
NATIVE INSTRUMENTS has the mission to develop the most innovative 
and inspirational instruments for music producers and DJs of all genres. For this purpose, 
logic and creativity have to come together at every part of the process – and within every 
person involved.

To further reinforce and grow our team, we are looking for the most forward-thinking 
talents in their respective fi eld. If you are ready to fully engage both your left and right 
brain in our quest for the Future of Sound, please check out the open positions at:  

www.native-instruments.com/careers 
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0 2  d i s   co n t i n u i t y

By Jan  Roh l f 

0 4  G e n e r at i o n  Z  :  r e n o i s e  —

e x p e r i m e n t s  i n  s o u n d  &  e l e c t r o n i c  m u s i c  i n 

e a r ly  2 0 t h  c e n t u ry  r u s s i a

By Andrey  Smi rnov  & L iubov  Pche lk ina

1 0  r e n o i s e  –  r e co n s t r u c t i n G  t h e  h i d d e n

h i s to ry  o f  r e vo lu t i o n a ry  n o i s e  m u s i c

By Kons tan t in  Dudakov-Kashuro

1 4  ov e r lo o k e d  p r o G r e s s

By Rober t  Mießner

1 8  co s m i c  f l i G h t

e l e c t r o n i c  p o p  m u s i c  i n  t h e  G d r

By F lor ian  S ievers

2 2  e r k k i  k u r e n n i e m i

By Jenn i fe r  Lucy  A l lan

2 6  i a n n i s  x e n a k i s ,  t h e  p o ly to p e s  &

m u s i c s  o f  ot h e r n e s s 
By  Chr i s  Sa l te r

3 0  i m aG e  a n d  s o u n d

By Michae l  van  Hoogenhuyze

3 2  m u s i c  f o r  t h e  f i v e  s e n s e s

By Frans  Evers

3 5  Wo r l d s  o f  t h e  d r o n e

By Marcus  Boon

3 8  co m i n G  to  t e r m s  W i t h  s o u n d

By B jörn  Got t s te in

4 0  J ’a i  r ê v é  d ’ u n e  m u s i q u e  é t r a n G e  e t  b e l l e  q u i 

n e  s o i t  J a m a i s  l a  m ê m e  n i  to u t  à  fa i t  u n e  au t r e

T h ibau t  de  Ruy ter  in  conversa t ion  w i th  E l i ane  Rad igue 

4 4  c h r o n o p o e t i c s  o f  t e c h n o - a r c h i va l

m e m o ry

By Wol fgang  Erns t

5 0  d i G i ta l  a u d i o :  r e m a s t e r i n G  a n d  r a d i c a l

r e v i s i o n i s m

By Pa u l  Purga s

5 3  c u r at i n G  t h e  pa s t,  c r e at i n G  t h e  f u t u r e :

dJ  a s  t i m e  lo r d

By Hi l l egonda  C R ie tve ld

5 6  s o n i c  c y b e r f e m i n i s m  a n d  i t s  d i s co n t e n t s

By A nn ie  Goh

6 0  1 0 1  Wo m e n  i n  e l e c t r o n i c  m u s i c

By A ntye  Gre ie-R ipa t t i

6 6  t r a n s m i s s i o n s  –  b e a i n i  / /  co h e n :  a  c a s e  s t u dy

By Ka ter ina  Le inha r t

70  f r o m  f o l k  c u lt u r e  to  o p e n  c u lt u r e :

co n t i n u i t y,  d i s co n t i n u i t y,  a n d  t h e  m u s i c a l  h ac k

By Pe ter  K i r n

7 2  t h e  o u t e r n at i o n a l  co n d i t i o n

By Ion  D umi t rescu

76  t h e  d e at h  o f  Wo r l d  m u s i c

By Joha n  Pa lme

8 0  d i s   co n t i n u o u s  s pac e s

P hoto  S prea d

8 6  lo o k i n G  b e yo n d  t h e  b e at:  d i s co n t i n u i t i e s  i n 

b e r l i n ’ s  m u s i c a l  l a n d s c a p e

By Henn ing  La hma nn

8 8  a n o n y m o n t h

By M a t  D r yhurs t

9 0  d i G i ta l  c u lt u r e  i n  t h e  a f t e r G loW

By K r i s to f f e r  Ga ns ing

9 2  d i s - co n t i n u i t y  &  p r e s e n c e  o f  m i n d

By A ndrea s  L .  Hof ba uer

1 03   c r e d i t s

d  i    s        c   o   n t     i      n u    i     t y

s e l e c t  t r a J e c t o r i e s  i n  e x p e r i m e n ta l  & 

e l e c t r o n i c  m u s i c

c t m  –  f e s t i va l  f o r  a d v e n t u r o u s  m u s i c  &  a r t

1 5 t h  e d i t i o n ,  b e r l i n  2 0 1 4
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T he  rad ica l  evo lu t ion  o f  mus ic  over  the  pas t  hundred  years  –  mod-
e rn  mus ica l  h i s tor y,  i n  shor t  –  i s  genera l l y  reduced  to  the  except ion-
a l  ach ievements  o f  a  l im i ted  number  o f  »hero ic«  ind iv idua l s ,  w h ich 
prov ide  co lour  enough  for  mus ic ’s  c ruc ia l  b reaks  and  t rans i t ions  to 
be  broad ly  t raced  in  br igh t ,  bo ld  s t rokes .  Ye t  whoever  cons t r uc ts 
e as i l y  unders tandab le  h i s tor iograph ies  and  genea log ies  runs  a  ver y 
rea l  r i sk  o f  fo rever  marg ina l i z ing  impor tan t  ideas ,  d i scove r ies ,  a nd 
cu l tu ra l  express ion  in  the  w ings  o f  h i s tor y.

T he  fabr ic  o f  mus ica l  h i s tor y  i s  o f  course  fa r  more  complex ;  the  con-
s p icuous  th reads  le f t  by  i t s  es tab l i shed  luminar ies  a re  in te r woven 
w i t h  count less  ind iv idua l  and  co l lec t i ve  ach ievements  tha t  a re  no 
le ss  impor tan t  and  o f ten  ser ve  to  insp i re ,  commun ica te ,  a nd  sup-
po r t  i t s  ma jor  s t rands .  They  cr i ss -cross ,  f eed  in to  one  another,  o r 
run  in  para l le l ,  fo rming  v i ta l  nuc le i  o f  change  and  innova t ion  w i th in 
t he i r  respec t i ve  commun i t ies  and  ne tworks .  In  th i s  vas t  i n te rcon-
nec t ed  fabr ic  s t re tch ing  across  t ime  and  space ,  the  s imu l ta neous 
inve n t ion  o f  s im i la r  ideas  in  d i f f e ren t  loca t ions ,  the  loca l  appropr ia -
t ion  o f  ideas  forged  e l sewhere ,  and  the  mu l t i f ace ted  express ion  to 
wh ich  these  g ive  r i se  a re  as  c ruc ia l  as  any  d i scover y  t r iggered  by 
s ingu la r  chance ,  synchron ic i t y,  serend ip i t y,  a  f l ash  o f  gen i us  or  the 
s low,  l abor ious  process  o f  t r i a l  and  er ror. 

Count less  th reads  lead  nowhere ,  b reak  o f f,  o r  d i sappear  f rom s igh t . 
D es t royed  perhaps  by  un favourab le  c i rcumstance  or  downr igh t  a n i -
mo s i ty,  on  purpose  or  by  acc iden t ,  they  even tua l l y  s ink  in to  ob l i v-
io n .  They  a re  the  forgot ten  branches  on  mus ic ’s  f ami l y  t re e ,  s tun t-
ed  by  sudden ,  f a te fu l  b lows  tha t  enab le  a  par t i cu la r  i n te rp re ta t ion , 
ide o logy,  method ,  techno logy,  or  schoo l  to  t r iumph over  a l l  o thers , 
a t  l eas t  momentar i l y.

S tud ies  o f  the  h i s tor y  o f  p lane t  ear th  car r ied  ou t  by  pa la eonto lo-
g i s t  S tephen  Jay  Gou ld  have  shown tha t  our  t rad i t iona l  no t ion  o f 
pro gress ,  as  a  con t inuous  l i near  progress ion  f rom s imp le  to  ever 
more  complex  s ta tes ,  mus t  be  rev i sed .  At  var ious  s tage s  o f  the 
ear t h ’s  evo lu t ion ,  Gou ld  iden t i f i ed  h igher  than  usua l  accumula -
t io ns  o f  d ivers i t y :  seedbeds  o f  a  he igh tened  poten t ia l  fo r  deve lop-
me nt ,  wh ich  he  descr ibed  as  pocke ts  o f  concent ra ted  »exce l lence« . 
G o u ld  there fore  d i smissed  the  idea  tha t  l i near  progress  wa s  syn-
o nymous  w i th  a  gradua l  accumula t ion  o f  complex i t y  and  a  s tea dy 
increase  in  d ivers i t y.  On the  con t rar y :  a  subs tan t ia l  reduc t ion  in  d i -
ve rs i t y  can  be  seen  to  have  occurred  a t  cer ta in  moments  in  t ime .

M ed ia  a rcha eo logy,  a  re la t i ve ly  young  bra nch  o f  con temporar y  me-
d ia  theor y,  ha s  recen t l y  cons idered  tu r n ing  po in t s  i n  cu l tu re  and 
techno logy  in  l igh t  o f  these  sa me ins igh ts ,  thereby  brea k ing  ground 
f or  new  perspec t i ves  w i th  a  ma r ked  in te res t  i n  neg lec ted  a pproach-
es ,  ma rg ina l i zed  d i scourses ,  a nd  loca l  k now ledge  produc t i on . 
Cont ra r y  to  the  con t inuous  progress  mode l ,  med ia  a rcha e o l ogy ’s 
resea rch  ra da r  pers i s ten t l y  hones- in  on  ma t te rs  obso le te  and  ha l f-
f orgot ten ,  c la im ing  these  a s  keys  to  f u ture  ima g ina t ion  a nd  specu-
la t ion .  Th i s  i s  one  ver y  good rea son  to  seek-ou t  a ny  pa s t  moment 
l i ke ly  to  ev ince  a  grea ter  tha n  usua l  concent ra t ion  o f  va r ie ty  –  and 
ma kes  med ia  a rcha eo log i s t s  wa r y  o f  the  idea  tha t  a ny  one  s i ng l e 
ca use  g ives  r i se  to  a  s ing le  phenomenon .

Accord ing  to  med ia  a rcha eo log i s t  S ieg f r ied  Z ie l insk i ,  t he  mos t  pro-
duc t i ve  pha ses  o f  »power f u l  he terogene i ty«  occur  w henever  » th i ngs 
a nd  s i tua t ions  [a re ]  s t i l l  i n  a  s ta te  o f  f l ux ,  [a nd]  the  op t ions  for  de-
ve lopment  in  va r ious  d i rec t ions  [a re ]  s t i l l  w ide  open« .  P ha ses  thus , 
w h ich  ho ld  the  seeds  o f  a na rchy,  such  a s  the  per iod  o f  upheav-
a l  i n  pos t- revo lu t iona r y  Russ ia  w h ich  A ndrey  S mi r nov  i s  presen t l y 
a t tempt ing  to  recons t r uc t  i n  h i s  comprehens ive  resea rch  pro j ec t 
»Genera t ion  Z« .  Wha t  i s  there f ore  requ i red ,  Z ie l insk i  a rgues ,  i s  no t 
so  much  a n  a rcha eo logy  o f  the  med ia ,  bu t  a n  »a n-a rcha eo logy«  —  a 
te r m tha t  imp l ies  a  f o r m o f  resea rch  tha t  does  no t  seek  to  i mpose 
order,  bu t  to  se t  th ings  in  mot ion  ins tea d :  »A  h i s tor y  tha t  en ta i l s 
env i s ion ing ,  l i s ten ing ,  a nd  the  a r t  o f  combin ing  by  us ing  techn i ca l 
dev ices ,  w h ich  pr i v i l eges  a  sense  o f  the i r  mu l t i f a r ious  poss i b i l i t i es 
over  the i r  rea l i t i es  in  the  f or m o f  produc ts ,  ca nnot  be  w r i t ten  w i th 
ava n t-ga rd i s t  p re tens ions  or  w i th  a  m ind-se t  o f  l ea d ing  the  way« . 

