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Word of welcome 
 

At last – welcome to EMS21! The theme for this conference is ‘Future Directions on 
Electroacoustic Music Studies’. The word, future, indeed played a major role as the 
conference was twice postponed due to the Covid 19 pandemic and has ended up 
becoming a ‘mixed’ event involving people in Leicester as well as those joining online. 
 
EMS20, as the event was originally called, was brought to Leicester to celebrate the 
simultaneous birthdays of the MTI2 Institute for Sonic Creativity (20th) and the 
Cambridge University Press journal, Organised Sound (25th) which is based at the MTI2. 
Sixteen months later the celebrations will take place be it still under the shadow of a 
unique and challenging period.  
 
Nonetheless, the event will present ca. 50 papers including two exciting keynotes from 
Georgina Born and Simon Emmerson (who became an Emeritus Professor at DMU 
earlier this year), and cultural events on and off campus showcasing, amongst other 
works, the broad diversity of aesthetics present at MTI2. 
 
The conference convenors and other members of the Scientific Committee were 
thrilled by both the quality and quantity of submissions and were only saddened when 
a few were unable to attend/present their work given current circumstances, including 
some speakers whose work was very much on-theme. Hopefully these will feature at 
a future EMS event. 
 
For those attending, one of Leicester’s greatest characteristics is its multi-cultural 
ethos. Many schools have students representing well over sixty languages, for 
example. This ethos is represented in many ways, not least the presence of excellent 
food crossing cuisines of all continents which will be a major plus for those attending 
in Leicester. 
 
We wish you a fulfilling and exciting EMS21. 

 
 

Leigh Landy llandy@dmu.ac.uk  
James Andean james.andean@dmu.ac.uk  

www.mti.dmu.ac.uk  
www.ems-network.org  
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MAPS 
 

 
 

KEY 
 

Red buildings – DMU Campus 
Clephan building is on the corner of Oxford Street and Bonners Lane marked 

with *Clephan building 
PACE building is next door to the Clephan building marked with *PACE 

building 
 

All CL referenced rooms in this booklet are Clephan building 
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WALKING ROUTE MAP 

 
 

 
 

Walking directions from Phoenix Square to the Clephan and PACE buildings at 
DMU campus.  



EMS21 Conference 
 

 
6 

 
 

Conference Timetable 
 

Wednesday 10 November 
 

14:00 Reception opens CL 3rd 
Floor 

15:30 – 15:45 Conference Opening 
 

CL3.01 

16.00 – 17:00 Analytical insights 
 

Sound as Synthesis: Technological listening and 
intro-faces of sound 

Erik Nyström 
 

Variability and the Spatial Setting: emergent 
properties and sound relationships in acousmatic 

music 
Ambrose Seddon 

 

CL3.01 

17:00 – 18:00 Keynote  
Recomposing the Boundaries of Electroacoustic 

Music Studies (online) 
Georgina Born 

 

CL3.01 

18:00 – 19:00 Wine reception CL 3rd 
Floor 

19:00 – 20:15 Concert 
Live Music from MTI2  

Works by Simon Emmerson, Anna Xambó 
Sedó, John Richards and Leigh Landy 

 

PACE 1 
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Thursday 11 November 
 

9:00 Reception Opens CL 3rd 
Floor 

9:15 – 10:45 Production 
 

S.O.A.P: Making clean our compositional 
practice 

Bea Dawkins 
 

Virtual Music: A new studio practice 
Clovis McEvoy 

 
Towards a Response-able Electroacoustic 

Compositional Practice in Search of Sympoietic 
Multivalence: Entangling with more-than-

humans (online) 
Fulya Uçanok 

 

CL3.01 

Analysis 
A Listening Art (online) 

Reuben de Latour 
 

Chronos and Kairos in Electro-acoustic Music 
(online) 

Masimo Vito Avantaggiato 
 

A Global Approach to the Analysis of 
Electroacoustic Musics (online) 

Lissa Meridan 
 

CL3.03 
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10:45 – 11:00 Break  

(Refreshments available) 
 

CL 3rd 
Floor 

11:00 – 12:30 Analysis 
 

Perceptual Factors Contributing to the Identity of 
Sound Gestures 

Sven-Amin Lembke 
 

Inside Computer Music: Analysing the interaction 
of technology and musical creativity  

Michael Clarke, Frédéric Dufeu, Peter Manning 
(online) 

 
Machine Learning Techniques for Electroacoustic 

Music Analysis 
Pierre Couprie 

 

CL3.01 

12:30 – 13:30 Concert 
 

Acousmatic Music from MTI2  
 

Works by Peter Batchelor, Kevin Dahan, John 
Young, Simon Atkinson and James Andean  

 

PACE 
1 

13:30 – 15:00 Lunch 
 

 

15:00 – 16:30 Various 
Opera Samples in Electroacoustic Music: A portal 

for music discovery 
Manuella Blackburn, Kenneth Baird 

 

CL3.01 
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New Directions in Soundscape-based Sound-art: 
Hybridising autoethnography with 

computational analysis 
Natasha Barrett 

 
From AI in Enabling Sound Spotting to Zeitgeist 

Incorporated into Electroacoustic 
Categorisation Systems: A potential A–Z 

regarding the future of the field of 
Electroacoustic Music Studies – a conference 

provocation 
Leigh Landy 

 
16:30 – 16:45 Break  

(Refreshments available) 
 

 CL 3rd 
floor 

16:45 – 18:15 Soundscape approaches 
Live Electroacoustic Soundscape Performance of 

the Unheard Malaysian Soundscape: Music 
composition approach from Sfera Nada 

AINOLNAIM Azizol 
 

The Pastoral & the Acousmatic in Christina 
Kubisch's Five Electrical Walks 

Joseph Chaves (online) 
 

Soundscapes for Experiencing Architecture in 
Virtual Reality: Elements and considerations 

Jøran Rudi 
 
 
 
 
 

CL3.01 
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Friday 12 November 

 
9:00 Reception Opens 

 
 

9:15 – 10:45 EMS in Japan 
“Once-in-a-lifetime Experience of Mind-body 

Transformation” with Live Electronics 
TANIHARA Sachi (online) 

 
Towards Inclusion: Japanese women 

electroacoustic music composers database 
project 

MORISHITA Chikako and WATANABE Ai (online) 
 

Japanese Sound Performance as Conceptual 
Representation 

MIZUNO Mikako (online) 
 
 

CL3.03 

Production 
Symbiosis: A biological taxonomy for modes of 

interaction in dance-music collaborations 
Manoli Moriaty 

TACIT: A practice as research in electroacoustic 
music and contemporary dance 

José Miguel Candela (online) 
 

Electroacoustic Music as Embodied Cognition: 
Ecological grammars, image schemas and 

conceptual blending in timbre and compositional 
structure 

Brian Bridges, Stephen Roddy 
 

CL3.03 
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Education + Resources 
Schemas as a Pedagogical Tool to Enhance 

Appreciation of Electroacoustic Music 
Michael Gatt and Motje Wolf (online) 

 
Reaching Out and Beyond: Creating a legacy for 

sound-based creativity in primary schools 
David Holland 

 
FinEARS: Finnish Electro Acoustic Research 

Sources 
Mikko Ojanen (online) 

 

CL3.01 

10:45 – 11:00 Break  
(refreshments available) 

CL 3rd 
floor 

11:00 – 12:30 Various 
‘We Need a Fast Car': On electroacoustic music 

preservation, networks and STEIM 
Hannah Bosma (online) 

 
Architecture of Sound: Real and reified spaces 

in electroacoustic music 
John Nichols 

 
What Constitutes a Valid Musical Instrument? 

Historic approaches to instruments and 
instrumentality in Electroacoustic Music Studies 

James Mooney (online) 
 

CL3.01 

Synthesis 
Reconnections: Electroacoustic music & 

modular synthesis revival 
Neil O’Connor (online) 

CL3.03 
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Defining Analogue Synthesizer Practice 

Ewan Stefani 
 

Anacoustic Modes of Sound Construction: 
(Im)materiality in synthesis 

Robert Seaback 
 

12:30 – 14:00 Lunch 
 

 

14:00 – 15:00 Keynote Simon Emmerson – Memory, Flux, 
Wayfinding (in future electroacoustic music 

studies) 
 

CL3.01 

15:00 – 16:00 Analysis 
Expanding the Classification of Narrative 

Phenomena in Electroacoustic Music 
Composition: From intra and inter-musical 
narrative to performative and dramatised-

performative narrative 
Dimitris Savva (online) 

 
The Analysis of Computer Music Works with the 
Help of Code: Five specific features of the code 

to consider 
Maxence Larrieu (online) 

 

CL3.03 

 Production/Work analysis 
Why Not Use Humans? Affordances of machine 

agency in live electronics composition 
Jack Walker 

 
Representation of Performance and Expressive 

Meanings in Mantra for Two Pianos and Live 
Electronics by Karlheinz Stockhausen 

CL3.01 
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Simonetta Sargenti  (online) 
 

16:00 – 16:15 Break (refreshments available) CL 3rd 
floor 

16:15 – 17:45 Analysis/Soundscape 
Yes, but is it Site-specific? 

Ulf Holbrook  
 

Thresholds of Possibility: Portable Music, 
Community & Urbanism Post-COVID 

Jake Williams 
 

Reframing the Correspondences and 
Interactions between Space, Sound and 

Body 
Giulia Vismara (online) 

 

CL3.01 

 
 Production 

Voice Type and Speech Sound Type: Two 
analytical categories proposed for 

characterisation of acousmatic pieces that 
include vocal materials 

Alejandro Albornoz (online) 
 
Ambient Intelligence in Electroacoustic Music: 

Towards a future of self-organising 
electroacoustic music 

Phivos-Angelos Kollias (online) 
 

Patterns of Emergence: Musical form over 
feedback 

Ricardo Thomasi and A. A. Faría (online) 

CL3.03 
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20:15 Concert Phoenix Arts Centre ‘Visual Bits,  
 

Audible Bytes’ (VBAB) 
curated by Bret Battey 

 
Works by Asher Arnon (Israel), Bret Battey 

(USA/UK), Myriam Boucher (Canada), Marinos 
Giannoukis (Greece), Sebastiano Gualtieri 

(Italy), Andrew Hill (UK), João Pedro Oliveira 
(Portugal/USA), and Jean-Philippe Pierre-Louis 

(Canada). 

Phoenix 
Arts 

Centre – 
4 

Midland 
Street, 

Leicester 
LE 1 1TG 
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Saturday 13 November 
 

9:00 Reception opens 
 

 

9:30 -11:00 Analysis 
Spectromorphology and the World of Action 

Eric Maestri (online) 
 

Techniques and Terminology for the Analysis of 
Electroacoustic Music and More 

Fabio Fabbri 
 

Acousmatic, Invisible, Ontology 
Jean-Louis Di Santo 

 

CL3.01 

History 
The Canon of Electroacoustic Music: A possible 

concept? 
Martin Link (online) 

 
Beauchamp's Tenth Horse: Corwin, Reed, and 
Stoppard on electroacoustic music and radio 

sound effects 
Troy Cummings 

 

CL3.03 

11:00 – 11:15 Break  
(refreshments available) 

 

CL 3rd 
floor 
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11:15 – 12:15 Roundtable 

 
Future Directions of Electroacoustic Music 

Studies 
Natasha Barrett (online), Hannah Bosma (online), 

Pierre Couprie, Simon Emmerson, Leigh Landy 
(chair) and all participants. 

