized the difficulty
that .the “space-controlled” Theremin pre-
sented to the performer. From his carliest
madel, Martenot included ways 1o give the

s dmd bas

toun

performer tactile and visual feedback for
accurate pitch control. On the first instru-
ments, pitch was controlled continuously
using an endless wire or band arranged on
pulleys to rotate a variable capacitor within
the instrument. A small plastic ring was
attached to this band. The performer placed
the forefinger of the right hand in this ring
o move the band, rotate the capacitor, and
ultimhately change the pitch, To help in the
locdtion of discrete pitches, a painted
“dummy” keyboard was placed under the
pitch band. By moving the finger to the
visual reference points provided by this
dummy keyboard, the performer could
easily arrive at traditional discrete pitches.

The instrument was keyed by the left
hand, which controlled a small button that
provided articulation. Several “stops” gov-
crned the envelope, or loudness shape (an
situation: articulation and pitch
control divided berween the hands—more
ke owimndanarament than a keyboairdy, The
lett hand abo controlled other stopswhich
pave dchowce ot eipht tone qualities, Timbre
was controlled by switching on tilter circuits
produced in the

mterestimg

that acted on harmonics
tirst stage of the amplitier.

Later improvements included the a(d;-
tion of more timbre stops and an acoustic
resonator to improve overall tone quality;
introduction of a true keyboard, making
non- L,il('l”;; playing possible; and the intro-
duction of a more sophisticated variable
pitch scheme in place of the original pulley-
controlled version. The 'newer pitch band
can be used in conjunction with the key-
board 1o reate ;mr!mwum (ulide). Once
again, pedormance is aided through a svs-
tem of m(h'nhl\nms on the front of the
cabinet below the keyboard;: these let the
performer feel interval size (by counting
indentations). Some models have a five- or
seven-octave kevboard that lets the per-
former control vibrato by shaking the key-
board from side to side. Refinements such as
these let the performer do what must be
done to create . nuance-filled musical
voice: bend pitch and create vibrato selec-
tively.

Maurice Martenot introduced the Ondes
Martenot at the Paris Opera in 1928 scarcely
a year after Leo Theremin had amazed Pari-
stansy with his Ftherphone (Theremin). The

Martenot, like the Th(<rf(*~.. . was di

Ondes

i

immec The inventor was aske
to g%\'f.‘ s \;)(‘( . pi": rmance tor 7?“\' Proes:-
dent of the Repubhc later that ye

After a Buropean tour, Maurice ot
arrived in the United Stajes 1o den
his “Instrument of Musical Waves  The 1o
concert in this country was gnen an 1110
with the Philadelphia Otchestra under the
direction of Leopold Stokowski. The pro-

gram included several transcribed work
a symphonic poem written for the M
by Dimitri Levidis. In December the ?
tenot was featured in a Carnegie Hall
cert. The new “ether wave' instrume
acclaimed by some as musically superior to
Professor Theremin's instrument:

wds

The tones were not always agreeable: but they
lacked the distressing portamento that maried
the performances of Professor Thersenun, and
~they had tar more tlexibility or utterance
Apparently the ponaple governing both de-

vices [NMartenotand Therenun] s the wime hop
Monsieur Martenot ases a dhifterent Lot s
appatiatus, and, what s muich nwore oo

gots ditterent and better musical resuits troas i
He has eliminated certain ot the earfier o
ties and defects that marred this “muasic trom

the ether.” He has not only tamed the “howi,
he has taught it politer musical manners

In fairness, it must be noted that the re-
viewer might have been making & comment
on the performers, rot the instruments. The
Theremin is extremely ditticult to play
virtuosi did not appear on the scene imine
diately.

In 1931 the Martenot was pilaved onoe
WABU s network in its Amoerican
debuat another PHogram U" Transcrpbion
The instrument’s later history 0 Aniein
includes its use for filmy music, ingles. and
commercials. Raymond Scott, composer and
inventor, and the late Eric Siday pioneered
use of the Ondes Martenot, as well as other
electronic musical instruments, in such
applications. For instance the old logo
formerly heard on ABC television was
created by Eric Siday using the Martenot.

it follows that where there is airepertoire,
there must be performers to play'it, and vice
versa. The Muartenot is still taught at some
French music schools, and there are
number of virtuosi on the instrument. One
has only to listen to this marvélous instru-
ment to understand its appieal. 1t iv g
beautiful “voice under control. 7 its control-
lable portamento, delicacy of vibrato con-
trol, and subtle shading ot tone color reman
under the control of the performer

In comparison. one is struck by the
anomalous situation with the synthesizer:
widespread use, but no formal literature in
the classical sense. Do we perhaps need to
restrict the sonic vocabulary of the synthe-
sizer 5o that it.can realize a smaller vocabu-
lary well? Or should players simply realize
that nuance lies in the hands. mind, and
heart—not in electrical circuitry?
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