To  a ck now ledge  such  complex i t i es ,  f o r  exa mple  in  the  h i s tor y  o f 
mus ic ,  c rea tes  leewa y  f or  l ess  h ie ra rch ica l  perspec t i ves ;  and  the 
number  o f  coura geous ,  c rea t i ve ,  a nd  s tubbor n ly  pers i s ten t  p i o-
neers  produc ing  enr ich ing  va r ie t ies  o f  mus ic  in  the i r  broad  spec-
t r um o f  s igh t l i nes  i s  v i s ib l y  mu l t ip l y ing .  Wi th  ea ch  p ioneer ing  deed , 
ea ch  id iosyncra sy,  ea ch  new  techno log ica l  i nven t ion ,  ea ch  aes the t-
ic  sens ib i l i t y,  the  t ree  o f  poss ib i l i t y  sprou ts  new  bra nches ,  and  as 
long  a s  we  re ta in  the  poss ib i l i t y  o f  re tur n ing  to  them a t  w i l l ,  t hey 
ho ld  poten t ia l  to  broa den  our  mus ica l  hor izons .

Th i s  i s  a n  ext reme ly  sympa the t ic  a pproa ch ,  no t  on ly  because  i t 
a t tes t s  to  the  endeavours  o f  ma ny  ext ra ord ina r y  peop le  and  l i f e 
a ch ievements .  Wr i t i ng  a l te r na t i ve  h i s tor ies ,  d i scover ing  obso l e te 

equ i pment ,  appropr i a t i ng  o l d  methods ,  re th i nk i ng  forgot ten  i deas , 
i s  by  no  means  on l y  a  s i gn  o f  an  embarrass i ng  l ack  o f  new i deas ,  bu t 
a l so  a  c ruc i a l  component  o f  the  a r t  o f  combi na t i on  tha t  i s  so  nec-
essar y  to  assur i ng  and  s t rengthen i ng  he terogene i ty.  To  bend  and 
warp  t i me l i nes  so  as  to  t rave l  th rough  pas t  and  forgot ten  spheres 
and  re turn  them thus  to  the  rea l m o f  uncer ta i n  fu tures ,  i s  a  nea t  way 
to  gra f t  new l i f e  on to  the  consensua l  v i ew o f  deve l opment  tha t  tends 
to  cor ra l  our  i mag i na t i ons . 

Th i s  perspec t i ve  may  a l so  poss i b l y  he l p  l ay  to  res t  Reyno l d ’s  ghos t 
o f  Re t roman i a ,  now a f l oa t  fo r  a  few years .  For  tha t  wh i ch  S i mon 
Reyno l ds  has  round l y  condemned as  a  s ta l e  no-hope  fu ture  re t rea t 
i n to  a rch i ves  tha t  seem to  have  no th i ng  to  o f fe r  bu t  p l ush  deser t s 
o f  nos ta l g i a ,  recons t ruc ted  v i r tua l  i dy l l s ,  o r  a t  the  ver y  bes t ,  some 
k i nd  o f  t rauma rehab  c i rcu i t ,  may  perhaps  prove  to  be  no th i ng  l ess 
than  a  decons t ruc t i on  o f  the  domi nan t  t i me  mode l  o f  h i s tor y  i t se l f.

Wol fgang  E rns t  de fends  th i s  ver y  thes i s  i n  a  core  text  i nc l uded  i n 
th i s  pub l i ca t i on ,  where i n  he  h i gh l i gh ts  the  i mpac t  o f  the  techno l og i -
ca l  t rans format i on  o f  a rch i ves ,  f rom s torerooms for  h i dden ,  s ta t i c 
knowl edge ,  i n to  dynami c  and  pub l i c l y  access i b l e  rea l - t i me  da ta-
bases .  E rns t  fu r ther  p i npo i n t s ,  f rom a  med i a  theor y  and  techno l og-
i ca l  perspec t i ve ,  j us t  why  e l ec t ron i c  a rch i ves  l i t e ra l l y  demand the 
re-c i rcu l a t i on  o f  the  pas t .  Any  arch i ve  se t  i n to  mot i on  and  f l ux  fac i l -
i t a tes  the  permanent  f l uc tua t i on  o f  ah i s tor i ca l  o rders  as  we l l  as  f ree 
exper i menta t i on  w i th  b i t s  and  p i eces  der i ved  f rom d i f fe ren t  l ayers 
o f  t i me ;  and  i t  thus  cha l l enges  the  symbol i c  order  o f  h i s tor i ography 
and  the  l i near  f l ow o f  h i s tor i ca l  t i me .  Accord i ng  to  E rns t ,  the  grow-
i ng  tendency  to  re fe rence  the  pas t  » sugges ts  tha t  tha t  wh i ch  char-
ac ter i zes  the  popu l ar  and  exper i menta l  cu l tu re  o f  today  i s  no t  j us t 
the  cu l tu ra l  nos ta l g i a  o f  a  soc i e ty  wh i ch  has  l os t  i t s  avan t-garde  b i as 
bu t  a l so  a  d i rec t  func t i on  o f  i t s  s torage  techno l og i es ,  wh i ch  have 
become an  i n tegra l  par t  o f  p resen t-day  da ta  c i rcu l a t i on  and  pro-
cess i ng« .  Th i s  func t i on  i s  re i n forced  moreover,  by  v i r tue  o f  be i ng 
embedded i n  the  cap i ta l i s t  va l ue  sys tem:  » E mphat i c  s torage  wa i t i ng 
for  ( re- )c i rcu l a t i on  be l ongs  to  the  l og i c  o f  l a te  cap i ta l i sm and  thus 
i s  par t  o f  a  memor y  economy. «

The  research  t r i p  i n to  l i t t l e  known and  forgot ten  reg i ons  o f  e l ec-
t ron i c  and  exper i menta l  mus i c  –  upon  wh i ch  CTM 20 14 embarks 
under  the  i n tona t i on  » D i s  C ont i nu i t y«  –  i s  i n  th i s  respec t  no t  so 
much  an  h i s tor i c  as  an  a rch i va l  endeavour.  The  i n te res t  l i es  i n  pur-
su i ng  an  approach  to  the  pas t  tha t  does  no t  l ead  i ns tan t l y  to  a  ca-
non i ca l  vers i on  o f  h i s tor y  bu t  f a thoms  the  ambi guous  var i e ty  o f 
peop l e ,  even ts ,  i nven t i ons ,  and  the i r  compl ex  i n te r re l a t i ons ,  and 
then  pu ts  these  a t  the  ser v i ce  o f  new specu l a t i on  on  the  presen t 
and  fu ture .

D i g i ta l  da tabases  and  the  an-arch i ves  o f  the  In terne t  a re  recombi -
na t i ona l  mach i nes ,  i n  the  i ncessan t l y  f l ow i ng ,  over l app i ng  waves , 
i n te r fe rence ,  and  sh i f t i ng  pa t te rns  i n  wh i ch  Wol fgang  E rns t  i den t i -
f i es  a  mus i ca l  d i mens i on .  Here ,  pas t  and  presen t  no  l onger  re fe r-
ence  one  another  i n  a  c l ear  l i near  h i s tor i ography  bu t  expand  the 
presen t  by  genera t i ng  dynami c  resonance  e f fec t s  and  emphat i c  a f-
fec t s .  I n  th i s  d i s rup t i on  o f  hegemon i c  t i me  l i e  the  seeds  o f  the  new. 
In  the  unreso l ved  tens i on  be tween  the  new poss i b i l i t i es  o f  » he tero-

chron i c«  exper i ments  and  the  need  to  upho ld  a  »we l l -de f ined  order 
[ o f  h i s tor y ]  i n tac t  fo r  t ransmi ss i on  in to  fu ture  memor y« ,  be tween 
the  l i near  f l ow o f  t i me  and  the  d i sso lu t ion  o f  tempora l i t y,  be tween 
con t i nu i t y  and  d i scon t i nu i t y,  a  new anarch ic  moment  comes  in to  be-
i ng ,  one  tha t  may  perhaps  l ead  to  new »exce l lence«  in  the  form o f 
a  rad i ca l  expans i on  o f  var i e ty.

I t  i s  thanks  to  the  f ree  p l ay  o f  the  grea tes t  poss ib le  number  o f  var i -
ab l es  and  the  i n f i n i te  poss i b i l i t i es  fo r  the i r  ( re- )combina t ion  tha t  the 
poten t i a l  fo r  h i ther to  unheard  mus ic  w i l l  a lways  be  w i th  us ,  c la ims 
mus i c  j ourna l i s t  Adam Harper  i n  h i s  book  In f in i te  Mus ic .  A l te rna t i ve 
s tor i es ,  fo rgot ten  i deas  and  adven tures ,  suppressed  d i scourses ,  the 
t r i cks  o f  memor y  and  new percept ions  o f  t ime  a l l  have  the  poten t ia l 
to  i n j ec t  end l ess  new var i ab l es  i n to  the  mus ic  sys tem.  The  fu ture  o f 
mus i c ,  we  mi gh t  then  say,  i s  there fore  no  cause  for  concern . 

A  new ar t  fo r  our  t i me  i s  on  the  hor izon ,  »Tempora l  Ar t « ,  o r  an 
»Arch i ve  Ar t «  perhaps ,  as  H i l l egonda  R ie tve ld  sugges ts  in  another 
con t r i bu t i on  to  th i s  magaz i ne  tha t  d i scusses  changes  in  DJ  cu l tu re : 
» Perhaps ,  then ,  we  can  unders tand  the  DJ  as  a  k ind  o f  a  Time  Lord  o f 
coun ter-memor y,  no t  on l y  p l ay i ng  w i th  the  tempora l i t y  o f  the  mus i -
ca l  rhy thm and  the  nar ra t i ve  s t ruc ture  o f  a  mus ica l  journey,  bu t  a l so 
enab l i ng  aud i ences  to  sur f  mu l t i p le  percept ions  o f  h i s tor ica l  t ime . «

Such  new perspec t i ves  a r i se  whenever  d i spara te  d i scourses  on  mu-
s i c ,  a r t ,  med i a  theor y,  and  aes the t ics  in te rconnec t  or  fuse .  CTM has 
been  s taunch l y  de fend i ng  and  promot ing  th i s  premise  s ince  1 999, 
a  premi se  tha t  i s  a l so  the  base l i ne  o f  th i s  magaz ine  and  a l l  t he  text s 
con ta i ned  w i th i n .  » D i s   C ont i nu i t y«  i s ,  we  (Ol iver  Baurhenn ,  Remco 
Schuurb i ers  and  myse l f )  f i nd ,  an  appropr ia te  t i t l e  fo r  the  f i f t een th 
ann i versar y  o f  an  unor thodox  fes t i va l  tha t  has  never  had  any  cho ice 
bu t  to  l ook  to  an  uncer ta i n  fu ture ,  g iven  tha t  i t  sw ings  annua l l y  on 
a  shoes t r i ng ,  f rom one  uncer ta i n  fund ing  pot  to  another.  A l l  the 
grea ter  our  de l i gh t ,  there fore ,  i n  be ing  ab le  to  presen t  a  20 14  ed i -
t i on  o f  CTM tha t  i s  s t ronger,  more  mature ,  and  r icher  in  con ten t 
than  any  be fore .