 

CL3.01 

12:15  Closing  
(announcement regarding EMS22) 

 

 

  



EMS21 Conference 
 

17 

Abstracts 
 Chronologically following the timetable 

 
Wednesday 10 November 

 
16.00 Analytical insights – CL3.01 

 
Sound as Synthesis: Technological listening and intro-faces of sound 

 
Erik Nyström,  

City University of London, 
erik.nystrom@city.ac.uk 

 
Abstract: This paper examines ways in which technology is manifest in sound 
experiences, and questions the tendency in acousmatic music and literature to 
assume an ontology where sounds always have an origin prior to technological 
mediation. Applications of ecological psychology to music discourse have 
emphasised how everyday experience of the real world informs musical 
listening. Yet conditions where the ‘real’ expands beyond the physical towards 
the virtual, and where technology is a mode of causal and environmental 
agency in the ecology of sound are underexplored.  The appeal to universality 
or common sense on the grounds of acoustically source-bonded discourse is 
disputable, especially since many listeners today are accustomed to idioms 
which do not conceive of acoustic sounds as archetypal to music. This paper 
argues that theory of music is fundamentally entangled with technologies, and 
proposes an alternative approach rooted in posthumanist thinking. The first 
step in this process is to dissolve the concept of ‘source’ and replace it with the 
concept of ‘intra-faces’, a neologism related to Karen Barad’s principle of 
‘intra-action’. 
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Variability and the Spatial Setting: emergent properties and sound 
relationships in acousmatic music 

 
Ambrose Seddon, 

Bournemouth University, 
aseddon@bournemouth.ac.uk 

 
Abstract: The notion of variation is a familiar device of much music, often 
working in conjunction with familiar pitch-based, temporal and timbral 
frameworks. Considering acousmatic music, for which the source material 
can be drawn from a vast world of acoustic phenomena, the notion of sound 
material variation remains relevant, but in which ways does it operate that 
are particular to this medium? We might further ask: to what extent has 
acousmatic music compositional practice revealed novel approaches to 
variation and variability, and how can we account for and discuss these 
approaches? In what ways are they musically meaningful to us as listeners? 
This paper will begin by discussing aspects of variation in acousmatic music 
composition, considering its musical significance when listening. Variability 
will then be viewed from a broader perspective, building upon Smalley’s 
notion of the spatial setting (1997). If space is aesthetically central to 
acousmatic music (Smalley 2007), adopting a holistic spatial viewpoint 
becomes a valuable avenue for investigation. As such, the role of variability 
within the unfolding of settings will be discussed with reference to specific 
works, exploring how awareness of emergent properties across the various 
sounds paves the way for a more holistic conception of variability.  
 
References 
Smalley, D., 1997. Spectromorphology: explaining sound-shapes. Organised 
Sound, 2 (2), 107-126. 
Smalley, D., 2007. Space-form and the acousmatic image. Organised Sound, 12 

(1), 35-58. 
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17.00 Keynote – CL3.01 
  

Recomposing the Boundaries of Electroacoustic Music Studies 
 

Georgina Born, 
University College London, 

g.born@ucl.ac.uk 
 

Abstract: In light of ongoing planetary crises, my 
theme is the recomposition not only of 
electroacoustic music studies but of 
electroacoustic music practice. For some time, 
certain valuable developments in 
electroacoustic music have questioned 
instrumental perspectives driven by an 
‘innovation’ telos and positivistic methodologies 
of human-computer interaction in which 
technologies are figured through ‘command and 
control’ or stimulus-response paradigms as 

‘tools’ for ‘application’ by a reigning human author-subject. Informed by 
critiques of these paradigms, the kinds of systems created in response have 
taken forms such as instantiating a ‘nonhierarchical… subject-subject model of 
discourse’, entailing ‘communication between two subject intelligences’, 
where the ‘tool’ is rendered capable of ‘the expression of personality, the 
assertion of agency, the assumption of responsibility and an encounter with 
history, memory and identity’ (Lewis). Alternatively, or perhaps 
complementing this, the very interactive system has been extended 
conceptually via the notion of an ‘audible ecosystem’ that is ‘in continual 
exchange with the surroundings and with its own history’ (Di Scipio). Here, 
feedback between machine, human, musical activity and external 
environment spreads out from performance, work, ‘text, or software, to 
become enmeshed in further flung social and material networks’ (Green). In 
this paper I build on these responses but urge the electroacoustic music 
community to go further – to extend how the system is both conceived and 
empractised. I draw inspiration from a famous paper by the STS scholar Michel 



EMS21 Conference 
 

 
20 

Callon, in which he probed what he called ‘economic externalities’ in order to 
show how the science of economics frames its object, the economy. Callon’s 
prescient aim was to highlight how, routinely, the economy is framed so as 
systematically to absent from calculation its actual impact on, for example, the 
environment from which raw materials are drawn and in which toxic waste 
materials are dumped, or the labouring subaltern populations extracting the 
raw materials or assembling the silicon chips at the very basis of economic 
markets. It is the countervailing, Callon-esque attention to bringing those 
‘externalities’ back in to how we understand and imagine economic – but also 
musical, cultural and social – processes, practices and impacts that I want to 
transpose into electroacoustic music, asking: what would it mean for artistic 
practices, and what kinds of ethical and political challenges are thrown up, 
once the EA music community redefines the boundaries of its activities so as 
to bring what are now deemed to be ‘externalities’ associated with the 
technologies into view as fully part of its responsibilities? And how would our 
ideas of authorship, the ‘work’ and sound itself be extended and redefined in 
this radical light? 
 

  



EMS21 Conference 
 

21 

Thursday 11 November 
 

9.15 Analysis – CL3.03 
 

A Listening Art 
 

Reuben de Latour,  
University of Canterbury (New Zealand),  

reuben.delatour@canterbury.ac.nz 
 

Abstract: In this paper I propose an alternative to the work-concept model for 
electro-acoustic music (hereafter EAM) studies. I argue that a revised and 
more flexible model than the work-concept is needed for three reasons: First, 
in order to better reflect the critical importance of listening in EAM theory; 
Second, to accommodate the breadth and diversity of EAM, especially when it 
overlaps with related fields such as sound art and instrumental music; Third, 
to affirm EAM as a disruptive practice, which challenges rather than reaffirms 
traditional relationships between composers, performers, scores, media, and 
listeners. I suggest that a basis for a new approach can be found in Roland 
Barthes’ essay “From Work to Text”. In this essay Barthes presents a revitalised 
understanding of reading as a collaborative act which plays a crucial role in the 
realisation of the text. I argue that an analogous reimagining of listening could 
provide an alternative to the work concept better suited to EAM. To 
demonstrate this, I consider several recent examples of EAM as “sonic texts”, 
where listening requires a complex suite of behaviours that can also involve 
speech, movement, reading, sight, and touch. 
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Chronos and Kairos in Electro-acoustic Music 
 

Masimo Vito Avantaggiato, 
Conservatorio delle Svizzera Italiana, 

massimo.avantaggiato@conesrvatorio.ch 
 
Abstract: In this talk we’ve analyzed some time concepts, applying them to a 
selection of electroacoustic pieces of different aesthetics. 
Some differences are pointed out: between hors-temps and en-temps with 
specific application to the repertoire; the relationship between χρόνος 
(Chrónos) and καιρός (Kairós) and a) their influence on the compositional 
experience and b) on the approaches used to analyse electroacoustic pieces. 
With reference to the musical repertoire, we’ve cited works by J. Adams; J. 
Alvarez; F. Bayle; F. Donatoni; F. Otondo; J. Harrison; R. Minsburg; M. Obst; M. 
Rodrigue and others. 
 
The fact that acousmatic music is characterized by a sufficient degree of 
abstraction with reference to the more traditional musical parameters, does 
not lead us to the conclusion that the management of time cannot be also 
considered at an analytical level.  
 
We’ve cited as an emblematic case, amongst the others, the Crystal World 
cycle by the German composer M. Obst:  time and its management are 
important on a multidimensional scale and leads us to make further 
considerations on analytical techniques, its limits and possible developments. 
 
The last paragraph has highlighted how the conception of time influences 
composers, even at a macro-structural and formal level (Bayle, Donatoni, 
Rodrigue, Spectralists). 
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A Global Approach to the Analysis of Electroacoustic Musics 
 

Lissa Meridan,  
Université Bordeaux Montaigne, 

 lissmeridan@gmail.com 
 
Abstract: The analysis of electroacoustic music applies at the level of the 
musical event a priori during the listening process. The reception of the work, 
however, takes place at a subjective perceptual level. In general, the analysis 
of electroacoustic musics usually involves creating some sort of “score” or 
other linear representation in order to trace the trajectory of the piece over 
time and then reducing the piece into small units for closer analysis which 
considers the sonic ‘objects’ somewhat removed from their global and 
temporal context within the piece. How can we therefore gain a global 
understanding of an electroacoustic work as perceived during the listening 
process? Here, we propose a model for a holistic approach, where the work is 
analysed as being the consequence of a complex and dynamic system of 
interacting elements, forms and relations perceived in real time. Such an 
approach enables us to take into consideration effects such as perceptual and 
sensory illusions and other emergent phenomena which can only be perceived 
in relation to the work as a whole, effects that tend to disappear if we reduce 
the musical flux to its constitutive elements.  
 

9.15 Production – CL3.01 
 

S.O.A.P: Making clean our compositional practice 
 

Bea Dawkins, 
University of Aberdeen, 

beadawkins93@gmail.com 
 
Abstract: During the intuitive creative process, we are not always aware of the 
boundaries that we set ourselves. Often, it is when the creative flow is 
complete that we can realise precisely what we have created. Expressing this 
ineffable process through words can be difficult, especially when words bring 
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restrictions of meaning that might not accurately reflect our intentions. 
Supporting texts such as programme notes are a useful exercise for 
communication and an opportunity for us to further understand our inner 
workings, but how can we do more? 
 
This framework aims to highlight the composer’s conscious and subconscious 
treatment of four elements of composition and performance (space, objects, 
agency, and place (S.O.A.P)) within two environments: the digital environment 
and the performance environment, gaining ‘new’ information to help inform 
their future compositions. As such, S.O.A.P. is designed to analyse artistic 
practice as opposed to just singular compositions and can be applied to a range 
of performance media. This makes S.O.A.P. a potentially useful tool for analysis 
and as stimulation for new works. It is my aim that by addressing the habits of 
our creative practice, we can begin to consciously work with or against them, 
thus enhancing and expanding our creative practice.  
 

Virtual Music: A new studio practice 
 

Clovis McEvoy, 
clovismcevoy@gmail.com 

 
Abstract: Composing musical experiences for virtual reality (VR) is a daunting 
task - one that draws techniques from a variety of studio-based practices, yet 
also adds new layers of complexity, new aesthetic and technical considerations 
and medium-specific methods of presentation.  Given these varied demands 
upon sonic artists working in VR, the necessity to develop a robust 
compositional language seems self-evident.  
 
As a step toward this development, this paper provides a definition of the 
studio practice, and the terminology virtual music is proposed to describe 
works that fit with this definition. The Virtual Music Trace model (VMT) is 
proposed to describe: the essential elements that form virtual music works; 
the nature of the medium itself; and four perceptual modes that form a 
continuum spanning the most basic of virtual music works, the observational, 
to more complex participatory works.  
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The intention behind the development of this model and its four perceptual 
modes is to provide sonic artists with some foundational methods of 
engagement in virtual music, and to provoke a dialogue that may build upon 
and refine this model. 