A l l  the  grea ter  our  gra t i tude ,  too,  fo r  the  many  tha t  suppor t  and 
sponsor  our  endeavours :  to  the  Cap i ta l  Cu l tu re  Foundat ion ,  the 
C u l tu ra l  Programme o f  the  E uropean  Un ion ,  the  Federa l  O f f i ce  for 
Po l i t i ca l  Educa t i on  i n  Germany,  the  Federa l  Commiss ioner  for  Cu l -
tu re  and  Med i a ,  In i t i a t i ve  Mus i k ,  Mus icboard  Ber l in ,  var ious  na t ion-
a l  cu l tu ra l  i ns t i tu t i ons  and  embass ies  in  Ber l in ,  our  med ia  and  pro-
gramme par tners ,  and  our  suppor ters  f rom the  commerc ia l  sec tor 
i nc l ud i ng ,  f i r s t  and  foremos t ,  Sa t i s  &  Fy.  We a l so  thank  the  au thors 
who cont r i bu ted  the i r  i nsp i r i ng  i ns igh ts ,  der i ved  f rom a  broad  spec-
t rum o f  d i sc i p l i nes  and  exper t i se ,  to  the  magaz ine .  

F i na l l y,  we  thank  our  aud i ence ,  fes t i va l  par t i c ipan ts  and  ar t i s t s ,  our 
f an tas t i c  team,  and  the  numerous  fes t i va l  vo lun teers ,  f r i ends  and 
fami l y  who year  a f te r  year  he l p  rea l i ze  more  than  we  cou ld  ever 
have  dreamed poss i b l e  when  we  f i r s t  embarked  on  th i s  (ad)ven ture . 

J a n  r o h l f  i s  C o-Founder  o f  the  CTM Fes t i va l .

»Ou r  ta s k  i s  no t  t o  loca t e  and  man i fes t  the  one  grea tes t  mus ica l 
wor k  or  l ocus  o f  mus ic ,  and  p lan t  i t  l i ke  a  monument  in  human 
h i s tor y. «  –  Ad am Harp er 

d i s   c o n t i n u i t y
b y  J a n  r o h l f
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»Gen e ra t i o n  Z«  i s  an  ex h ib i t ion  o f  aud io,  v i sua l ,  and  textua l  doc-
um e n ta t i on  mat er ia l ,  d ed ica ted  to  the  los t  and  forgot ten  h i s tor y 
o f  Ru ss i a n  ex p er imenta l  mus ic  and  re la ted  techno log ies .  The  ex-
h ib i t i on  h as  b een  d eve lop ed  as  a  par t  o f  an  ongo ing  namesake 
res e a rch  p ro jec t   by  And rey  Smi rnov  and  L iubov  Pche lk ina .  I t  a t-
tem pts  to  res t ore  t he  censored  h i s tor y  and  cu l tu re  o f  Russ ia ’s  a r-
t i s t i c  U top ia  o f  t he  1 9 1 0 –20s ,  wh ich  was  des t royed  th rough  i t s 
co l l i s i on  w i t h  t he  t o ta l i t a r ian  s ta te  o f  the  1 930 –40s .  The  t i t l e  o f 
the  exh i b i t ion  takes  i t s  name f rom the  le t te r  Z ,  wh ich  i s  i n  many 
wa ys  e m blemat ic  o f  t he  p er iod .  Z  i s  fo r  z igzag ,  the  spark ;  i t  i s  the 
sy m bol  o f  energ y,  o f  rad io  t ransmiss ions  and  commun ica t ions ,  o f 
e lec t r i ca l  charg es ,  and  o f  l igh tn ing .

G e n e r at i o n  Z  : 
r e n o i s e 

e x p e r i m e n t s  i n  s o u n d  a n d  e l e c t r o n i c  m u s i c  i n 

e a r ly  2 0 t h  c e n t u r y  r u s s i a

b y  a n d r e y  s m i r n o v  &  l i u b o v  p c h e l k i n a

Fo l l owi ng  presen ta t i ons  i n  Par i s* 1 ) ,  Budapes t ,  S t .  Pe tersburg ,  and 
Moscow,  and  the  pub l i ca t i on  o f  the  book  »Sound  i n  Z  :  E xper i -
ments  i n  Sound  and  E l ec t ron i c  Mus i c  i n  E ar l y  20 th C entur y  Rus-
s i a «  (Wal te r  Kön i g  20 13 ) ,  the  Ber l i n  i ns ta l ment  o f  the  » Genera t i on 
Z«  exh i b i t i on ,  p resen ted  a t  CTM 20 14 fes t i va l ,  has  been  expanded 
w i th  the  new sec t i on  » ReN oi se« ,  deve l oped  by  a r t i s t s  Kons tan t i n 
Dudakov-Kashuro,  Pe ter  A i du ,  and  Evgen i a  Vorobyeva ,  and  based 
on  se l ec t  recons t ruc t i ons  o f  the  more  than  20 0  mechan i ca l  no i se 

i ns t ruments  i nven ted  by  V l ad i mi r  Popov  ( 1898 –1 969)  be tween  the 
1 920 s  and  1 950 s .

In  many  ways ,  the  » Genera t i on  Z  :  ReN oi se«  exh i b i t i on  te l l s  a 
s tor y  o f  u top i as  and  an t i -u top i as ,  o f  the  avan t-garde  and  the  i ns t i -
tu t i on ,  o f  co l l abora t i on  and  persona l  ach i evement ,  o f  ambi t i on ,  op-
por tun i ty,  and  oppress i on  o f  gen i us  and  bureaucracy,  o f  i n te l l ec tua l 
f reedom and  to ta l i t a r i an i sm.  I t  i s  a  s tor y  o f  remarkab l e  person-
a l i t i es ,  cur i ous  i nven t i ons ,  as ton i sh i ng  per formances ,  rad i ca l  i de-
as ,  and  exper i menta t i on .  I t  i s  a l so  a  s tor y  o f  pa ten ts  and  fund i ng 
app l i ca t i ons ,  success  and  fa i l u re ,  suppor t  and  re j ec t i on ,  op t i m i sm 
and  d i s i l l us i onment .  Much  i n te res t i ng  and  s i gn i f i can t  mater i a l  f rom 
th i s  h i s tor y  w i l l  never  come to  l i gh t  or  has  been  forgot ten  or  over-
l ooked ,  whether  for  po l i t i ca l  o r  f i nanc i a l  reasons ,  because  s tor i es 
a re  no t  we l l  documented ,  or  s i mp l y  because  they  s i mp l y  have  no t 
been  heard  by  the  r i gh t  peop l e  a t  the  r i gh t  t i me .  A  l o t  o f  mater i a l 
f rom the  f i r s t  ha l f  o f  the  20 th cen tur y  was  ac t i ve l y  des t royed  or  wr i t-
ten  ou t  o f  the  h i s tor y  books  because  i t  d i d  no t  f i t  w i th i n  the  S ta l i n i s t 
reg i me ’s  v i s i on  o f  wha t  sound  and  mus i c  techno l ogy  shou l d  be .  I t 
i s  a  s tor y  o f  wh i ch  on l y  f ragments  a re  known ,  no t  on l y  i n  the  West 
bu t  a l so  w i th i n  Russ i a  i t se l f.

Whi l e  the  h i s tor y  o f  Russ i an  pos t- revo l u t i onar y  avan t-garde  i n 
a r t  i s  genera l l y  known ,  the  i nven t i ons  and  d i scover i es ,  names  and 
des t i n i es  o f  the  commun i ty  o f  sound  researchers ,  apo l og i s t s  o f  mu-
s i ca l  mach i nes  and  no i se  orches t ras ,  and  i nven tors  o f  new mus i -

ca l  techno l og i es  have  un t i l  now rema ined  la rge ly  fo rgot ten  and 
l i t t l e -s tud i ed .  The  on l y  pro j ec t  o f  i t s  k ind ,  the  »Genera t ion  Z«  ex-
h i b i t i on  o f fe rs  an  i n t roduc t i on  to  some o f  the  per iod 's  key  f igures 
and  the i r  a reas  o f  research .  I t  i s  an  a t tempt  to  recons t ruc t  the  a r-
t i s t i c  u top i an  i s l and  i n  1 920 s  Russ ia  tha t  deve loped  around  a  k ind 
o f  » ne twork  cu l tu re«  connec t i ng  revo lu t ionar ies  in  a r t .  Wi th in  th i s 
ne twork ,  seemi ng l y  unrea l  pro j ec ts  in  sound  and  hardware  were  re-
a l i zed ,  and  concepts  and  methods  tha t  o f fe red  a  promis ing  bas i s  fo r 

fu ture  sc i en t i f i c  and  cu l tu ra l  deve lopment  were  crea ted . 
In  the  a f te rmath  o f  the  O ctober  Revo lu t ion  ( 1 9 1 7 )  bo th  soc i -

e ty  and  the  S ta te  sought  a l te rna t i ves  to  the  o ld  re l ig ious  va lues 
and  bourgeo i s  i dea l i sm to  f i l l  t he  vacuum tha t  had  been  le f t  by  the 
Tsar ’s  over throwa l .  The  i deo l ogy  tha t  emerged  des i red  a  new k ind 
o f  a r t  based  pr i mar i l y  on  mater i a l i sm ,  na tura l  sc ience ,  and  forma l 
ana l ys i s  ra ther  than  on  abs t rac t  emot ions  or  sub jec t i ve  tas te .  I t  was 
an  ob j ec t i ve ,  ra t i ona l i s t  agenda  w i th  a  sc ien t i f i c  and  techno log ica l 
approach  to  the  a r t s .  Spec i a l  i ns t i tu t ions  were  founded for  the  de-
ve l opment  and  i mprovement  o f  the  »New Human« ,  engaged in  the 
mas ter i ng  and  per fec t i on  o f  pro fess iona l  mot ion  in  spor t s ,  work ing 
l i f e ,  m i l i t a r y  ac t i v i t y,  mus i ca l  per formance ,  and  so  on . 

There fore ,  a  un i que  oppor tun i ty  a rose :  the  S ta te  was  keen 
to  encourage  ar t  tha t  broke  w i th  t rad i t ions  and  was  be ing  deve l -
oped  i n  en t i re l y  new ways .  Government  represen ta t i ves  inc lud ing 
Leon  Tro tsky  and  the  peop l e ’s  commissar  o f  en l igh tenment  Ana to ly 
Lunacharsky,  approved  h i gh l y  exper imenta l  p ro jec ts ,  encouraged 
f reedom o f  the  c rea t i ve  commun i ty,  and  suppor ted  the  so-ca l led 
Le f t .  I n  1 9 18  Lunacharsky  o f f i c i a l l y  proc la imed tha t  the  a r t s  shou ld 
be  deve l oped  on  an  exper i menta l  bas i s .  As  he  to ld  the  composer 
Serge i  Proko f i ev :  »You  are  revo l u t ionar y  in  mus ic  as  we  are  revo lu-
t i onar y  i n  l i f e  –  we  shou l d  work  toge ther. «

Th i s  page :  Evgen y  Sh o lpo  work s  w i th  th e  f i r s t  vers ion  o f  th e  Var ioph on e ,  L en in grad ,  1 932 .  Ph oto  c ou r tesy  o f  Mar ina  Sho lpo. 
L e f t  page :  Th e  th i rd  por tab le  vers ion  o f  L eon  Th erem in’s  Rh y th m ic on ,  bu i l t  a t  th e  Ac ou s t ic a l  L abora tor y  o f  t he  M o s cow  
Con ser va tor y  in  1 965. 
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I n  1 9 1 9  the  pa in ter  Var vara  S tepanova  no ted  in  her  d ia r y :  »The  pr in-
c ip les  o f  Russ ian  pa in t ing  are  as  anarch ica l  as  Russ ia  w i th  i t s  sp i r-
i tua l  movement .  We have  no  schoo ls ,  each  pa in ter  i s  a  c rea tor,  eve-
r yo ne ,  be ing  an  innova tor,  syn the t ic  or  rea l i s t ,  i s  o r ig ina l  and  h igh ly 
ind iv idua l . «  Th i s  m igh t  be  v iewed as  a  metonym for  the  who le  o f  the 
Russ ian  revo lu t ionar y  a r t i s t i c  u top ia  o f  the  ear l y  1 920s ,  w hen  the 
Russ ian  S ta te  was  a lmos t  a t  the  po in t  o f  co l l apse  and  soc ie ty  wa s 
s t ruc tured  as  a  k ind  o f  anarch ica l  »ne twork  cu l tu re« ,  based  on  nu-
me rous  c ross-connec ted  »crea t i ve  un i t s «  compr i s ing  ar t i s t s ,  scho l -
ars ,  and  po l i t i c ians .

A  te rm tha t  sought  to  cap ture  the  essence  o f  the  per iod  wa s 
pro posed  by  the  a r t i s t  and  ph i losopher  So lomon Nikr i t i n  ( 1 898-
1 965) .  Pro jec t ion i sm ( f rom the  La t in  »pro jec tus« )  was  in te nded  to 
re f lec t  the  urge  to  rush  ahead ,  or  more  accura te ly,  to  rush  in to  the 
fu ture .  He  app l ied  th i s  te rm not  on ly  to  new approaches  in  pa in t-
ing  and  methods  o f  a r t  c r i t i c i sm ,  bu t  a l so  to  the  methodo logy  o f 
co ns t ruc t ing  a  new soc ie ty,  to  wh ich  i t  was  cons idered  necessa r y 
t o  asp i re . 

In  1 9 1 9  Nikr i t i n  deve loped  h i s  fundamenta l  theor y  o f  Pro jec-
t io n i sm.  Accord ing  to  h i s  ph i losophy,  the  method  becomes  the  pur-
pos e  o f  the  c rea t i ve  process .  In  the  con text  o f  »pro jec t ing  the  meth-
o d« ,  even  fau l t s  and  paradoxes  ga ined  a  new cons t ruc t i ve  sense  a nd 
va lue .  In  the  ear l y  1 920s  much  pro jec t-based  research  took  p la ce 
t ha t  cou ld  be  cons idered  w i th in  the  f ramework  o f  Pro jec t ion i sm, 
inc lud ing  A lexe i  Gas tev ’s  »Ar t  o f  Movement «  exh ib i t ions ,  the  con-
cer t- lec tures  by  Leon  Theremin ,  and  Arseny  Avraamov ’s  concer t 
s er ies  »Mus ic  o f  the  Fu ture« ,  i n  wh ich  the  au thor  demons t ra ted  h i s 
prac t ica l  ideas  regard ing  the  fu ture  o f  mus ica l  harmony  a nd  tech-
n iques ,  ra ther  than  presen t ing  f i n i shed  mus ica l  p ieces .

Ar t i s t s ,  poe ts ,  mus ic ians ,  and  arch i tec t s  rushed  en thus ia s t i ca l l y 
i n t o  the  new rea l i t y,  s tudy ing  phys ics  and  mathemat ics ,  embra c ing 
s c iences  concern ing  the  na ture  o f  l igh t  and  sound ,  and  deve lop-
ing  theor ies  abou t  wha t  became known as  » the  Ar t  o f  the  Fu ture« . 

One  o f  the  ma in  heroes  o f  the  epoch  was  Arseny  Avra a mov 
(Krasnoku tsky)  –  an  adven turer,  scho lar,  composer,  per f or ma nce 
ins t iga tor,  c i rcus  acroba t ,  mus ic  journa l i s t ,  and  crea tor  o f  the  f i r s t 
eve r  a r t i f i c i a l  sound t rack .  In  a  ser ies  o f  a r t i c les  f rom 1 9 1 4 –1 9 1 6 , 

he  deve loped  the  theor y  o f  m icro tona l  »U l t ra chroma t ic «  mus i c  and 
inven ted  a  spec ia l  i ns t r ument  w i th  w h ich  to  per f or m i t .  I t  was  he 
w ho proposed ,  i n  1 9 1 6 ,  the  idea  o f  spec t ra l  a na lys i s  o f  the  shape 
o f  the  gra mophone  groove ,  w i th  the  subsequent  t ra ns f or mat i on  o f 
the  spec t r um a nd  re-syn thes i s  o f  the  new  a r t i f i c ia l  g roove .  Shor t l y 
a f te r  the  October  Revo lu t ion ,  Avra a mov  proposed  to  the  Commi s-
sa r  o f  En l igh tenment ,  A na to ly  Luna cha rsk y,  a  pro jec t  to  burn  a l l 
p ia nos  –  symbols  o f  the  desp i sed  twe lve- tone ,  oc tave-ba sed  »we l l -
tempered«  sca le ,  w h ich  he  be l ieved  ha d  a dverse ly  a f f ec ted  human 
hea r ing  f or  severa l  hundred  yea rs . 

M ea nw h i le ,  i n  1 9 1 6  a  s tudent  a t  the  Neuro log ica l  Ins t i tu te  i n 
Pe t rogra d ,  D en is  Ka u f ma n  ( a ka  Dz iga  Ver tov,  1 896 –1 954) ,  a t-
tempted  w ha t  wou ld  now  be  ca l led  sound  poet r y  a nd  a ud io  a r t .  As 
he  pu t  i t :  » I  dec ided  to  inc lude  the  en t i re  a ud ib le  wor ld  in to  the  con-
cept  o f  ›Hea r ing ‹ .  I t  wa s  dur ing  th i s  t ime  tha t  I  a t tempted  to  draw 
up  the  sounds  o f  a  lumber-mi l l .  [ . . . ]  I  t r i ed  to  descr ibe  the  aud i o 
impress ion  o f  the  lumber-mi l l  i n  the  wa y  a  b l ind  person  wou l d  per-
ce ive  i t .  I n  the  beg inn ing  I  w ro te  dow n words ,  bu t  then  I  a t tempt-
ed  to  ca p ture  a l l  o f  these  no i ses  w i th  le t te rs .  [ . . . ]  I t  a l so  concerned 
my  ex per iments  w i th  gra mophone  record ings ,  w here  f rom se para te 
f ra gments  o f  record ings  on  gra mophone  d i sk s  a  new  comp os i t i on 
wa s  c rea ted .  Bu t  I  wa s  no t  sa t i s f i ed  ex per iment ing  w i th  ava i l ab l e 
pre- recorded  sounds . «  Be ing  f r us t ra ted ,  he  ha s  sw i tched  to  f i l m  to 
orga n ize  no t  the  a ud ib le ,  bu t  the  v i s ib le  wor ld . 

In  the  spr ing  o f  1 9 1 7  the  Leona rdo  da  Vinc i  S oc ie ty  wa s  found-
ed  in  Pe t rogra d  by  A rseny  Avra a mov,  i nven tor  Evgeny  S ho lpo,  and 
ma thema t ic ia n  a nd  mus ico log i s t  S erge i  D ia n in .  The i r  ob jec t i ve  was 
to  un i te  e f f or t s  to  produce  a  revo lu t ion  in  mus ica l  theor y  a nd  tech-
n iques  ba sed  on  the  c ross-connec t ion  o f  a r t s  a nd  sc ience .  They 
dec la red  tha t  a ca demic  v iews  on  mus ic  theor y  were  du l l  a nd  scho-
la s t i c ,  a nd  tha t  techn iques  re la t ing  to  i t  were  o ld  f a sh ione d ,  pro-
c la im ing  tha t  bo th  were  becoming  increa s ing ly  ou tda ted . 

In  the  summer  o f  1 9 1 7,  Evgeny  S ho lpo  w ro te  a  sc ience- f i c t i on 
essa y  en t i t l ed  »The  Enemy o f  M us ic«  in  w h ich  he  descr ibed  an  e l ec-
t ro-opt ica l  sound  ma ch ine  na med the  M echa n ica l  Orches t ra ,  ca-
pa b le  o f  syn thes iz ing  sounds  w i th  complex  dyna mica l  spe c t rums 
a s  we l l  a s  produc ing  mus ic  a ccord ing  to  a  spec ia l  g ra ph ica l  score 

w i thou t  any  need  for  a  per former.  Descr i b-
i ng  fu ture  mus i c ,  Sho l po  thought  i n  ca tego-
r i es  o f  con t i nu i t y,  sonor i t y,  spec t rum,  and 
the i r  tempora l  dynami cs ,  e ras i ng  the  d i f fe r-
ence  be tween  p i tch-based  harmony  s t ruc-
tures  and  the  spec t ra l  t i ssue  o f  a  sound .

Whi l e  some i deas  f rom tha t  per i od  were 
l i t t l e  more  than  sc i ence  f i c t i on  a t  the  t i me , 
many  pro j ec ts  and  proposa l s  were  more  i m-
med i a te l y  v i ab l e  or  ac t i ve l y  sought  to  de-
ve l op  the  techno l ogy  necessar y  to  de l i ver 
them. 

Perhaps  one  o f  the  mos t  char i smat i c  f i g-
ures  i n  the  h i s tor y  o f  e l ec t ron i c  mus i c  and 
aud i o  techno l ogy  was  Leon  Theremi n ,  we l l 
known as  the  i nven tor  o f  the  f i r s t  commer-
c i a l l y  produced  e l ec t ron i c  mus i ca l  i ns t ru-
ment ,  the  Theremi n  (a l so  re fer red  to  as  the 
Termenvox ,  1 9 1 9 –20 ) .  As  a  phys i c i s t ,  mus i -
c i an ,  and  eng i neer,  Theremi n  worked  a t  the 
c rossroads  o f  c rea t i ve  techno l ogy  and  es-
p i onage  deve l op i ng  i nnumerab l e  pro j ec ts , 
o f ten  t r y i ng  to  combi ne  mus i c  w i th  co l our, 
ges ture ,  scen t ,  and  touch .  I t  i s  hard l y  poss i -
b l e  today  to  i mag i ne  any  syn thes i zers ,  bur-
g l a r  a l a rms ,  or  au tomat i c  doors ,  w i thou t  h i s 
p i oneer i ng  research .