 
Towards a Response-able Electroacoustic Compositional Practice in 

Search of Sympoietic Multivalence: Entangling with more-than-
humans 

 
Fulya Uçanok, 

Istanbul Technical University, Istanbul Bilgi University, 
fulyaucanok@gmail.com 

 
Abstract: This paper proposes a relational model for electroacoustic composition 
practice, informed by socio-musical imagination. In the model, relationality 
focuses on cultivating practices of response-ability of the composer with more-
than-human agents, within an entangled sympoietic musical space. Using this 
model as a springing board, the paper questions and re-figures some of the 
conventional ways of thinking about the concepts of poietic agency, and of 
multivalence within the composition practice. 

 
11.00 Analysis CL3.01 

 
Perceptual Factors Contributing to the Identity of Sound Gestures 

 
Sven-Amin Lembke, 

De Montfort University, 
sven-amin.lembke@dmu.ac.uk 

 
Abstract: Sound gestures assume an important role in electroacoustic music, 
especially in the context of spectromorphology (Smalley, 1997). To fulfil their 
communicative aim, gestures have to also be perceived as such. Studies on 
sound-to-gesture relations have revealed valuable insights, but still more 
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fundamental research related to electroacoustic practice is necessary and was 
here addressed by two perceptual experiments. Using the meso and micro 
timescales proposed by Gødoy (2006), two questions were explored: 1) what 
information does a gesture convey at the meso level, and 2) how do signal 
features at the micro level affect gestural properties? 
 
Experimental findings illustrate how meso-level gestural identity depends on 
features encoded in the micro-level signal structure. For one, important 
properties of gestural shape and curvature directly were informed by the 
physical scales underlying micro-level processes. How gestures evolve over 
time can be argued to represent aesthetic aspects in their own right, which go 
beyond simple gestural categories like ‘upward’ or ‘downward’. Furthermore, 
micro structure contains signal features that relate to both gestural and other 
potential signifiers. Whereas clear source bonds (Smalley, 1997) do not rule 
out gestural perception, the experimental findings still suggest that such 
strong bonds can detract from identifying gestures in real-world sounds. 
 
Inside Computer Music: Analysing the interaction of technology and 

musical creativity 
 

Michael Clarke, 
University of Huddersfield, 

j.m.clarke@hud.ac.uk, 
 

Frédéric Dufeu, 
University of Huddersfield, 

f.dufeu@hud.ac.uk, 
 

Peter Manning, 
Durham University, 

p.d.manning@durham.ac.uk 
 
Abstract: This presentation reflects on the approach taken to studying nine 
key works in the electroacoustic repertoire (by Chowning, Truax, Manoury, 
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Westerkamp, Dhomont, Wishart, Harvey, Lippe and Barrett) in the AHRC-
funded TaCEM project (Technology and Creativity in Electroacoustic Music) 
and its main output, the book Inside Computer Music (OUP 2020). It takes stock 
of what has been achieved and discusses potential future developments. We 
consider the problems and opportunities posed by adopting interactive aural 
analysis, the amalgamation of technical, historical and compositional aspects, 
and an approach to publication that seeks to integrate substantial text and 
interactive software as fluently as possible. The software encourages readers 
to learn primarily through engaging with the technology and the musical 
materials for themselves, playing with them. Our investigations also included 
interviewing the composers and/or those who had worked with them in the 
technical and musical realisation of each work. Videos of these interviews are 
incorporated into the software.  
 
It is hoped that further such studies will be produced, whether by ourselves or 
other researchers, extending the repertoire of music covered and developing 
this approach further. We discuss the technical and musical requirements for 
such undertakings, and the potential and challenges of doing so. 
 

Machine Learning Techniques for Electroacoustic Music Analysis 
 

Pierre Couprie,  
Paris-Saclay University,  

pierre.couprie@univ-evry.fr 
 
Abstract: Over the last ten years or so, machine learning methods and, more 
broadly, artificial intelligence, have returned to the forefront. There is 
innovative research based on the practice of man-machine co-intelligence for 
the analysis or creation of music. However, the techniques are still often 
confined to the musical corpus outside of electroacoustic music. 
 
From a musicological point of view, the semi-automatic methods of analysis 
offer very interesting perspectives. They can be used in the analysis of long-
duration works or corpus analysis, in audio reading assistance by grouping 
together similar fragments, highlighting singularities or some sound 
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transformations, etc. The field of teaching musical analysis or electroacoustic 
creation can also benefit from these methods. Machine learning techniques 
can help the analyst or the creator by proposing an initial spectral 
segmentation which can then be validated or verified to progressively enter 
into musical analysis. 
 
In this presentation, first, I will present a state of the art of the research on the 
use of machine learning methods for the study of electroacoustic music. Then, 
I will present a set of techniques that will be progressively integrated into the 
iAnalyse software, which offers tools for musical analysis. 
 

15.00 Various – CL3.01 
 

Opera Samples in Electroacoustic Music: A portal for music discovery 
 

Manuella Blackburn, 
Open University, 

manuella.blackburn@open.ac.uk, 
 

Kenneth Baird, 
European Opera Centre, 

bairdk@hope.ac.uk 
 
Abstract: This paper presents a collaborative research project based upon 
sampling from opera recordings appearing in electroacoustic music compositions. 
Research into musical borrowings identified works by Smalley, Oliveros, Andean, 
Dodge, Young, Emmerson and Qi, which all use opera (with its four-hundred year 
history, different cultural manifestations and varieties of musico-theatrical 
expression) as a resource for new creativity via sound recycling. The paper presents 
a hypothesis that musical borrowings crossing historical, contextual and genre 
boundaries require expert commentary from the discrete fields involved. This 
hypothesis calling for multi-voice commentary is explained and explored via the 
concept of interpretive communities (Fish, 1980) along with evidence that a 
diversity of perspectives can enhance the calibre/depth of outcomes and findings. 
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This research builds upon the repertoire identified in ‘The Terminology of 
Borrowing’ (Blackburn, Organised Sound, 2019) and feeds into a forthcoming 
research article, ‘Interpretive Communities for Sample-based music’ (Blackburn, 
Radical Musicology, 2021). Working in partnership with the European Opera 
Centre has made this work possible and the research hopes to inform future 
performance and creative opportunities for including opera citations within 
electroacoustic music that in turn enhance accessibility and education provisions. 
 

New Directions in Soundscape-based Sound-art: Hybridising 
autoethnography with computational analysis 

 
Natasha Barrett, 

Norwegian Academy of Music, 
natasha.barrett@nmh.no 

 
Abstract: Recordings or emulations of real-world sound environments feature 
throughout sound-art. Common are fixed media soundscape compositions, 
works addressing eco-structuralism in electroacoustic music, site-specific 
sound installations, performers that use the sound landscape as their stage, 
and architects and city-planners that design sound-sensitive structures. 
 
Despite this intense interest in our everyday sound-world, the creative 
approach developed in the early years of recording, generally persists in 
current practice: that is, a process guided by experiential self-reflection. This 
approach has served soundscape-based sound-art for many decades, yet tends 
towards a closed loop limited by the ear’s and body’s short-term experiential 
awareness. 
 
I propose a practice that hybridises autoethnography with computational 
analysis to overcome the limitations of experiential personal reflection, 
without denying the value of the artist as the creative force. In this paper I have 
chosen to focus on the affordances of spatial sound in outdoor environments 
framed in a musical perspective. The work draws on the perceptual theories of 
Gibson and Ingold, and on the possibilities that computational tools such as 3D 
sound decomposition and music information retrieval have to offer. To 
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illustrate the hybridisation approach, I present non-technical examples from 
my current experiments. 
 

From AI in Enabling Sound Spotting to Zeitgeist Incorporated into 
Electroacoustic Categorisation Systems: A potential A–Z regarding the 

future of the field of Electroacoustic Music Studies – a conference 
provocation 

 
Leigh Landy, 

De Montfort University, 
llandy@dmu.ac.uk 

 
Abstract: In 2001 I coordinated a conference, along with my former colleague, 
Andrew Hugill, at De Montfort University called ‘Music without Walls? Music 
without Instruments?’. This international conference formed part of the 
launch of the then Music, Technology and Innovation Research Group (now 
Institute). My contribution to that conference was what I called ‘a conference 
provocation’ entitled ‘From Algorithmic Jukeboxes to Zero-time Synthesis: A 
potential A–Z of Music in Tomorrow’s World’ (Organised Sound 6(2): 91–96). 
 
For EMS21 I return to the notion of a ‘conference provocation’ and create a 
second ‘potential A–Z’ focusing on this year’s EMS conference theme, namely 
Future Directions of Electroacoustic Music Studies. Given the 20’ duration of a 
conference talk, the 26 ideas will be briefly presented including a statement 
why each area might serve the future of the electroacoustic music studies 
domain. Each one of the 26 will represent under-developed areas in the field, 
sometimes presented formally, sometimes critically and sometimes 
humorously, thus a provocation in the form of food for thought. 
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16.45 Soundscape approaches – CL3.01 
 

Live Electroacoustic Soundscape Performance of the Unheard 
Malaysian Soundscape: Music composition approach from Sfera 

Nada 
 

AINOLNAIM Azizol, 
University of Bristol, Universiti Teknologi MARA Malaysia, 

if19294@bristol.ac.uk 
 
Abstract: This paper discusses the possible practice of ‘live’ music performance 
particularly for the electroacoustic soundscape music composition and its 
potential as an agency to induce the atmosphere of expectation and 
excitement from the listeners generated by the real-time and real-space sound 
source location and soundfield. The objective of this paper is to define ‘live’ 
electroacoustic soundscape music and explore its potential which leads to the 
development of a live performance-based composition concept and method, 
Nada Sfera for new electroacoustic soundscape composition based on  my 
artistic research theme, the Nada Bumi (voice of the earth); re-imagine Malay 
cultural identity with the accentuation of the unheard Malaysia biophony and 
geophony sound narrative through sound arts practice which serves as an 
alternative artistic platform for eco-cultural appreciation and conservation. 
 

The Pastoral & the Acousmatic in Christina Kubisch's Five Electrical 
Walks 

 
Joseph Chaves,  

University of Northern Colorado,  
joseph.chaves@unco.edu 

 
Abstract: This paper examines Christina Kubisch’s Five Electrical Walks 
(hereafter FEW) as an instance of the musical and literary genre of the 
pastoral—and, more particularly, of the tradition of rus in urbe, which finds the 
country in the city. In auditing the pastoral, listeners sometimes naively take 
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sonic representations as more or less straightforward mirrors of Nature, either 
as concept or material. Conversely, we may seek to demystify the genre, 
revealing the artifice and technological mediation inherent in its production of 
transparency and purity. I want to suggest that the ‘naïve’ approach and the 
‘critical’ approach are not mutually exclusive—indeed, that the work of any 
pastoral is to coordinate these attitudes towards its material. This is 
particularly the case with FEW, where the electromagnetic signals that the 
piece reveals both discover the profound artificiality of the modern city and 
divulge ‘another Nature’ at the city’s core. 
 

Soundscapes for Experiencing Architecture in Virtual Reality: 
Elements and considerations 

 
Jøran Rudi, 

University of Huddersfield 
post@joranrudi.no 

 
Abstract: The Forest in the House (2018) was an intervention-based research 
project about construction and use of virtual reality in architectural 
exhibitions, realized as collaboration between University of Oslo (UiO), the 
National Museum, Notam and Atelier Oslo architects. Two dynamic 
soundscapes were constructed to fit with the visual models, and novel 
combinations of sound diffusion models were employed. Visitor reactions 
recorded on video, in questionnaires and in structured interviews have been 
the basis for the project’s findings. 
 