Desp i te  the  fac t  tha t  Leon  Theremi n  i n i -
t i a ted  a  new techno l ogy  ra ther  than  a  new 
aes the t i c ,  h i s  groundbreak i ng  mus i ca l  i n -
ven t i on  l ed  no t  on l y  to  the  app l i ca t i on  o f 
the  techno l ogy  for  a  var i e ty  o f  c i v i l i an ,  m i l -
i ta r y,  sur ve i l l ance ,  and  esp i onage  purpos-
es ,  add i ng  to  h i s  s ta tus  as  a  cu l t  f i gure  i n 
e l ec t ron i c  mus i c  i n  the  West ,  bu t  a l so  pro-
voked  new aes the t i c  t rends  and  d i scover i es 
a l l  over  the  wor l d .

Whi l e  the  career  o f  Leon  Theremi n  the 
phys i c i s t  began  a t  the  Ins t i tu te  for  Phys-
i cs  and  Techno l ogy  i n  Pe t rograd ,  h i s  mu-
s i ca l  career  began  i n  Moscow,  a t  the  S ta te 
Ins t i tu te  for  Mus i ca l  Sc i ence  (GIMN ) .  The 
GIMN  was  founded i n  Moscow i n  1 921  i n 
an  a t tempt  to  cen t ra l i ze  a l l  ac t i v i t i es  re l a t-
ed  to  mus i ca l  sc i ence ,  i nc l ud i ng  d i sc i p l i nes 
such  as  acous t i cs ,  mus i co l ogy,  psycho l ogy, 
phys i o l ogy,  the  cons t ruc t i on  o f  new mus i ca l 
i ns t ruments ,  and  e thnomus i co l ogy.  N i ko l a i 
Garbuzov  was  appo i n ted  d i rec tor.  

S i nce  the  beg i nn i ng  the  GIMN  was  or i -
en ted  towards  academi c  research .  Among 
the  many  scho l ars  and  i nven tors  ac t i ve  a t 

the  i ns t i tu te  were  Arseny  Avraamov,  Leo-
n i d  Sabaneev,  Pe ter  Z i mi n ,  N i ko l a i  Bern-
s te i n ,  Pave l  Le i berg ,  Bor i s  Kras i n ,  E mi l y 
Rosenov,  and  Mi kha i l  Gnes i n .  N umerous 
research  pro j ec ts  were  conducted ,  a r t i c l es 
pub l i shed ,  and  exper i menta l  dev i ces  bu i l t , 
i nc l ud i ng  a  harmon i um tuned  to  a  na tura l 
(over tone)  sca l e  and  a  quar ter- tone  har-
mon i um wi th  two  keyboards .  N i ko l a i  Gar-
buzov  bu i l t  a  dev i ce  to  s tudy  the  phenom-
ena  o f  synops i a  (co l our  hear i ng) .  Serge i 
Rzevk i n  bu i l t  h i s  rad i o-harmon i um on  ca th-
ode  va l ves ,  wh i ch  was  the  second e l ec t ron-
i c  mus i ca l  i ns t rument  to  be  bu i l t  i n  Russ i a 
a f te r  the  i nven t i on  o f  the  Theremi n .  I t  was 
a  sor t  o f  th ree-vo i ce  osc i l l a tor,  capab l e  o f 
produc i ng  po l yphon i c  chords  i n  any  tem-
perament . 

Work i ng  on  the  GIMN ’s  dra f t  p ro-
gramme,  Arseny  Avraamov  proposed  a  pro-
j ec t  named »Topograph i ca l  Acous t i cs « .  He 
sugges ted  bu i l d i ng  power fu l  e l ec t roacous-
t i c  sys tems  tha t  cou l d  be  i ns ta l l ed  on  a i r-
p l anes ,  f rom wh i ch  vas t  a reas  o f  l and  cou l d 
be  covered  w i th  sound .  Some o f  h i s  pro-
j ec ts  exp l ored  new genres  o f  mus i c  dev i sed 
spec i f i ca l l y  fo r  u rban  con texts  and  pre-
sen ted  around  the  bu i l t  env i ronment .  O ne 
such  pro j ec t  by  Avraamov  re ferenced  i n  the 
» Genera t i on  Z«  exh i b i t i on  i s  the  »Symphony 
o f  S i rens«  –  a  l a rge  sca l e ,  open  a i r  per for-
mance  o f  f ac tor y  wh i s t l es ,  foghorns ,  a r t i l -
l e r y  f i re ,  and  a l l  manner  o f  mach i ne-made 
no i ses ,  f i r s t  s taged  i n  the  por t  town o f  Baku 
i n  1 922 i n  ce l ebra t i on  o f  the  f i f t h  ann i ver-
sar y  o f  the  Revo l u t i on .  Th i s  ep i c  spec tac l e 
fea tured  a  cas t  o f  cho i rs ,  the  foghorns  o f  the 
en t i re  C asp i an  f l o t i l l a ,  two  ba t te r i es  o f  a r-
t i l l e r y  guns ,  a  number  o f  i n fan t r y  reg i ments 
i nc l ud i ng  a  mach i ne-gun  d i v i s i on ,  hydro-
p l anes ,  and  a l l  o f  the  town’s  f ac tor y  s i rens . 
The  conductor,  pos ted  on  a  purpose-bu i l t 
tower,  s i gna l l ed  var i ous  sound  un i t s  w i th 
co l oured  f l ags  and  p i s to l  sho ts .  A  cen t ra l 
sound-mach i ne  ca l l ed  the  » Mag i s t ra l «  con-
ta i ned  50  s team wh i s t l es  con t ro l l ed  by  a 
c rowd o f  mus i c i ans  fo l l ow i ng  » text-scores« . 
A  second per formance  o f  the  Symphony 
took  p l ace  i n  Moscow i n  1 923 . 

F i rs t  a r t i f i c i a l l y  draw n o rname nta l  s o und t racks  by  Ars e ny 
Avraam ov  ( 1 930) . 
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Evgeny  Sho lpo,  Var iophone ,  vers ion  two- three ,  l a te  1 930s .  Photo  cour-
tesy  o f  Mar ina  Sho lpo.
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I n  1 921 – 23 ,  per formances  o f  the  Pro jec t ion  Thea t re  a t  the  Foreg-
ge r  S tud io  and  sound  exper iments  a t  the  Pro le tku l t  S tud io,  d i rec ted 
by  S erge i  E i sens te in ,  p rovoked  a  fash ion  o f  no i se  mus ic  a nd  no i se 
o rches t ras .  Many  inven tors  pa ten ted  new sound  mach ines  spec ia l -
l y  i n tended  for  per formance  o f  no i se  mus ic .  Some dev ice s  ba sed 
o n  e lec t ro-opt ica l ,  e lec t ro-mechan ica l ,  and  o ther  new e lec t ron ic 
t echno log ies  were  ahead  o f  the i r  t ime  by  decades .  Among them 
was  »The  mechan ica l  keyboard  ins t rument  fo r  the  reproduc t ion  o f 
s pe ech ,  s ing ing  and  var ious  sounds« ,  i nven ted  in  1 925 by  D.G.  Ta m-
bov tsev,  wh ich  was  a  k ind  o f  pro to-sampler  ver y  s im i la r  to  the  f a -
mous  Me l lo t ron  popu lar  in  the  1 970s .  The  »E lec t ro-Opt ica l  M us ica l 
Ins t rument « ,  i nven ted  by  Sergeev  in  1 926,  was  based  on  the  pr inc i -
p le  o f  the  op t ica l  s i ren .  I t  was  a  k ind  o f  e lec t ro-opt ica l  sound  syn-
t he s izer  tha t  i ncorpora ted  a  sequencer  based  on  a  graph ic a l  score 
t o  program the  mos t  compl ica ted  rhy thms  and  harmon ies .

In  1 926 –29 the  f i r s t  p rac t ica l  sound  record ing  sys tems ,  ba sed 
o n  sound-on- f i lm  techno logy,  a l lowed access  to  sound  a s  v i s ib le 
s hapes  on  f i lm  s t r ips  tha t  cou ld  be  s tud ied  and  man ipu la ted .  Th i s 
new poss ib i l i t y  paved  the  way  for  a  sys temat ic  ana lys i s  o f  a ud io 
t races  such  tha t  they  cou ld  be  used  to  produce  any  syn the t ic  sound 
a t  w i l l ,  wh ich  led  to  the  inven t ion  o f  the  »Graph ica l  (Drawn)  S ound« 
t echn iques .  I t  a l so  opened  up  a  long-awa i ted  oppor tun i ty  fo r  a r t i s t s 
f as c ina ted  by  the  idea  o f  sound  as  an  a r t  med ium to  ed i t ,  p rocess , 
m ix ,  and  s t ruc ture  pre- recorded  aud io  mater ia l ,  combin ing  a ny 
s o und  a t  w i l l ,  wh ich  led  to  the  c rea t ion  o f  numerous  sound t ra ck s 
bas ed  on  the  aes the t ics  o f  no i se  mus ic . 

The  f i lm  cr i t i c  A lexander  Andr ievsky  no ted  in  1 93 1 :  »Whi le 
abroad  the  f i r s t  works  re la ted  to  sound  c inema were  ma in ly  ba sed 
o n  mus ic  mater ia l ,  i n  the  USSR we had  another  t rend .  The  ma in  a u-
d io  mater ia l  o f  the  f i r s t  sound  mov ies  was  based  on  no i se  and  va r i -
ous  rumbl ings . « 

In  1 928 Serge i  E i sens te in ,  Vsevo lod  Pudovk in ,  and  Gr igor y 
A leksandrov  pub l i shed  the  ma jor  aes the t ic  document  The  Fu ture 
o f  S ound  F i lm ,  i n  wh ich  the  ma in  emphas i s  was  p laced  on  the  idea 

o f  t he  con t rapunta l  method  o f  combin ing  sound  and  ima ger y.  »… 
ONLY A CONTR APUNTAL USE o f  sound  in  re la t ion  to  the  v i sua l 
mo ntage  p iece  w i l l  a f fo rd  a  new poten t ia l i t y  o f  montage  deve lop-
ment  and  per fec t ion . «

In  1 929 Dz iga  Ver tov  made  the  f i r s t  f i e ld  sound  record ings  by 
means  o f  por tab le  sound-on- f i lm  equ ipment ,  wh ich  was  spec ia l l y 
bu i l t  fo r  h im by  inven tor  A lexander  Shor in .  The  equ ipment  a l lowed 
h im to  record  ac tua l  u rban  sounds  and  indus t r i a l  no i ses ,  wh ich  he 
us ed  to  score  h i s  f i lm  En thus iasm ( 1 930) .  The  score  bec a me the 
f i r s t  approach  to  wha t  wou ld  l a te r  be  ca l led  mus ique  concr è te , 
w h ich  was  inven ted  by  P ier re  Schae f fe r  i n  France  in  1 948 a nd  in i t i -
a t ed  the  deve lopment  o f  e lec t roacous t ic  mus ic .