Key findings: Visitors’ sense of “being there” was high, despite typical low 
retention of details in the presented soundscapes. Difficult acoustic 
conditions in the exhibition space did not seem to affect the overall 
appreciation of the soundscapes, and the unconventional delivery method of 
combining a pseudo-VBAP loudspeaker setup with headset delivery did not 
trigger any reservation among the visitors.  Indoor and outdoor composed 
acoustic environments were accepted as credible and of positive value to the 
visitors, indicating that the simplified acoustic modeling of indoor and 
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outdoor soundscapes, as well as the simplified delivery methods, was of 
lesser importance than the semantic connotations of the content. 
 
This conference presentation has been supported by University of 
Huddersfield, where the author currently is Leverhulme Visiting Professor. 
 

16.45 Production – CL3.03 
 

Symbiosis: A biological taxonomy for modes of interaction in dance-music 
collaborations 

 
Manoli Mority, 

Liverpool Hope University, 
moriatm@hope.ac.uk 

 
Abstract: The relationship between the mediums of sound and movement is 
investigated through a conceptual interpretation of symbiosis, a phenomenon 
describing the close and persistent interactions between organisms of 
different species, manifesting across a spectrum of relationship types, from 
mutualistic to parasitic. This taxonomy is appropriated within three distinct 
modes of interaction between sound and movement, each considering the 
collaborating practitioners’ intended outcome, provisions, cognition of affect, 
and system operation. The modes are activated towards analysing six dancer-
musician collaborations from the field of interactive dance. The findings reveal 
the emergence of multiple modes in each work, as well as examples of 
mutation between different modes over the course of a performance. 
Furthermore, the symbiotic concept provides a novel understanding of the 
ways Human-Computer Interaction (HCI) technologies have redefined the 
relationship dynamics between dancers and musicians, and suggests a more 
efficient and inclusive approach in communicating the potential and 
limitations presented by HCI tools. The author concludes by highlighting the 
need for further insight of the collaborative process within literature focusing 
on HCI-mediated composition, particularly accounts of how technological tools 
are utilised, understood, and appropriated within our collaborators’ dance 
practices. 
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TACIT: A practice as research in electroacoustic music and 

contemporary dance 
 

José Miguel Candela, 
Universidad de Chile, 

candelajm@gmail.com 
 
Abstract: This paper is related to my recent doctoral research that aims to 
conduct a study around those situations that convene electroacoustic music 
and contemporary dance, in which appear choreomusical networks at the 
thresholds of the silent and the immovable. For the latter's realization, the 
research took electroacoustic music and contemporary dance as initial 
disciplinary areas of work. That is to say, those arts that base their practices 
precisely on sound and movement. Therefore, it was proposed to lead 
research from these disciplinary areas to places of new knowledge and 
territories of uncertainty, risk, and possible ruptures. From a methodological 
perspective, the research was carried out through artistic practice. The paper 
will initially outline the concept of "choreomusical relationships" (Hodgins 
1992; Jordan 2000, 2007, 2015; Damsholt 2006; Butterworth 2012) and the 
idea of Practice as Research (Borgdorff 2012, Haseman 2007). In the most 
crucial part of the presentation, I will briefly present the study's conclusions 
related to electroacoustic music and contemporary dance at the indicated 
perceptual thresholds and in the framework of their choreomusical networks. 
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Electroacoustic Music as Embodied Cognition: Ecological grammars, 
image schemas and conceptual blending in timbre and 

compositional structure 
 

Brian Bridges, 
Ulster University, 

bd.bridges@ulster.ac.uk, 
 

Stephen Roddy, 
Trinity College Dublin, 

roddyst@tcd.ie 
 
Abstract: Electroacoustic music can be seen as a liminal form of expression, 
navigating between identifiable soundscape materials, on the one hand, and 
more extensively processed/synthesised abstractions, on the other. The more 
obvious pole of electroacoustic music’s ecological base is clearly its use of 
soundscape-derived materials. However, a less obvious connection can be 
discerned even amidst Schaeffer’s (1966) attempt to create abstractions of 
these materials, which, although attempting to be ‘devoid of ecological 
meaning’ (Kendall, 2016), may still rest upon ecological organisational 
principles; c.f. (Bregman, 1990). We will aim to resolve the apparent 
contradictions of these poles via a framework informed by embodied 
cognition, which draws heavily on concepts related to the ecological.  
 
As such, we will interrogate the structural-extrinsic strand of Smalley’s (1997) 
spectromorphology, from localised/individuated sound-gestures to composite 
gestures and environments, touching also on his space-form (Smalley, 2007), 
alongside emerging concepts in other fields of timbre as ecosystem rather than 
individuated (Ferrer, 2011). As embodied (gestural) and ecological (contextual-
environmental) conceptions of timbre intersect–c.f. (Godøy, 2006)–the 
interaction of more formal timbre-space and electroacoustic music’s gestural 
language may be influenced by metaphors and conceptual blends (Fauconnier 
and Turner, 2002) whose spatial structures and logics may help to define 
musical structures.  
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Friday 12 November 
 

9.15 EMS in Japan CL3.03 
 

“Once-in-a-lifetime Experience of Mind-body Transformation” with 
Live Electronics 

 
TANIHARA Sachi, 

Tokyo University of the Arts, 
sachitnhr@yahoo.co.jp 

 
Abstract: To deepen the relation between electroacoustic music and 
happiness, it will be meaningful to explore the possibilities of Live Electronics 
as a once-in-a-lifetime experience that metamorphoses the mind and body 
into the best. Our minds, even our ways of life are changed by others’ words 
and this amazing agent of transformation is transmitted to others by vocalizing 
and is received as dynamic force through their bodies and souls. I believe that 
this enchanted sonic power can be further developed with electroacoustic 
music and that Live Electronics will be able to realize the profound “here and 
now” experience of self-reform. AI-generated music and artificial voice will 
progress at an accelerated pace, and in such a period, it will be significant for 
future humankind to pursue the music with “the one and only voice in the 
world” that is absolutely rooted in and produced from one's irreplaceable own 
body. Therefore, it is vital to create spatial music that can “enchant ourselves 
by chanting” with our own voices, aiming at the mind-body transforming 
experience “Voice Metamorphosis” in which vocalization unifies 
body/mind/sound/space. This sort of electroacoustic music could also re-
harmonize human voice with great nature sound, like Pygmy’s polyphony 
music harmonized with the forest sound. In future, electronic music may play 
a role in bringing people back to the healthy and harmonious 
mind/body/sound world, giving us the power to live. 
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Towards Inclusion: Japanese women electroacoustic music 
composers database project 

 
MOROSHITA Chikako, 
rincoair@gmail.com 

 
WATANABE Ai, 

Tokyo University of the Arts, 
watanabe.ai@geidai.ac.jp 

 
Abstract: The project aims to create a comprehensive database of Japanese 
women electroacoustic music composers which is accessible and utilisable by 
both local and international practitioners.  
 
Historical and political questions have prevented to address the rich lineage of 
Japanese women composers within Japanese national discourses. 
Consequently, it has received even less attention in Western scholarship. 
There was a "good wife, wise mother" policy during the Meiji period (1868-
1912): Japanese bureaucracy emphasized the roles of women in the 
management of the home and the education of children. Even after that 
period, it was not easy for women to have an independent music career.  
 
We see this database of Japanese women electroacoustic music composers as 
having significant potential in addressing the lacunae within the historical 
narrative that is being perpetuated in Japan and abroad. By incorporating the 
wealth of work by women in this field, scholars and practitioners alike can re-
evaluate the developments of electroacoustic music and create a more 
inclusive narrative, thereby creating a larger frame of understanding the field. 
This in turn will help current practitioners discover techniques and ideas that 
may have been overlooked by 20th century historiographical methods. 
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Japanese Sound Performance as Conceptual Representation 
 

MIZUNO Mikako, 
Nagoya City University, 

mikakom@sda.nagoya-cu.ac.jp 
 
Abstract: Sound arts in the 1960s covering the live-electronic by Fluxus or 
those of the 1990s featuring the mixed music based on real-time sound 
processing require live music performances, such as playing the instruments 
and singing. However, live performances with new systems are sometimes 
irrelevant to musical gestures, or there are gradations in balance between 
sound making and performances through musical gestures. This presentation 
explores Japanese sound arts in the millennium along with the framework of 
performance versus exhibition, which can provide a possible perspective for 
the musicological research of electroacoustic music. Several examples of 
Japanese sound arts, which were not performed or presented in concert halls 
but in alternative spaces, such as museums, public spaces, and exhibitions, are 
highlighted. The discussion will cover Yasunao Tone, Takehisa Kosugi, Akio 
Suzuki, and Formant Brothers will appear in comparison with recent sound arts 
by Kyohei Hayashi, Satoshi Fukushima, Taro Yasuno. 
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9.15 Education + Resources CL3.01 
 

Schemas as a Pedagogical Tool to Enhance Appreciation of 
Electroacoustic Music 

 
Michael Gatt, 

Kingston University, 
m.gatt@kingston.ac.uk, 

 
Motje Wolf, 

De Montfort University, 
mwolf@dmu.ac.uk 

 
Abstract: This paper will discuss the development process of a new pedagogic 
framework for teaching Electroacoustic music (EA) in Higher Education (HE), 
addressing aspects of appreciation of EA during the first year of study. The 
framework is based on previous research by the authors. Wolf’s PhD research 
(2013a) has shown that inexperienced listeners who are listening to EA music 
for the first time need to develop a cognitive prototype to be able to 
appreciate it and Gatt’s (2020) research suggests that musical expectations 
come from listening schemas, and these schemas are developed through 
musical exposure. The new pedagogic framework will therefore focus on the 
establishment of schemas through the development of listening skills, focusing 
on the use of different types of sounds and structural relationship, such as 
gestures or expectations, within compositions. A study investigating this 
pedagogical framework was carried out and the initial results will be presented 
by the time of the conference. 
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Reaching Out and Beyond: Creating a legacy for sound-based 
creativity in primary schools 

 
David Holland, 

De Montfort University, 
kipdave@hotmail.co.uk 

 
Abstract: This paper will outline research at De Montfort University (DMU), in 
partnership with the Leicester-Shire Schools Music Service (LSMS) and funded 
by the Midlands4Cities Creative Economy Engagement Fellowship (CEEF) 
programme, concerned with increasing creative engagement with sound-
based music (sbm) in primary schools. The project builds on the EU Interfaces 
project (a Creative Europe project concerned with bringing new music to new 
audiences) and other research conducted at concerned with increasing access 
to sbm in pedagogical contexts. In partnership with LSMS, a whole unit of 
lessons on sound-based creativity was developed for Key Stage 2 children (7-
11 year olds). The central question then posed by this postdoctoral research 
was: how effectively can non-specialist teachers deliver such lessons without 
requiring the presence of experts from the field?  
 
Resources were created to support teachers in guiding pupils through the unit 
and a case study approach was used to collect largely qualitative data. 
Responses from the participating teachers and pupils have been very positive. 
As a result of this, LSMS are continuing to offer the unit to schools in 
Leicestershire with the possibility that this could be offered nationally to other 
music education hubs in the future. 
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FinEARS: Finnish ElectroAcoustic Research Sources 
 

Mikko Ojanen, 
University of Helsinki, 

mikko.ojanen@helsinki.fi 
 
Abstract: FinEARS – Finnish ElectroAcoustic Research Sources project aims to 
provide a low threshold access point for research material and data related to 
electroacoustic music which are currently scattered around institutional 
archives, private collections and other miscellaneous locations. The collections 
– even in responsible archives – have not been catalogued or documented, 
thus their accessibility and usability for research purposes are weak. The 
project aims to strengthen the findability and accessibility of historical 
documentary material and its reusability as research data for researchers, 
citizen science projects and even for the large audience.  
 
FinEARS has three research and teaching related goals. With FinEARS, I aim to 
facilitate ongoing research, to produce new research especially with 
interdisciplinary connections, and to strengthen pedagogical possibilities. The 
project has a strong link to the current Open Science and Research initiative, 
which is particularly challenging in the fields of arts, humanities and social 
sciences (AHSS). FinEARS is inspired by the original EARS: ElectroAcoustic 
Resource Site project maintained by Leigh Landy and Simon Atkinson at the 
Music, Technology and Innovation Research Centre (MTI) of De Montfort 
University and Pierre Couprie at Paris-Saclay University. 
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11.00 Various CL3.01  
 

‘We Need a Fast Car': On electroacoustic music preservation, 
networks and STEIM 

 
Hannah Bosma, 

Univesity of Amsterdam, 
h.m.bosma@uva.nl 

 
Abstract: Studio for Electro-Instrumental Music STEIM (1969–2021), based in 
Amsterdam, was struggling with its archive already for a long time. Now that 
this organization has ceased to exist, due to loss of funding, the question of its 
archive is even more urgent. STEIM was a pioneer in live electronic instruments 
and interfaces, software and hardware, and developed technologies and 
artistic practices that later became trendy in the hands of more mainstream, 
commercial producers, while STEIM’s work risks to become forgotten. I argue 
that the network-based practices of STEIM, its aesthetics of Touch and of the 
here and now, and its ambivalence towards archiving, require an unusual 
archival approach. Extending STEIM’s notion of the “living archive”, I propose 
the concept of the network archive. In this presentation, I will discuss the 
background of STEIM’s archive and the preliminary results of a pilot study into 
a network archive for STEIM. 
  
This is part of my postdoc research project “Preservation as performance: 
liveness, loss and viability in electroacoustic music”, University of Amsterdam 
2019-2023 (NWO Veni grant). The pilot study into the network archive is a 
joint effort with STEIM and Stichting Klinken and financially supported 
by the Mondriaan Fund. 
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Architecture of Sound: Real and reified spaces in electroacoustic 
music 

 
John Nichols, 

University of Tampa, 
jnichols@ut.edu 

 
Abstract: As new forms of sonic creativity establish an identity, the community 
questions where various electroacoustic developments will lead. Innovative 
music inventions risk neglect before users become intimately familiar with 
them as advancements continuously arise presenting more imaginative 
options. Are electroacoustic composers overwhelmed by the possibilities? 
What is stable within this field? One of the recurring themes in electroacoustic 
music is a robust acknowledgement of real and reified architectural spaces. 
Real space and imagined real space are combined, contested, incorporated, 
and ubiquitously included in the vast catalogue of compositions and creative 
output. Perhaps as we confront a conditioned mimetic tendency, aurally 
perceived architecture combined with lived memories supplies a surrogate 
grounding intimation; once rather incidental, now entirely essential. 
Considering works from figures such as Parmegiani, Harrison, Brnçic, 
Normandeau, Beranek, Sabine, Baumann, and others, this study focuses on 
how concepts in architectural acoustics has influenced and can influence 
electroacoustic music in the future.   
 
What Constitutes a Valid Musical Instrument? Historic approaches to 

instruments and instrumentality in Electroacoustic Music Studies 
 

James Mooney, 
University of Leeds, 

j.r.mooney@leeds.ac.uk 
 
Abstract: In this paper I use the concepts of musical instrumentation and 
instrumentality as a way of placing the development of studio-based 
electroacoustic music in historic context. Histories of electroacoustic music 
have often been framed primarily in terms of compositional philosophy: 
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musique concrete, elektronische Musik, etc. Here, however, I highlight a 
different aspect of the story by casting the development of studio-based 
electroacoustic music as a radical shift in musical instrumentation. My core 
argument is that, with the emergence of studio-based electroacoustic music, 
tape recorders, digital computers, and electronic music studios became 
musical instruments. This development went hand-in-hand with a radical 
rethinking of the very concept of musical instrumentality—albeit one that 
appears not to have gained traction in the wider public imagination (in the 
sense that tape recorders, computers, and studios are not widely considered 
“musical instruments”). My aims in this paper are: to revisit this instrumental 
rethinking from the perspectives of some of those involved in designing and 
making the new instruments in the 1950s and 60s; and to assess what was 
radical about it by weighing it against the more conventional criteria of musical 
instrumentality outlined by Hardjowirogo in her 2017 article “On the 
Construction of Instrumental Identity.”  
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11.00 Synthesis CL3.03 
 

Reconnections: Electroacoustic music & modular synthesis revival 
 

Neil O’Connor, 
University of Limerick, 

neil.oconnor@ul.ie 
 
Abstract: For many electroacoustic music composers, focus is more directed 
toward both timbral and textural approaches rather than pitch centric 
domain processes and for some, physical machines can allow for more 
interaction and can produce a more unrestrained sense of sonic exploration 
and compositional thinking. 
 
This paper examines a ‘reconnection’ to past compositional approaches via 
the modular synthesizer as manufacturers have been linking composers 
with the spirit of electroacoustic music making, returning to more physical 
and interactive compositional approaches. These processes are applied in 
my own work and mediated through the use of a Make Noise Shared 
System Plus Modular Synthesizer and the Morphagene, a module largely 
modeled on the Phonogene (1954), a multi-headed tape instrument, used 
by Pierre Schaeffer and Iannis Xenakis at Radio France. 

 
This examination asks if such as asking if these ‘reconnections’ to past 
techniques challenge or complement the established histories of 
electroacoustic music and to what end will it influence future directions 
within these worlds? Ultimately, as this paper attempts to demonstrate, the 
synthesis, transformation and organization of sound is still largely informed 
by aesthetic criteria, rather than the machines facilitating it. 
 
  



EMS21 Conference 
 

 
46 

Defining Analogue Synthesizer Practice 
 

Ewan Stefani, 
e.j.stefani@leeds.ac.uk 

 
Abstract: The analogue synthesizer has become a well-established and popular 
musical instrument, used within a wide range of musical genres since the 
1960s. This paper argues that the study of analogue synthesizer performance 
practice is currently under-represented in academic research. This applies to 
musical analysis of both historical and contemporary practice. Examples from 
relevant literature will be used to illustrate potential causes for this lack of 
academic attention. Secondly, it is proposed that more technologically-
informed approaches to musical analysis are required to fully understand how 
synthesizers are being used to create music. This point will be illustrated with 
examples of contemporary synthesizer practice, used to demonstrate how 
technological understanding can create a deeper understanding of how 
instruments are being used to create music. Finally, the paper will discuss how 
the full potential of the analogue synthesizer could be realised through the 
development of new musical works and performance practice, informed by 
analysis.  
 
Anacoustic Modes of Sound Construction: (Im)materiality in synthesis 
 

Robert Seaback, 
Norwegian Academy of Music, 

seaback.r@gmail.com 
 
Abstract: This talk discusses technical and aesthetic aspects of sound synthesis 
in the context of anacoustic modes of sound construction—a neologism that 
underscores the unique ontology of information in the digital domain. 
Anacoustic modes address the computer at its most fundamental level: the 
syntactic level of information. This changes the nature of signification as sound 
is considered first as an informational construct rather than a material 
circumstance, rupturing the front-loaded meaning that arises from our 
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acoustic experience. Following certain concepts encompassed by N. Katherine 
Hayles’s posthumanism, anacoustic modes can be viewed as an expression of 
the materiality of information.   
 
My discussion situates the anacoustic concept historically, with examples from 
composers such as Brün , Xenakis, and Tone, and concludes with an 
assessment of how the anacoustic concept can operate as a broad aesthetic 
territory following Hayles’s framework, the semiotics of virtuality. 

 
14.00 Keynote – CL3.01 

 
Memory, Flux, Wayfinding (in future electroacoustic music studies) 

 
Simon Emmerson, 

De Montfort University, 
s.emmerson@dmu.ac.uk 

 
 

Abstract: Studying electroacoustic 
music in all its many forms forced us to 
re-examine all previous notions of 
‘music analysis’. Ours rapidly became a 
multidiscipline. The absence of the 
traditional ‘score’ prompted borrowing 
from non-western music and acoustics 
new forms of transcription, and a range 
of integrated audio-visual tools has 
developed. But tensions have emerged, 
summarised in a pair of phrases I shall 
critique: ‘in time’ and ‘outside time’ 
information. The nature of memory has 
been progressively changing over the 
centuries. We have only just begun to 
harness our abilities (less than 150 
years old) to ‘hold time’ (not hold it 
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back) in audio and video recording. We appear to be able to do externally the 
same ‘hop, skip and jump’ that we do in head-space memory. I shall suggest 
we can build better schemas to perceive these relationships.  My holding 
metaphor is as old as reflection itself – the flow of the river (from Heraclitus 
to Wittgenstein), with care to allow the riverbed and banks their full role. To 
what end? I shall suggest a shift from ‘mapping’ to ‘wayfinding’ (after Ingold), 
from hovering above an abstraction to experiencing the flux from within. In 
our subject field it makes more sense to ‘study the music’ through 
experiencing it.  

 
15.00 Analysis CL3.03  

 
Expanding the Classification of Narrative Phenomena in 

Electroacoustic Music Composition: From intra and inter-musical 
narrative to performative and dramatised-performative narrative 

 
Dimitris Savva, 

Cyprus University of Technology, 
savvadimitrios@gmail.com 

 
Abstract: Narrative phenomena and their relation with electroacoustic music 
is a subject that is currently much debated in the electroacoustic community, 
but requires further investigation. I aim to expand the classification of these 
narrative phenomena by introducing the terms intra and inter-musical 
narrative and performative and dramatised-performative narrative. To do so, 
I discuss narrative phenomena from the perspective of narratology (Abbot and 
Ryan) and electroacoustic music (Emmerson, Young, Wishart, Smalley, Andean 
and Roads). I then present some alternative views on these phenomena and 
indicate some unspecified ones. Finally, in reference to ideas of Austin, 
McAuley, Berns, Bell, Budd, Koelsch and Wolf, I propose the above terms to 
define, in the context of electroacoustic music, these different views and the 
unspecified narrative phenomena presented.  
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The Analysis of Computer Music Works with the Help of Code: Five 
specific features of the code to consider 

 
Maxence Larrieu, 

University Gustave Eiffel, 
maxence@larri.eu 

 
Abstract: This presentation will focus on computer music code and its 
integration into musical analysis. If the code has no secrets for its creator, it 
poses challenges to other readers consisting of a heap of lines and 
interconnected boxes. The code is at first sight abstruse. Even in the early 
stages of analysis, it remains difficult to establish links between the code and 
the music. The purpose of this presentation is to explain why the code is 
challenging for music analysis. In the first part I will present five specificities of 
the code: it contains a large volume of information; crystallises knowledge; 
comes with programming languages; is the result of a design activity; has an 
architecture; and lastly, integrates one multi-levelled semantic. All these 
specificities do not have the same importance. In the second part, I will present 
an organization of these specificities of the code. Finally, I will propose a way 
to develop the use of computer music code in music analysis. 