Meanwh i le ,  i n  1 929 the  f i r s t  Sov ie t  exper imenta l  sound  f i lm  P i -
a t i l e tka .  P lan  ve l i k ih  rabot  (The  P lan  o f  Grea t  Works) ,  d i rec ted  by 
Abram Room wi th  a  sound t rack  by  Arseny  Avraamov,  was  re lea sed . 
As  Room po in ted  ou t ,  »For  us ,  the  v i sua l  mater ia l  p layed  a  second-
ar y,  suppor t ing  ro le ,  be ing  an  ou t l i ne  for  sound  des ign…  each  o f  us 

ha d  to  a pp ly  h imse l f  to  the  theor y  o f  ra d io  a nd  a cous t ics . «  Avraam-
ov  in  tu r n  no ted ,  » I  shou ld  a l so  sa y  tha t  I  don’ t  see  a ny  con t rad i c-
t ions  a t  a l l  be tween  mus ic  a nd  no i se . . .  I  d id  no t  wa nt  to  invo l ve  any 
conven t iona l l y  orga n ized  mus ic  in  the  f i lm  ( s l ipp ing  in to  me l od i c 
symphon ic  moments ) . «

I t  wa s  Avra a mov  w ho comple ted  the  f i r s t  a r t i f i c i a l  d rawn orna-
menta l  sound t ra ck  in  1 930.  Tha t  sa me yea r  Evgeny  S ho lpo  i nven t-
ed  the  Va r iophone .  I t  wa s  a  con t inua t ion  o f  resea rch  tha t  Sho l po 
ha d  been  conduct ing  s ince  the  1 9 1 0s  w h i le  wor k ing  on  »Pe r form-
er- less  mus ic« . 

By  1 936 there  were  f our  ma in  t rends  o f  Gra ph ica l  S ound  i n  So-
v ie t  Russ ia :  ha nd-draw n Or na menta l  S ound  ( Avra a mov,  ea r l y  Bor i s 
Ya nkovsk y) ;  ha nd-ma de  Pa per  S ound  ( Niko la i  Vo inov) ;  Va r iophone 
or  a u toma ted  Pa per  S ound  ( Evgeny  S ho lpo,  Georgy  R imsk y-Korsa-
kov) ;  a nd  the  method  o f  Syn tones ,  ba sed  o f  spec t ra l  a na lys i s ,  de-
compos i t ion ,  a nd  re-syn thes i s  techn iques  ( Bor i s  Ya nkovsk y) . 

The  f i r s t  vers ion  o f  the  Va r iophone  wa s  bu i l t  i n  1 931  by  Sho l po 
toge ther  w i th  composer  Georgy  R imsk y-Korsa kov,  gra ndson  o f  the 
f a mous  composer  Niko la i  R imsk y-Korsa kov.  I t  wa s  ca pa b le  o f  pro-
duc ing  a r t i f i c ia l  sound t ra ck s  by  mea ns  o f  a u toma ted  Pa per  Sound 
techn iques .  M a ny  sound t ra ck s  f or  mov ies  a nd  ca r toons  we re  cre-
a ted  us ing  the  Va r iophone .  A mong the  mos t  a ccompl i shed  p i eces 
recorded  w i th  the  Va r iophone  in  1 933 – 3 4 were  »The  Ca r bure t tor 
S u i te «  by  G.  R imsk y-Korsa kov,  »Wa l tz«  by  N.Timof eev,  »F l igh t  o f  the 
Va lk yr ies «  by  R icha rd  Wa gner,  a nd  Fra nz  L i sz t ’s  s i x th  Rhapsody. 
D ur ing  the  b locka de  o f  Len ingra d  in  1 94 1 ,  toge ther  w i th  compos-
er  Igor  Bo ld i rev,  S ho lpo  syn thes ized  one  o f  h i s  mos t  ex per i men-
ta l  p ieces  –  the  sound t ra ck  to  the  ca r toon  »S ter v ia tn ik i «  ( »The  Vu l -
tu res« ) .  A l though  a es the t ica l l y  these  wor k s  a re  s im i la r  to  Wal te r 
Ca r los ’  »Sw i tched-on  Ba ch«  f rom 1 96 8 a nd  sounded l i ke  8-b i t  mu-
s ic ,  the  ma in  d i f f e rence  wa s  in  the i r  t im ing .  In  1 9 1 8 S ho lpo  deve l -
oped  spec ia l  too l s  –  the  M e logra ph  a nd  Au top ia nogra ph  –  to  reg i s -
te r  the  tempora l  cha ra c ter i s t i cs  o f  l i ve  mus ica l  per f or ma nce .  Much 
e lec t ron ic  mus ic  ha s  a  r ig id  tempo,  l i ke  a  met ronome;  S ho l po  was 
a b le  to  s imu la te  more  sub t le  va r ia t ions  in  tempo such  a s  Rubato, 
Ra l len ta ndo,  a nd  Acce lera ndo,  ba sed  on  h i s  ca r f u l  a na lyses  o f  l i ve 
p ia no  per f or ma nces  by  the  mos t  a ccompl i shed  p ia n i s t s .

In  1 932 – 35  Bor i s  Ya nkovsk y  proposed  the  Syn tone  meth-
od ,  ba sed  on  resea rch  in to  s t r uc tura l  s im i la r i t i es  a nd  d i s t i nc t i ons 
a mong spec t r ums  o f  sounds  o f  d i f f e ren t  cha ra c ter  to  l im i t ,  as  f a r  as 
poss ib le ,  the  number  o f  ca lcu la t ions  needed f or  the  a dd i t i ve  syn-
thes i s  o f  va r ious  complex  sounds .  Th i s  method  wa s  ba sed  on  pure 
a ud io  compu t ing  techn iques  a nd  possessed  proper t ies  ver y  com-
mon f or  d ig i ta l  techno log ies ,  such  a s  d i scre t i z a t ion  a nd  quan t i za-
t ion  o f  a ud io  s igna l s  a nd  re la ted  spec t ra l  da ta ,  ma n ipu la t ion  w i th 
rea dy-ma de  pa r t s ,  a nd  opera t ions  w i th  se lec t ions  f rom da tabases 
o f  the  ba s ic  pr im i t i ves  ( templa tes ) ,  tha t  d i s t ingu i shed  i t  f rom the 
methods  o f  a na logue  s igna l  process ing .  I t  ca n  be  cons ide red  as 
a  sor t  o f  p ro to-compu ter  f o r  mus ic  techn iques ,  w i th  ma ny  o f  the 
typ ica l  f ea tures  o f  moder n  d ig i ta l  techno logy  in  sound  a nd  mus i c 
compu t ing . 

Yankovsky  deve l oped  severa l  sound  process i ng  techn i ques ,  i nc l ud-
i ng  p i tch  sh i f t i ng  and  t i me  s t re tch i ng ,  based  on  the  separa t i on  o f 
spec t ra l  con ten t  and  formants  and  resembl i ng  the  recen t  compu ter 
mus i c  techn i ques  o f  c ross  syn thes i s  and  the  phase  vocoder.

To  per form compl ex  mathemat i ca l  ca l cu l a t i ons  o f  wave forms  as 
we l l  as  o ther  i mpor tan t  parameters  o f  sound  and  au tomated  mu-
s i ca l  per formance  such  as  rhy thm,  there  were  spec i a l  » empl oyee-
compu ters «  on  s ta f f  i n  the  l abora tor i es  o f  Bor i s  Yankovsky  and  Evg-
eny  Sho l po.  These  were  mathemat i c i ans  whose  spec i f i c  task  was 
to  make  ca l cu l a t i ons .  To  rea l i ze  these  i deas ,  Yankovsky  i nven ted  a 
spec i a l  i ns t rument ,  the  Vi broexponator  –  the  mos t  parad i gm-sh i f t-
i ng  proposa l  o f  the  mi d-1 93 0 s .

In  1 93 9 Yankovsky  met  Evgeny  Murz i n  ( 1 9 14 – 70 ) ,  a  young  i n-
ven tor  f asc i na ted  by  the  i dea  o f  a  un i versa l  too l  fo r  sound  syn thes i s , 
and  a f te r  a  year  o f  conversa t i on  the  f i na l  concept  o f  the i r  fu tu re  i n-
s t rument  was  formu l a ted .  In  1 957  Murz i n  compl e ted  and  pa ten ted  a 
photo-e l ec t ron i c  mus i ca l  i ns t rument  ca l l ed  the  AN S Syn thes i zer.  I t 
was  remarkab l y  c l ose  to  the  concept  o f  Evgeny  Sho l po’s  Mechan i -
ca l  O rches t ra .  The  i ns t rument  was  based  on  Bor i s  Yankovsky ’s  pro-
posed  sca l e  o f  72  s teps  per  oc tave ,  and  i ncorpora ted  a  se t  o f  576 
opt i ca l  s i ne  wave  osc i l l a tors ,  ad j us ted  on  f i xed  f requenc i es  and 
formi ng  a  d i scre te  sca l e ,  cover i ng  the  who l e  aud i b l e  range  w i th  i n-
te r va l s  be tween  success i ve  p i tches  under tac tab l e  to  the  human ear. 
C ont ro l  over  the  sys tem and  the  process  o f  sound  syn thes i s  was 
car r i ed  ou t  by  means  o f  a  spec i a l  g raph i ca l  score ,  w i th  a  d i agram 
represen t i ng  the  spec t rum o f  a  sound  by  means  o f  drawn t ranspar-
en t  s t r i ps  w i th  appropr i a te  shape  and  s l opes .  A  pr i nc i p l e  s i m i l a r  to 
th i s  graph i ca l  score  was  used  i n  the  l egendar y  U PIC  compu ter  sys-
tem,  deve l oped  by  Iann i s  Xenak i s  i n  1 97 7  a t  the  C ent re  d ’é tudes 
de  mathémat i que  e t  au tomat i que  mus i ca l es  (C E MAMu)  i n  Par i s .

Researchers  i nvo l ved  i n  Graph i ca l  Sound  had  to  overcome 
enormous  techn i ca l  and  theore t i ca l  (as  we l l  as  more  mundane)  d i f-
f i cu l t i es  dur i ng  i t s  shor t  ex i s tence .  The  resu l t s  o f  the i r  work  were 
surpr i s i ng  and  unexpec ted ,  and  ahead  o f  the i r  t i me  by  decades . 
However,  a f te r  Len i n’s  dea th  i n  1 924 and  S ta l i n ’s  r i se  to  power,  co l -
l i s i on  w i th  the  i ncreas i ng l y  to ta l i t a r i an  s ta te  was  fa ta l .  I n  l ess  than 
ten  years ,  a l l  o f  the i r  work  had  ended and  was  a l mos t  i ns tan t l y  fo r-

got ten .  By  the  l a te  1 93 0 s ,  the  cu l tu ra l  and  in te l l ec tua l  e l i t e  o f  the 
prev i ous  two decades  had  been  rendered  power less  or  e f fec t i ve ly 
wr i t ten  ou t  o f  » o f f i c i a l «  h i s tor i es  and  exc luded  f rom textbooks  as 
though  they  had  never  ex i s ted .  The  las t  phase  o f  S ta l i n ’s  epoch  was 
en t i re l y  f ru i t l ess  fo r  mus i c  techno logy.  A l l  the  ta len t  tha t  emerged 
dur i ng  th i s  per i od  was  d i rec ted  towards  the  ideas  and  pro jec ts  o f 
the  1 9 1 0 –20 s .  The  new genera t i on  o f  eng ineers ,  l i v ing  in  cu l tu ra l 
and  i n format i ona l  i so l a t i on ,  was  pr imar i l y  engaged in  a t tempts  to 
copy  or  fo l l ow Western  deve l opments .  I t  became a  t ime  synony-
mous  w i th  poor  qua l i t y  f akes  and  cons iderab le  f rus t ra t ion .  No s ig-
n i f i can t  i nven t i ons  were  made  i n  the  rea lm o f  mus ica l  techno logy  in 
Russ i a  un t i l  t he  tu rn  o f  the  mi l l enn ium.

L i fe  has  s i nce  con f i rmed the  va lue  and  s ign i f i cance  o f  the  work 
and  fores i gh t  o f  the  l os t  p i oneers .  Many  ideas  and  inven t ions ,  wh ich 
a t  the  t i me  mi gh t  have  been  cons idered  u top ian ,  were  re inven ted 
decades  l a te r.  We use  them today  w i thou t  knowing  the i r  or ig ins , 
and  many  i deas  f rom th i s  per i od  appear  to  s t i l l  be  awa i t ing  f resh 
cons i dera t i on .

* 1 )  Th e  f i r s t  vers ion  o f  th e  ex h ib i t ion  was  sh ow n be t we e n  Se pt e mbe r  2008 and  J anuar y 
2009 u n der  th e  t i t l e  »Sou n d  in  Z«  a t  th e  Pa la i s  D e  To kyo  in  Par i s  w i t h in  t he  f ramewo rk 
o f  th e  ex h ib i t ion  pro jec t  » From  O n e Revo lu t i o n  To  Ano t he r«  by  Br i t i s h  Turne r  Pr ize  w in-
n er  Jerem y  De l le r.

a n d r e y  s m i r n o v  i s  an  i n te rd i sc i p l i nar y  a r t i s t ,  i ndependent  cura-
tor,  co l l ec tor,  wr i te r,  composer,  researcher,  and  deve l oper  o f  new 
techn i ques  i n  compu ter  mus i c .  He  i s  the  former  found i ng  d i rec tor 
o f  the  Theremi n  C enter  fo r  E l ec t roacous t i c  Mus i c  a t  the  Moscow 
S ta te  C onser va tor y  and  head  o f  i t s  Sec tor  fo r  Med i a  Techno l ogy. 
He  i s  a l so  the  au thor  o f  Sound  In  Z  :  E xper i ments  In  Sound  And 
E l ec t ron i c  Mus i c  In  E ar l y  20 t h C entur y  Russ i a  (Wal ther  Koen i g , 
20 13 )  and  cura tor  o f  the  » Genera t i on  Z  :  ReN oi se«  exh i b i t i on 
a t  CTM 20 14 .

Pa lac e  o f  th e  Sov ie t s .  Drawin g  o f  on e  o f  th e  approve d  pro je c t s ,  1 93 4,  by  Bo r i s 
I o fan ,  V lad im i r  Ge l f re ik h ,  V lad im i r  Sh u ko,  and  t he  s cu lp t o r  Se rge y  M e rku lov. 
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T h e  yea r  1 9 13  marked  t he  1 00 th ann iversar y  o f  Lu ig i  Russo lo’s 
s e m i n a l  man i fes t o,  T he  Ar t  o f  No ises ,  i n  wh ich  the  famous  I ta l -
i a n  f u tu r i s t  an t ic ip a t ed  t he  rad ica l  sound  exper imenta t ion  tha t 
evo l ved  t h roug hou t  t he  20 th cen tur y  and  beyond .  Th i s  cen te-
n a r y,  h owever,  d id  no t  shed  l igh t  on  one  o f  the  mos t  obscure 
h i s tor i e s  o f  ear l y  sound  ar t ,  wh ich  for  the  mos t  par t   occured 
i n de pen dent l y  o f  t he  in f luences  o f  I t a l i an  Fu tur i sm,  tha t  i s , 
n o i s e  exper iment s  und er taken  in  Sov ie t  Russ ia  in  the  1 920s 
a n d  1 930 s .  T h i s  p ar t i cu la r  h i s tor y  has  rema ined  h idden  un t i l 
toda y,  par t l y  d ue  t o  t he  neg lec t  t yp ica l  o f  the  Soc ia l i s t  Rea l -
i s m  era ,  and  p ar t l y  b ecause  on ly  a  sma l l  amount  o f  ev idence 
h a s  been  p reser ved .  »ReNoise«  –  the  complementar y  pro jec t 
to  A n drey  Sminrov  and  L iubov  Pche lk ina ’s   »Genera t ion  Z«  re-
s e a rch  pro jec t  –  shed s  l igh t  on  two ma in  components  o f  ear l y 
Sov i e t  n o i se  a r t :  amat eur  no i se  bands ,  w ide ly  spread  across 
pos t- revo lu t ionar y  Russ ia ,  and  new forms  o f  sound   des ign 
u s ed  i n  thea t re  and  f i lm  produc t ion  over  severa l  decades ,  up 
to  th e  1 96 0 s .  I t  i s  no t ewor thy  tha t  bo th  t rends  were  in te r-
tw i n ed  i n  t he  f i r s t  sound  mov ies  o f  the  ear l y  1 930s ,  d i rec ted 
by  f or m er  lead ers  o f  t hea t r ica l  avan t-garde .  So  what  was  es-
s e n t i a l  a nd  or ig ina l  ab ou t  th i s  no i se  breakou t?

r e n o i s e  –  r e c o n s t r u c t i n G 
t h e  h i d d e n  h i s t o r y  o f 
r e v o l u t i o n a r y  n o i s e  m u s i c
b y  ko n s ta n t i n  d u d a ko v- k a s h u r o

Probab l y  one  o f  the  mos t  d i s t i nc t  fea tures  o f  the  Russ i an  no i se 
movements  o f  the  t i me  i s  the  absence  o f  a  s i ng l e  predomi nan t  ten-
dency,  whether  roo ted  i n  Fu tur i s t  i deas  or  o ther  schoo l s .  O ne  may 
re fer  to  C ons tan t i n  S tan i s l avsk i ’s  au tob i ography,  My  L i fe  i n  Ar t ,  i n 
wh i ch  the  thea t re  d i rec tor  reca l l s  a  produc t i on  en t i t l ed  The  Snow 
Mai den  f rom 1 90 0,  wh i ch  fea tured  a  backs tage  no i se  orches-
t ra  cons i s t i ng  o f  »wh i s t l es ,  cas tane ts ,  and  o ther  mach i nes ,  many 
o f  them i nven ted  by  ourse l ves  for  the  purpose  o f  mak i ng  pecu l i a r 

no i ses« .  Th i s  and  o ther  re fe rences  to  s tage  prac t i ces  a t  the  tu rn  o f 
the  20 th cen tur y  revea l  tha t  thea t re  i n  par t i cu l a r  made  i ncreas i ng 
use  o f  no i ses .  Ye t  the  case  o f  The  Snow Mai den  shows  a  fasc i na t-
i ng  cor respondence  w i th  no i se  accompan i ment  no t  uncommon i n 
med i eva l  Russ i an  fo l k  t rad i t i ons .  Re l i cs  o f  the  vas t  skomorokh  t rad i -
t i on ,  wh i ch  i s  charac ter i zed  by  the  use  o f  unconvent i ona l  se l f-made 
i ns t ruments  or  j us t  ord i nar y  ob j ec ts ,  have  par t i a l l y  sur v i ved  i n  the 
prac t i ce  o f  mus i ca l  eccen t r i cs .  Many  such  t rad i t i ons ,  empl oyed  by 
mus i ca l  c l owns  a t  the  tu rn  o f  the  cen tur y,  sh i f ted  to  avan t-garde 
thea t r i ca l  c i rc l es  i n  the  ear l y  1 920 s .  Wi th i n  the  exh i b i t i on  » Gen-
era t i on  Z  :  ReN oi se« ,  a  number  o f  such  eccen t r i c  mus i ca l  dev i ces , 
recons t ruc ted  by  The  Mus i c  Labora tor y  group * ) w i l l  be  exh i b i ted : 
a  bo t t l ephone  (a  percuss i on  i ns t rument  w i th  hang i ng  bot t l es ) ,  a 
p i g  b l adder  and  ve i n  » s t r i ng«  a t tached  to  a  mop,  a  saucepan  drum, 
and  o thers . 

A l though  i t  i s  d i f f i cu l t  to  t race  the  or i g i ns  o f  Sov i e t  no i se  orches-
t ras ,  they  seemi ng l y  f i r s t  appeared  i n  1 921  as  par t  o f  sma l l  ag i -
ta t i ona l  thea t re  t roupes .  O thers ,  such  as  the  near l y  obscure  Po-
ekhma ,  wh i ch  p l ayed  brooms ,  doorbe l l s ,  car  horns ,  s t i cks ,  e tc . , 

i m i ta t i ng  s team eng i nes  or  the  soundscapes  o f  met ropo l i ses ,  and 
wh i ch  even  he l d  concer t s  i n  the  Sara tov  Conser va tor y,  s tayed  c los-
er  to  the  l a te  Fu tur i s t  scene  and  to  Pro le tku l t  (pro le ta r ian  cu l tu re 
movement )  i n  par t i cu l a r.  The  year  1 922 saw the  fu r ther  emergence 
o f  no i se  orches t ras  tha t  per formed as  a  par t  o f  the  Moscow Pro le t-
ku l t  Thea t re  and  Mas t for  ( the  workshop o f  N iko la i  Foregger) .  Un-
der  Serge i  E i sens te i n ’s  gu i dance ,  the  Pro le tku l t  comic  no i se  band 
was  se t  up  a l ong  w i th  a  pro j ec t  tha t  s t rove  to  c rea te  »orches t ras  o f 

the  separa te  i ndus t r y  sec tor« ,  where  the  ins t ruments  shou ld  have 
represen ted  par t i cu l a r  t ypes  o f  ( i ndus t r i a l )  p roduc t ion .  Foregger ’s 
orches t ra ,  accord i ng  to  some reco l lec t ions ,  mus t  have  represen t-
ed  a  comi c  t ra i t  as  we l l  as  an  i ndus t r i a l  one ,  espec ia l l y  when  ac-
company i ng  the  mach i ne  and  e l ec t r i ca l  dances  for  wh ich  Mas t for 
was  renowned .  Even  though  Mas t for  soon  d i sbanded and  E i sen-
s te i n  became more  and  more  i nvo lved  in  mot ion  p ic ture  produc-
t i on ,  the  prac t i ce  o f  no i se  orches t ras ,  combin ing  harsh  no i ses  w i th 
i m i ta t i ons  o f  s tandard  i ns t ruments ,  sp i l l ed  over  in to  o ther  thea t r i -
ca l  g roups ,  par t i cu l a r l y  i n  the  genre  o f  a  »L iv ing  Newspaper« ,  o f 
wh i ch  The  B l ue  B l ouse  group  a t ta ined  the  mos t  f ame .  Das  Rote 
Sprachrohr  and  Rote  Fahne ,  two  a l l i ed  ag i tprop  groups  in  Germany, 
had  s i m i l a r  no i se  i n i t i a t i ves . 