 
15.00 Production/Work analysis CL3.01 

 
Why Not Use Humans? Affordances of machine agency in live 

electronics composition 
 

Jack Walker 
 
Abstract: Starting with Artemi-Maria Gioti’s ‘Imitation Game’, a semi-
improvised piece for a human and robot duo, I discuss live musicking practices 
that provoke machines into making ‘musical decisions’. My core argument is 
that it is possible to understand these ‘decisions’ as things that are abstract 
enough to be dealt with by both human beings and machines. This affords a 
language for communicating with humans and machines by using a common, 
high-level vocabulary: control messages that can be interpreted by people and 



EMS21 Conference 
 

 
50 

technology alike. As I will demonstrate, exciting musical things can occur when 
we achieve this unity of messaging structure. Aesthetically, this is a question 
of value. My primary motivation is to envisage a world in which people and 
tools can display a common (valuative) awareness of the musical ecologies that 
they are entwined in. The human values that inform composition work (taste, 
style, work ethic, etc) are things that can be stitched into the systems that 
generate new musical outputs. If this is done well, these systems should 
propagate the values and desires of their composer. 
 
Representation of Performance and Expressive Meanings in Mantra 

for Two Pianos and Live Electronics by Karlheinz Stockhausen 
 

Simonetta Sargenti 
 
Abstract: Mantra for two pianos and live electronics is an example of 
application of a new compositional method, called ‘Formel Komposition. The 
piece also includes a live sound processing of piano sounds. It is, according to 
the composer, related to the creation of a new idea of ‘symbiotic’ and ‘utopian’ 
composition.  
The different aesthetic interpretations of the piece in the context of 
theoretical studies may suggest different performances. The hypothesis of my 
research is that the different interpretations of this piece can be related to the 
different aesthetic points of view studied in the musicological field. My analysis 
starts from this assumption and examines some recorded fragments of 
different performances. All the fragments analysed will be compared and 
verified by signal analysis. 
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16.15 Analysis/Soundscape CL3.01  
 

Yes, but is it Site-specific? 
 

Ulf Holbrook, 
University of Oslo, 

u.a.s.holbrook@imn.uio.no 
 
Abstract: Localising a sound is related to the problem of localising the source 
of the sound, as the sound exists both in and embodies a place. This paper 
discusses ideas of the site-specific, as it originated in the visual arts and have 
been adopted in the sonic arts, through discussions on space, place, site and 
landscape. It examines notions around the site-specific and considers the uses 
of its different terminologies in the sonic arts. Often the term site-specific is 
considered literally, where an artwork is installed or made for a space purely 
by its merits of fitting into the space. This has been rather uncritically adopted 
as a genre category by institutions and discourses. This paper builds on 
Wishart's ideas of the sound landscape as an interface for addressing the 
logical operations of a given medium, areas of activity and events implicated 
in space and the dynamics and motions of time afforded by space. 
 

Thresholds of Possibility: Portable Music, Community & Urbanism 
Post-COVID 

 
Jake Williams, 

University of Birmingham, 
jxw1241@student.bham.ac.uk 

 
Abstract: Over the past year, sound artists and acoustic researchers have paid 
close attention to the way the natural soundscape has changed under global 
lockdowns. Not only were there increasing numbers of people out in the parks 
and squares with mobile phones, bike speakers and portable sound systems, 
but the diverse range of music heard was juxtaposed with the absence of music 
from commercial venues (pub gardens that only cater only to the wealthier 
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residents of the area, for example) and large, expensive pay festivals that have 
begun to dominate the summer in East London over recent years. What do we 
learn about music and community by listening to these changes? And how do 
we navigate issues of 'noise'? Often treated as the moral opposite of 'silence', 
definitions of noise are laden with issues of taste, power, privilege, and 
whiteness when considered in relation to gentrification. 
 

Reframing the Correspondences and Interactions between Space, 
Sound and Body 

 
Giulia Vismara, 

University of Venice, 
gvismarabach@gmail.com 

 
Abstract: As advanced surround methods and technology become more 
widely available, new sound practices emerge in which the spatial dimension 
is essential to the creative process. Thanks to this proliferation, the auditory 
experience has expanded into an immersive surround sound field, involving 
specific listening modes and compositional approaches. This framework leads 
to re-imagine the interconnections between space, sound and body, as well as 
an ontological inquiry into the nature of space itself. The presentation aims to 
provide a theoretical model that considers the impact of technologies that 
integrate sound and space, based on the concept of space as a complex 
system. 
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16.15 Production CL3.03 
 

Voice Type and Speech Sound Type: Two analytical categories 
proposed for characterisation of acousmatic pieces that include 

vocal materials 
 

Alejandro Albernoz, 
Universidad Austral de Chile, 

akousma.viva@gmail.com 
 
Abstract: This paper presents two analytical categories which were applied to 
works included in my portfolio of compositions as part of my PhD dissertation 
presented at the University of Sheffield in December 2018. Each piece was 
analysed using five taxonomies. Three of them are classifications provided by 
well-established systems: sound object theory (Schaffer 1966), 
spectromorphology (Smalley 1997), and space function levels (Vande Gorne 
2010). Every category within each type of analysis, is represented graphically 
by means of the EAnalysis software (Couprie 2014), showing their distribution 
across five corresponding timelines. 
 
Likewise, the remaining two taxonomies can be read comparatively with the 
others and were proposed by me and focus on vocal and linguistic materials 
which are present in the works. They are voice type and speech sound type 
making reference respectively to the inclusion or absence of semantic content 
and to a categorization of phonetic elements within each piece. In order to test 
them beyond the analysis of my own compositions, they have been applied to 
some compositions from the repertoire. 
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Ambient Intelligence in Electroacoustic Music: Towards a future of 
self organising electroacoustic music 

 
Phivos-Angelos Kollias, 

music@phivos-angelos-kollias.com 
 
Abstract: In this talk we discuss the current role of Ambient Intelligence (AmI) 
in electroacoustic music and reflect on its future. AmI refers to the user-centric 
approach of seamless ‘intelligent’ environments designed to continuously 
adapt to the user’s needs and intentions. We have previously discussed a 
contemporary emergent trend in electro-acoustic music identified as ‘self-
organising music’.  This trend is directly related with the technological 
concepts of AmI: i.e., it includes works able to ‘sense’ their environment and 
change their functional structure – self-organise sonically – in response to this 
environment through decentralised ‘intelligent’ control processes.  
 
This talk continues beyond our original discussion by envisioning an emerging 
musical tendency, determined by music interfaces using AmI. This 
consequently poses radically novel technical and aesthetic questions; new 
principles for creating music as well as for experiencing it - and as a result 
perceiving/describing/studying it. In other terms the consideration of the 
perceptual ‘paradigm shift’ reflected by implications of AmI. We therefore 
suggest that it is important to think, not only in terms of technological 
progress, but also in terms of mental/perceptual evolution. 
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Patterns of Emergence: Musical form over feedback 
 

Ricardo Thomasi, 
Regis A. A. Faría, 

University of São Paulo, 
ricardothomasi@usp.br, regis@usp.br 

 
Abstract: We are developing a theoretical framework to support music 
performance and modeling in the ecosystemic perspective as a result of an 
investigation of musical structuring strategies based on emergent theories and 
an experimental evaluation in Agostino Di Scipio’s Audible Ecosystem 
paradigm. Our methodological approach considers the micro-macro analysis 
model, where abstract patterns of emergent structures and feedback topology 
come as support for an analytical listening and technical modeling. At the 
micro level, we are dealing with a taxonomy of emergencies based on feedback 
topologies and causal correlations, looking forward to mapping an operational 
field that exists before interactions begin. At the macro level, where the sound 
events are, we are supported by a typology of dynamics and bifurcations that 
appear as a guiding model for categorizing emergent structures. In other 
words, our approach is focused on the quality of the interactions by which 
sounds take shape. This theoretical framework is one of the Eco Studies 
outcomes, and we believe that it can be improved in various ways, 
complementarily with other theories of the electroacoustic field.  
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Saturday 13 November 
 

9.30 Analysis CL3.01 
 

Spectromorphology and the World of Action 
 

Eric Maestri, 
Conservatorio Nazionale “N. Paganini”, 

Genoa, 
eric.maestri@gmail.com 

 
Abstract: While spectromorphology is a terminology and approach to 
electronic music that is widely known and employed, little has been said about 
the aesthetics behind it and its theoretical assumptions. This lack is probably 
due to the kind of exposition through which its author has written it, showing 
more the general interest in electronic music, in terms of understanding its 
language and problems, but less the particular interest, the one concerning his 
own compositions. Well, firstly, here I understand spectromorphology as the 
expression of an aesthetic that particularly concerns its author and, secondly, 
I focus on its theoretical assumptions. These assumptions have much in 
common with other contemporary compositional approaches, which are well 
summarised by Paul Ricœur’s idea of mimesis and “world of action”. I believe 
that spectromorphology is one of the existing ways of dealing with the “world 
of action”, the world in which we spend a large part of our time, the music we 
write and the music we listen to. It is precisely in this sense that 
spectromorphology remains interesting, because it reminds us that 
somewhere in the sounds we listen to there is the memory of the gestures we 
make, which in my opinion can help us to better understand the meaning of 
today’s electronic music. 
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Techniques and Terminology for the Analysis of Electroacoustic Music 
and More 

 
Fabio Fabbri, 

fabiotromba2012@gmail.com 
 
Abstract: The author will illustrate his personal proposal of analytical steps to 
follow in carrying out the analysis of an electro-acoustic piece, in the complete 
conviction that the techniques and terminology involved in the analysis of 
electroacoustic music can be applied to any type of music. First of all, we will 
focus on the meaning of the word "Analysis", going on to consider together 
the various stages in the process of analysis, beginning with historical and 
aesthetic framework. We will then consider the aims and methods of 
construction of a score of the sound text and the operative procedures to be 
implemented in the process of creating a score: description of the sound 
objects, their behavior, the links between the sound sources, and the spatial 
qualities of the piece. Before arriving at the conclusions, further types of 
listening will be taken into consideration, correlated to a summary macro-
score and to observation of sonograms. Finally, the work will be placed in 
Emmerson's Grid. The presentation of this ‘vademecum under construction’ 
will be accompanied by a hypertext glossary of the technical terms used 
therein. 
 

Acousmatic, Invisible, Ontology 
 

Jean-Louis Di Santo, 
University of Bordeaux, 

jean-louis.di-santo@wanadoo.fr 
 
Abstract: Acousmatic music was born from the philosophical concept of 
“épochê” that means that the existence of the world doesn’t matter and that 
the subject pays attention to his own world’s perceptions. The épochê gave the 
concept of reduced listening. Besides, music and sounds are invisible and 
acousmatic means hearing without seeing the cause of the sound. This is 
possible by recording sounds. All of this implies the abolition of the distinction 
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between inner and outer. For these reasons, acousmatic music has a deep 
relation to invisible and particularly to invisible inside Being. 
 
This paper aims at analysing the mechanisms implied by this invisibility and the 
philosophical consequences of these mechanisms, related to the ontologic 
analysis of the being by Martin Heidegger, and aims at highlighting the very 
close connection between acousmatic music and Being. Acousmatic music, 
born from phenomenology, will find a strong echo in the theories developed 
by Heidegger in Being and time, and can be considered as a particularly 
“existential” art. 
 

9.30 History CL3.03 
 

The Canon of Electroacoustic Music: A possible concept? 
 

Martin Link, 
University of Münster, Germany 

martinlink89@hotmail.com 
 
Abstract: In the history of electroacoustic music, some compositions of the 
past received a very high level of recognition and therefore a special status for 
being essential. However, such a canonic concept implies an exclusion of other 
artworks, which are not regarded as being important like the selected pieces. 
It becomes clear that objectivity is about to be left in such a representation 
and subjective value judgment plays a major role, which is shown most visible 
by the term “masterpiece”. However, the perspective of historical narrative 
demands more than just consecutive listing, namely context and coherence. In 
order to achieve this, cause and consequence cannot be neglected and this 
gives a possible justification and requirement for highlighting some artworks 
more than others. Nevertheless, the concern about subjectivity remains and 
calls for a reflection of electroacoustic music historiography. By taking a few 
compositions of electroacoustic music as examples, a possible construction of 
coherent historiography will be demonstrated in order to show a necessary 
emphasis. At the end, the terms “history” and “historiography” will be 
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reflected, to legitimise selection but at the same time also to question 
pretension. 

 
Beauchamp's Tenth Horse: Corwin, Reed, and Stoppard on 

electroacoustic music and radio sound effects 
 

Troy Cummings, 
troyacummings@gmail.com 

 
Abstract: Norman Corwin’s Double Concerto (1941), Henry Reed’s A Hedge, 
Backwards (1956), and Tom Stoppard’s Artist Descending a Staircase (1972) 
are a collection of radio plays with striking similarities. Each is a comedy that 
features a fictional electroacoustic composer who imagines him or herself a 
vanguard of innovation, and each features original faux compositions, 
including choral vocalizations manipulated on disc, recorded and electronically 
produced sound mixed in performance, and minimally processed loops of 
sound on tape. From three vantages in time these radio plays explore ideas 
surrounding the composition, aesthetics, and criticism of electroacoustic 
music. Corwin composes with and discusses the potential of recorded sound 
as raw musical material surprisingly early, in 1941. Fifteen years later in 1956, 
Reed focuses on the absurdity many must have heard in this new music 
following the first BBC broadcasts of electroacoustic music. Then in 1972, 
Stoppard looks back, investigating problems of audience reception and 
appreciation after decades of avant-garde experimentation. All three radio 
artists also point out a connection between electroacoustic music and radio 
sound effects, arts with shared characteristics despite the vastly different 
settings they are heard in.  
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Wednesday – 19.00 
Concert: Live Music from MTI2 – PACE 1 

 
 

Programme 
 

Stringscape (2020) (Irine Røsnes, violin) ........................... Simon Emmerson 
Magnets (2020) ................................................................. Anna Xambó Sedó  
Attending to Sound #1 ....................................................... John Richards 
Texts in My Life (Do It Yourself V) (2019/20) ..................... Leigh Landy 
 

Simon Emmerson: Stringscape  
Irine Røsnes, violin 

 
Stringscape was commissioned by Darragh Morgan. It was composed 2009-10 
and was first performed at Trinity College, London and the University of Leeds 
in April 2010 and shortly after in Manchester, Belfast, Dublin, Canterbury and 
Cardiff. It was also performed at the International Computer Music Conference 
in Huddersfield in 2011 and at WOCMAT (Taiwan) in 2012. In 2017 it was 
released on CD by Diatribe Records (Dublin) and broadcast on BBC Radio 3 in 
2020. There are three characters – lyric, drone and texture. It’s difficult to tell 
the difference at times. You might glimpse Berg (and a hint of Webern) in the 
lyric, Ligeti (and others) in the texture and minimalism in the drone. A mosaic 
of these materials changes focus as the piece progresses. The electronics 
provide the dynamic ‘scape’ at the centre of which our soloist stays firmly 
rooted.  
 

Anna Xambó Sedó: Magnets 
 
This piece takes its inspiration from Alvin Lucier’s Sferics (1988). Sferics 
musically explored electromagnetism from radio waves in the ionosphere. In 
this piece, I investigate the acoustic properties of electromagnetic fields and 
their translation into music. I am using MIRLC 2.0, a self-built library in the free 
Supercollider software. I am developing this library to allow the live coder to 
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retrieve or rewire sounds based on music information retrieval techniques. 
You can find the first version at github.com/axambo/MIRLC. 
The audio input signal is a personal recording of electromagnetic fields emitted 
by a home network router recorded with a self-built induction microphone. 
You can find out more about circuit sniffing in this video by Nicolas Collins: 
https://youtu.be/4T7qkYY7LZM. Based on these acoustic properties of the 
pitch, onsets and beats, a sinusoidal sound generator, a bit crush sound effect, 
and a bass generator are triggered, respectively. 
 

John Richards: Attending to Sound #1 
 
For multiple performers, objects and fields 
Performed by the Dirty Electronics Ensemble 
 
Attending to a sound infers that a sound or sound-making object has some kind 
of autonomy or agency, and performance happens at ‘arm’s length’. The 
attendee (the performer/unperformer) observes and listens and acts only 
when ‘called upon’. Actions are temporal too: how long does it take to install, 
make, assemble or disassemble a sound-making object? Attending to sound is 
formed by timeframes of actions and activities, processes and interactions, 
and looks towards working with self-supporting and generative systems. 
 

Leigh Landy: Texts in My Life (Do It Yourself V) 
 
The title of this piece is borrowed from a work by my friend and mentor, 
Morton Feldman: The Viola in My Life, a title I always admired as it seemed so 
odd. In this case of this piece, the texts used as material for recomposition 
(sampling) range from the highly sonic to the humorous and absurd to the 
repetitive and have been influential in my life. I have always been interested 
in text-sound poetry, lettrisme and absurdist theatre, as well as the writings of 
Gertrude Stein which play a major role in the work. The texts have been 
recomposed, made theatrical and, of course, musical and spatialised. It is for 
speaking voice, surround projection of the same voice and images of some of 
the more unorthodox texts. The challenge for the performer is to be able to 
feel the work’s timing in terms of the texts and their projection in space. 
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Thursday – 12.30 

MTI2 Concert – PACE 1 
 

Programme 
 

Fuse (2013) ........................................................................ Peter Batchelor 
Gravitational Landscape (with tinnitus) (2016) ................. Kevin Dahan  
Arioso (2021) ..................................................................... John Young 
Nocturne aquatique (2015) ............................................... Simon Atkinson 
Hyvät matkustajat (2014) ................................................. James Andean 
 

Peter Batchelor: Fuse 
 
Fuse represents a coming-together of sonic particles into effluvial, noisy 
clusters, and into notionally ‘whole’ real-world soundscapes, albeit 
soundscapes which themselves involve sonic effluvia (rain on a tin roof, fire 
crackling, supporters at a football match). These in turn dissolve into and meld 
(fuse) with each other, yielding sound evolutions and marriages impossible in 
the real world and facilitated entirely by spectromorphological similarities. 
Fuse is part of a larger series of works in Kaleidoscope:Cycle (2006-2013). The 
pieces in this series collectively explore the idea of elemental cyclicity, 
pursuing a narrative from fragmentation (Fissure (2006)) through fragment 
deployment across particulate structures and periodicity (Nebula (2012), Pulse 
(2013)), to reconstitution (Fuse (2013)). 
 

Kevin Dahan:  
Gravitational Landscape (with tinnitus) 

 
Gravitational Landscape is an experiment made of algorithmic procedures 
drawn from mathematics and/or physical laws (what happens when you 
compose without musical references?) using mainly unstable sound synthesis 
techniques (what happens when you compose without ears?). The aim of this 
piece is to explore rough textures, sounds and resonances (some reminiscent 
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of certain computer music compositions...) - and to bring in even more 'raw' 
chaos! Due to the uncertain nature - for music - of the techniques involved, it 
has been a constant struggle to find the correct parameters to prevent most 
of Thom's catastrophic singularities (hopefully avoiding a week-long tinnitus 
for listeners). 
 

John Young: Arioso 
 
Arioso (2021) grew from a soundscape experience on a humid September night 
in Tappan Square in Oberlin, Ohio in which a chorus of crickets and the 
constant electronic beep of pedestrian crossing signals formed an interlocking 
texture of distinct pitch and pulsing granular noise. My field recording of this 
unlikely duet between the purity of an artificial pulsing tone and the spatially 
rich stridulation of insects underpins the structure of the piece. A flock of 
jackdaws circling in flight near my home just after dawn provides another 
window on the world of natural sound, supporting the work’s emphatic 
rhythmic shapes. While the form might be loosely thought of as reflecting the 
traditional recitative-like ‘arioso’, the title (arioso = ‘airy’) is also intended to 
be more deeply indicative of the atmosphere of sensual mystery I found with 
the air set in vibrant motion that night in Oberlin. 
Arioso was premiered at St. Ruprechtskirche, Vienna, 13 June 2021, diffused 
by Thomas Gorbach. 
 

Simon Atkinson: Nocturne aquatique 
 
deep in liquid indigo  
turquoise slivers 
of dilute light  
 
quiver in thin streaks  
of bright tinfoil 
on mobile jet:  
 
pale flounder  
waver by  
tilting silver:  
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in the shallows  
agile minnows  
flicker gilt:  
 
grapeblue mussels  
dilate lithe and  
pliant valves:  
 
dull lunar globes  
of bulbous jellyfish  
glow milkgreen:  
 
eels twirl 
in wily spirals  
on elusive tails:  
 
adroir lobsters  
amble darkly olive  
on shrewd claws:  
 
down where sound  
comes blunt and wan  
like the bronze tone  
of a sunken gong.  
 
- Sylvia Plath  
 

James Andean: Hyvät matkustajat 
 
Hyvät matkustajat is Finnish for 'Dear Travellers', but also for 'The Good 
Travellers', the preferred English translation of the title.  
The piece began life as a ‘sonic postcard from Finland’, using soundscape field 
recordings from around the country. This turned out to be only the first stop 
on its journey, however… The original material was later further developed as 
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material for sonic exploration and spectral transformations, with the external 
spaces of the original version taking a sharp digital turn inwards, to chart 
internal spectral landscapes, together with the soundmarks and soundscapes 
of its first incarnation. 
Everything in Hyvät matkustajat is made from the original field recordings that 
first gave birth to the piece.
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Visible Bits, Audible Bytes (VBAB) 
Curated by Bret Battey (MTI2) 

 
Friday 12 November 2021 

Starting at 20.15 
 

Phoenix Arts Centre 
Screen 1, 4 Midland Street, Leicester, LE1 1TG 

 

 
Still image from cvd © 2021 Sebastiano Gualtieri 

 
Programme 

 
Roundabout Midday (2020)  ............................................. Asher Arnon (Israel) 
Estuaries 4 (2021) .............................................................. Bret Battey 

(UK/USA) 
output 1 (2019) ................................................................. Sebastiano Gualtieri 

(Italy) 
Survol (2019) ..................................................................... Felix Bonjour 

(France) 
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Phases (2018) .................................................................... Myriam Boucher 
(Canada) 

<5 minute pause> 
 
cvd (2021) .......................................................................... Sebastiano Gualtieri 

(Italy) 
Things I Have Seen In My Dreams (2019) .......................... João Pedro Oliveira 

(Portugal/USA) 
output 2 (2020) ................................................................. Sebastiano Gualtieri 

(Italy) 
VOID (2019) ....................................................................... Andrew Knight-Hill 

(UK) 
Puntito_visual (2016) ........................................................ Jean-Philippe Pierre-

Louis  
(Ecuador / Canada) 

DEN (2019) ........................................................................ Marinos 
Giannoukakis 
(Greece) 

 

 
 

 

 

 
Roundabout Midday 

 
A twelve-minute shot of traffic flow fragmented and arranged as a polyphony 
of accelerating and decelerating sonic and visual gestures. The composition 
leans on two organising systems – the roundabout that restricts directions and 
speeds and the grid of juxtaposed fragments that reveals boundless 
possibilities of flows within these constraints. 
 
Asher Arnon is an interdisciplinary artist, designer, researcher, and professor 
of creative arts at the Bezalel Art and Design Academy in Jerusalem, Israel. He 
has degrees in graphic design (B.Des) from Bezalel Academy, an MA degree in 

MTI2
CREATIVITY

INSTITUTE FOR
SONIC
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architecture and urban culture from the Universitat Politecnica de Catalunya 
in Barcelona, Spain and a PhD degree in audiovisual installation art from the 
Music Technology and Innovation – Institute for Sonic Creativity (MTI2) at De 
Montfort University in Leicester, UK. He also studied in the jazz department of 
the Rimon School of Jazz & Contemporary Music in Israel. Based on his 
interdisciplinary academic and professional background, Asher’s creative work 
spans a wide range of commercial and artistic projects in diverse formats 
comprising printed and digital media, urban design, and installations. In recent 
years, his practical and theoretical research has focused on synergetic 
interrelations between image and music and the notion of ‘place’, emphasising 
the experience-interpretation continuum manifested by orientation through 
spatial-visual-sonic artefacts. 
 

Estuaries 4 
 
Estuaries 4 explores contrasts between dense textures and a gentler poetics 
expressed in part through visualisation of a mathematic process called the 
Rosenbrock function. The piece is the latest installment in Battey’s Estuaries 
series, which can be viewed as a series of standalone works or ultimately as 
one large, multi-movement work. The works are unified in their focus on 
'editless' visual processes: the visuals are assembled with no or few cuts or 
crossfades, arising instead from continuous manipulation of the parameters of 
a single algorithmic process. The works entail visualizing Nelder-Mead 
optimization, a process used by mathematicians to find solutions to complex, 
multi-variable problems that cannot be addressed by solving equations. The 
music was created with the help of the author’s Nodewebba software, which 
interlinks pattern generators to create complex emergent behaviours. 
  
Bret Battey (b. 1967) is a Professor of Audiovisual Composition at the Music, 
Technology, and Innovation – Institute for Sonic Creativity at De Montfort 
University, Leicester, UK. He creates electronic, acoustic, and audiovisual 
concert works and installations, with a focus on generative techniques. He has 
received recognitions and prizes from Austria's Prix Ars Electronica, France's 
Bourges Concours International de Musique Electroacoustique, Spain's Punto y 
Raya Festival, MADATAC and MuVi4, Abstracta Cinema of Rome, Amsterdam 
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Film eXperience the Texas Fresh Minds Festival, and the Red Stick International 
Animation Festival for his sound and image compositions. He completed his 
masters and doctoral studies in Music Composition at the University of 
Washington and his Bachelors of Music in Electronic and Computer Music at 
Oberlin Conservatory, and he also served as a Research Associate for the 
University of Washington's Center for Digital Arts and Experimental Media.  
 

output 1, output 2, and cvd 
 
These works are the outputs of a generative process: a system produces 
unpredictable results, then the best ones are refined and assembled in the 
final structure. This process takes advantage of computers to generate outputs 
otherwise unimaginable by humans (because of muscle memory limitations, 
sedimented habits and cliches or just technical reasons). The 
generative process sometimes outputs only materials, other times entire 
sections, sometimes only audio parts to which video is added, other times the 
opposite. Human input is always dominant (because we still are, for the time 
being, the addressees of the final work). The goal is to make sense of the 
aesthetic implications of computers. 
 
Sebastiano Gualtieri is a PhD student at the Music Technology and Innovation 
– Institute for Sonic Creativity (MTI2) at De Montfort University in Leicester, 
UK. He also has a Bachelors Degree from the Institute of Sonology, at the Royal 
Conservatory in The Hague, The Netherlands. 
 

Survol 
 
Survol adopts for itself the adage that ‘nothing is lost, nothing is created, 
everything is transformed’ and traces this cycle of evolution using a minimalist 
and contemplative visual. The primary motif lives, multiplies and evolves 
towards a more complex organic model. This meeting of ecosystems will 
impact the evolution of the pattern towards a whole that has become 
inseparable and continues to transform.  
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Through this work, Félix Bonjour explores the symbiotic possibilities of sound 
and image in their full digital dimension through work focused on micro-
editing. The musical environment was created after the visual one, thus 
making it possible, thanks to a strong synchronism between these two 
mediums, to bring depth to the message conveyed.  
 
Now based in Paris, Félix Bonjour shares his practices between plastic, sound 
and visual creation and explores the symbiotic possibilities of these different 
mediums. In August 2016, he arrived in Montreal to take a license in digital 
music at the University of Montreal. A few years later in January 2018, he co-
founded Isotone, a digital art studio made up of four artists from diverse 
backgrounds. Today the studio shares its practices between digital installation, 
and live performance, making sure to put its techniques at the service of 
emotion for a digital art in search of poetry. After an experience as enriching 
as atypical in Canada, he returned to France in order to discover new creative 
horizons.  
 

Phases 
 
Phases is a live audiovisual creation that uses the three phases of water to 
relate music and image. 
 
Myriam Boucher is a video and sound artist based in Montreal (Canada). Her 
sensitive and polymorphic work concerns the intimate dialogue between 
music, sound and image, through visual music, audiovisual performance, VJing 
and immersive projects. Fascinated by the natural environment, she creates 
audiovisual compositions from the landscape and the relationship that human 
maintains with it. Her work, ‘evocative in its dynamism, brings its audience 
close to something akin to feeling multiple emotions all at once’ (The Link). 
Boucher’s compositions range from works for orchestra, ensemble, 
collaborative and solo A/V featuring DJ and VJ techniques fully notated and 
integrated into a concert music setting. She is adjoint professor in composition 
and digital music at the Faculté de Musique of Université de Montréal. 
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Things I Have Seen In My Dreams 
 
We dream... sometimes we have nightmares, or dreams that makes us sad, 
anguished, or simply indifferent. But occasionally, there are dreams that 
project in our mind images and sounds of great beauty. This piece is a 
recollection and variations on some of these images and sounds I remember 
from my dreams. It is dedicated to Mario Mary. 
 
Composer João Pedro Oliveira holds the Corwin Endowed Chair in 
Composition for the University of California at Santa Barbara. He studied organ 
performance, composition and architecture in Lisbon. He completed a PhD in 
Music at the University of New York at Stony Brook. His music includes opera, 
orchestral compositions, chamber music, electroacoustic music and 
experimental video. He has received over 70 international prizes and awards 
for his works, including three Prizes at Bourges Electroacoustic Music 
Competition, the prestigious Magisterium Prize and Giga-Hertz Special Award, 
1st Prize in Metamorphoses competition, 1st Prize in Yamaha-Visiones Sonoras 
Competition, 1st Prize in Musica Nova competition. He taught at Aveiro 
University (Portugal) and Federal University of Minas Gerais (Brazil). His 
publications include several articles in journals and a book on 20th-century 
music theory 
 

VOID 
 

‘The non-place never exists in pure form; places 
reconstitute themselves in it; relations are restored and 

resumed in it.’ — Marc Augé - Non-Places  

 
Inspired by Marc Augé's notion of non-place, this audio-visual composition 
adopts spatial aesthetics to explore how textures and materials can construct 
diverse impressions of space and place (both positive and negative).  
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Tones and textures intersect sonically and visually to alternately expand and 
contract our impressions of space, drawing us into an experience of this non-
place.  
 
The concept of the non-place is dynamic, in symbiotic opposition to that of 
place. In the same way, noises & tones, light & shadow and textures & forms, 
sit in audiovisual opposition. Such materials (all captured in one physical space) 
have been edited, extended and expanded in order to extrude impressions of 
an enveloping space; thus seeking to construct the dynamic contrast between 
place and non-place.  
 
But, the piece is not conceptual. Being spatial, experience is essential. It is a 
journey through spaces manifest through lost, neglected and forgotten 
materials and forms.  
 
Andrew Knight-Hill (1986) is a composer specializing in studio composed 
works both acousmatic (purely sound based) and audio-visual. His works are 
composed with materials captured from the human and natural world, seeking 
to explore the beauty in everyday objects. He is particularly interested in how 
these materials are interpreted by audiences, and how these interpretations 
relate to our experience of the real and the virtual. 
He is Associate Professor in Sound Design and Music Technology at the 
University of Greenwich, director of the Loudspeaker Orchestra Concert Series 
and leads the SOUND/IMAGE Research Group. 
 

Puntito_visual 
 

‘The point is a small world in itself – more or less isolated 
from all sides and almost torn off from its surroundings. 
The integration to its surroundings is minimal and seems 

nonexistent.’ — Kandinsky 
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Named after the Spanish diminutive of the word point, Puntito_visual is a form 
study that aimed at the creation of an audiovisual language capable of 
communicating social experiences and personal observations on individuality. 
Through the use of familiar visual metaphors that evoke the place of the 
individual in our culture, this piece tries to grasp the subtle and intuitive 
meaning of individuality as a social phenomenon. Using figures such as the 
circle, the point, and the sphere, Puntito_visual uses an abstract language 
charged with social meanings and symbols to reveal the poetics of the 
overlooked in society.    
 
Pipo Pierre-Louis is a sound, video, and new media artist born in Quito, 
Ecuador and established in Montreal, Canada. Directly influenced by an array 
of different cultures and a variety of academic disciplines since his early life, 
he creates new media art, music and sound-based compositions, and 
performances shaped by rich personal experiences. His artistic practice 
focuses on producing visual imprints of modernism that speak to 
contemporary social behaviours and environmental issues, using technological 
media as a form of translation. In parallel with his art production showcased 
and collected internationally, his extensive knowledge on fabrication and 
custom-made electronics brought him to work with renown artists and cultural 
institutions as a consultant and technician. He holds a master’s degree in 
electroacoustic composition from Université de Montréal. •  www.pipopl.com  
• https://soundcloud.com/pipoplmusic 
 

DEN 
 
DEN is a fluid, unpredictable study of form, one that creates a new experience 
through combining traditional craftsmanship and advanced programming. It is 
a musical study into complex rhythms, unpredictable patterns, and controlled 
chaos. The evolving processes evoke a sense of perpetual structural collapse 
and restructure, creating a continuous involvement of disjunctions and 
conjunctions between abstract human and computer-controlled composition. 
With Bokusho (Japanese abstract calligraphic drawings) serving as an 
inspiration, advanced visual systems study the abstraction of the ink on paper 
and use its dynamics to reproduce similarly abstract expressionism on 3D 
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space, using electricity as the ‘ink’. The main nine-stroke ideogram appearing 
in DEN references electricity and flow. 
 
Born in Athens in 1979, Marinos Giannoukakis studied electrical/electronic 
engineering in Manchester. His studies continued in Keele University attaining 
a Diploma graduate degree in electroacoustic composition under the guidance 
of Diego Garro. His graduate studies in Music and Sound arts and technologies 
continued in Ionio University, under the guidance Iannis Zannos and other 
significant greek acousmatic composers Andreas Mniestris and Theodore Lotis, 
where he attained a Masters in Sound Composition and Technologies. He is 
currently a PhD student in De Montfort University at the Music Technology and 
Innovation – Institute for Sonic Creativity (MTI2) at De Montfort University in 
Leicester, UK 