These  eccen t r i c  no i se  orches t ras  sur v ived  un t i l  t he  mid-1 930s . 
However,  they  gradua l l y  sh i f ted  f rom sma l l  avan t-garde  thea t res 
and  ag i tprop  br i gades  to  l a rger  pro le ta r ian  masses ,  and  appea led 
espec i a l l y  to  the  younger  genera t ion ,  fo r  whom no ise  bands  ser ved 
as  the  i n i t i a l  s tep  to  mus i ca l  educa t ion .  I t  i s  remarkab le  tha t  E i sen-
s te i n ’s  fo rmer  co l l eague  and  Pro l e tku l t  ac tor  Bor i s  Yur t sev  con t r ib-

Peter  A idu  p lays  th e  c h a i rph on e ,  a  pro le ta r ian  am ateu r  in s t ru m en t ,  a t  a
Rec on s t ru c t in g  Utop ia  per form an c e ,  Mosc ow,  20 1 3 .  Ph oto :  N .  Ch eban .
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u t e d  grea t l y  to  th i s  sh i f t .  I n  h i s  p lays  for  Pro le tku l t  and  o ther  p io-
nee r ing  thea t res  o f  the  mid-1 920s ,  he  ins i s ted  on  us ing  the  sa me 
ins t ruments  and  adher ing  to  E i sens te in ’s  approach .  Accord ing  to 
Yur t sev,  no i se  mus ic  as  a  s imp le  organ iza t ion  o f  sound  tha t  requ i res 
mere ly  ever yday  ob jec ts  and  work  too l s ,  and  can  even  be  ma de  us-
ing  t rash ,  p rov ides  the  bes t  en t rance  in to  mus ica l  educa t ion .  Thus , 
ro u t ed  th rough  anc ien t  fo lk lore  and  mus ica l  c lowner y,  avan t-ga rde 
s ound  ar t ,  and ,  i n  some ways ,  a  tas te  for  j azz ,  no i se  mus ic  en tered 
t he  te r ra in  o f  Bo lshev ik  mass  educa t ion .  I t  f e l l  on  fe r t i l e  ground , 
s ince  rura l  t rad i t ions  o f  amateur  mus ic-mak ing  had  sur v i ved  un t i l 
t ha t  day.  Another  reason  for  the  rap id  grow th  o f  pro le ta r i a n  no i se 
e ns embles  was  the  de f ic iency  o f  pro fess iona l l y  manu fac tured  in-
s t ruments ,  espec ia l l y  a f te r  the  Wor ld  War  I  and  the  Civ i l  Wa r.  A m-
a t e ur  ins t ruments  meant  to  subs t i tu te  for  pro fess iona l  ones  co in-
c iden ta l l y  con formed to  the  Marx i s t  concept  o f  overcoming  the 
a l i e na t ion  f rom the  produc ts  o f  l abour,  caused  by  spec ia l i z a t ion 
and  d iv i s ion  o f  work .  Even  more  impor tan t l y,  these  amateur  pra c-
t i ce s  advanced  »ar t  i n to  l i f e « ,  by  mak ing  no  d i s t inc t ion  be tween 

ever yda y  l i f e  a nd  a r t ,  p roduc t ion  a nd  cu l tu re ,  wor k  a nd  l e i sure , 
mus ica l  i ns t r uments  a nd  wor k ing  too l s .  I n  th i s  rega rd ,  the  amateur 
no i se  movement  pa r t l y  sa t i s f i ed  w ha t  wa s  proc la imed in  1 923  by 
the  produc t i v i s t  theore t ic ia n  Bor i s  A r va tov,  » tha t  f o r  the  f i r s t  t i me 
mus ic ia ns  ha dn’ t  a  des i re  to  orga n ize  a r t i f i c i a l  non-v i ta l  sound  ma-
ter ia l ,  bu t  ma ter ia l  o f  l i f e  a s  such  ( s t ree t  a nd  f a c tor y  no i ses  e tc . ) , 
no i ses  o f  ever yda y  l i f e « .

The  la te  1 92 0s  saw  the  pea k  o f  these  r ura l  a nd  ur ba n  a ma teur  no i se 
ensembles ,  w hose  reper to i re  m igh t  have  inc luded  revo lu t i onar y 
ma rches ,  f o lk lore  songs ,  or  even  im i ta t ions  o f  a pproa ch ing  t ra i ns 
or  a n  i ron  f a c tor y,  a s  took  p la ce  in  M oscow  in  the  F i rs t  Ex per i menta l 
S choo l  i n  honour  o f  Ka r l  M a r x .  Throughou t  the  second ha l f  o f  the 
1 92 0s ,  some mus ica l  educa tors  pub l i shed  a  sma l l  number  o f  hand-
ou ts  f o r  those  invo lved  in  a ma teur  no i se  a c t i v i t i es .  These  hard- to-
ge t  brochures  rema in  a  ba s ic  resource  on  ins t r ument  cons t ruc t i on . 
S ome o f  the  mos t  exo t ic  a nd  a cous t ica l l y  a dva nced  a re  pre sen ted 
in  the  Ber l in  vers ion  o f  the  »Genera t ion  Z  :  ReNoise«  ex h ib i t i on .

T he  evo lu t ion  o f  no i se  prac t ices  in  the  f i r s t  years  o f  the  Sov ie t  Un-
ion ,  however,  wou ld  no t  be  cons idered  accompl i shed  ha d  there 
bee n  no  rev iva l  o f  the  ear l y  Pro le tku l t  p ro jec ts ,  a  rev iva l  tha t  oc-
cured  w i th  the  adven t  o f  sound  in  f i lm  in  the  ear l y  1 930 s .  A pa r t 
f rom Dz iga  Ver tov ’s  f i e ld  record ings  (par t i cu la r l y  h i s  record ings  o f 
i ndus t r i a l  sound  sources ,  bes t  represen ted  in  h i s  ce lebra ted  1 930 
f i lm  En thus iasm) ,  another  no i se  method ,  wh ich  became qu i ck ly  ou t-
da t ed ,  was  to  c rea te  sound t racks  by  thea t r ica l  means  resembl ing 
a  more  complex  vers ion  o f  Fo ley  a r t .  I n  the  »Genera t ion  Z  :  Re-
Noise«  exh ib i t ion ,  th i s  method  i s  demons t ra ted  in  two  mov ies :  Bo-
r i s  Yur t sev ’s  An  E legan t  L i fe  and  A lexander  Machere t ’s  M en  a nd 
D e a ls  (bo th  1 932) .  Accous t ica l l y,  Yur t sev  and  Machere t  a t tempted 
t o  res tore  the  no i se  u top ias  o f  the  ear l y  1 920s .  I t  i s  thanks  to  the i r 
e f fo r t s  tha t  we  may  s t i l l  w i tness  today  how no ise  orches t ra s  ( espe-
c ia l l y  the  indus t r i a l  ones)  m igh t  have  sounded in  Pro le tku l t ,  M a s t f or 
( in  wh ich  Machere t  ac ted) ,  o r  The  B lue  B louse  (where  M a chere t 
s uper v i sed  one  o f  i t s  g roups  in  the  mid-1 920s) .

There  i s  no  doubt  tha t  the  ex per iences  o f  Yur t sev  a nd  Machere t 
i n  ava n t-ga rde  a nd  a g i tprop  thea t res  l a id  the  f ounda t ion  f or  the i r 
» indus t r i a l  symphon ies« ,  a dmi t ted ly  imposs ib le  w i thou t  con t r i bu-
t ions  f rom one  o f  the  lea d ing  ex per t s  i n  thea t r ica l  sound  d es i gn  – 
V la d imi r  A lek sa ndrov ich  Popov  ( 1 889 –1 968) .  Throughou t  h i s  ca-
reer  a s  a n  a c tor  in  the  M K hT ( S ta n i s lavsk y  M oscow  A r t  Thea t re) , 
Popov  wa s  encoura ged  by  S ta ns lavsk i  to  inven t  va r ious  dev i ces 
tha t  cou ld  g ive  more  v iv id  sound  impress ions  on  s ta ge  a s  ear l y  as 
1 908.  Throughou t  the  next  deca de ,  the  number  o f  h i s  i nven t i ons 
increa sed ,  so  tha t  by  the  1 92 0s  they  sha ped  the  sound  o f  p lays  pre-
sen ted  by  M K hT-2 ,  Va k h ta ngov  Thea t re ,  o r  Ga b im Jew ish  Thea t re . 
Popov  no t  on ly  brought  ex i s t ing  dev ices  up  to  scra tch ,  b u t  a l so 
wor ked  a s  a  t r ue  or ig ina tor  o f  hundreds  o f  ma ch ines ,  f rom s i mp l e 
ha ndy  dev ices  to  complex  ma ch ines  such  a s  p ipe  orga ns ,  wh i ch 
produced  sounds  th rough  f a c tor y  a nd  s tea m eng ine  w h is t les .  What 
i s  per ha ps  more  impor ta n t  i s  tha t  spec ia l  b r iga des ,  super v i sed  by 
Popov  h imse l f,  s ta ged  the  »no i se  symphon ies«  f o r  ea ch  prod uc t i on , 
so  tha t  they  were  rega rded  no t  a s  mere  sound  e f f ec t s ,  bu t  as  char-
a c ters  ons ta ge .  H is  thorough  a pproa ch  to  no i se  produc t ion  made 

Popov ’s  under tak i ngs  i nd i spensab l e  for  sound  mov i es ,  par t i cu l a r l y 
where  r i ch  and  compl ex  sound t racks  were  needed ,  as  the  na tura l 
env i ronment  i n  those  days  cou l d  by  no  means  be  reproduced  per-
fec t l y  th rough  sound  record i ngs .  Moreover,  s i nce  » no i se  sympho-
n i es«  had  to  be  composed  ra ther  than  recorded ,  versa t i l e  sound 
textures  were  crea ted ,  such  as  the  one  f rom the  » Ba t t l e  on  the  Ice«  
scene  i n  E i sens te i n ’s  A l exander  N evsky . 

The  » ReN oi se«  sec t i on  o f  the  exh i b i t i on  o f fe rs  an  oppor tun i ty  to  ex-
ami ne  some o f  these  dev i ces ,  ma i n l y  cons t ruc ted  to  reproduce  i n-
dus t r i a l  and  mach i ne  no i ses ,  and  a l so  t r y  them ou t .  As  was  the  case 
a t  the  ma j or  exh i b i t i on  a t  the  Po l y techn i c  Museum i n  Moscow i n 
20 12  as  we l l  as  o ther  venues ,  v i s i to rs  a re  i nv i ted  to  compose  the i r 
own sound t racks .  Screened  per formances  by  The  Mus i c  Labora-
tor y  and  a  workshop l ead i ng  to  a  l i ve  per formance  exempl i f y  con-
temporar y  usages  o f  these  mach i nes .  The  per formance  w i l l  con-
nec t  bo th  amateur  and  » pro fess i ona l «  no i se  mak i ng ,  thus  mak i ng 
them h i s tor i ca l l y  and  aes the t i ca l l y  coheren t .  U nexpec ted l y,  ear l y 
Sov i e t  no i se  mach i nes  recrea ted  by  the  group  o f  mus i c i ans ,  s tage 
des i gners ,  and  researchers  resembl e  modern  sound  i ns ta l l a t i ons , 
demons t ra t i ng  the  con t i nu i t y  o f  u top i as  o f  the  pas t  and  con tempo-
rar y  sound  prac t i ses .

ReN oi se  i s  a  pro j ec t  by  Pe ter  A i du ,  Kons tan t i n  Dudakov-Kashuro, 
and  Evgen i a  Vorobyeva .

* )  »Th e  Mu s ic  L abora tor y«  i s  a  grou p  o f  m u s ic ian s  an d  researc h ers  in  Mosc ow,  wh o,  over 
th e  pas t  f i ve  years ,  h ave  been  s tu dy in g  var iou s  ear l y  Sov ie t  sou n d  ven tu res ,  rec on s t ru c t-
in g  in s t ru m en ts  an d  per form in g  th e  m u s ic  o f  th e  t im e .

pe t e r  a i d u  i s  a  mus i c i an ,  cura tor,  and  the  head  o f  The  Mus i c  Labora tor y.  A  l aurea te  o f  severa l  i n te rna t iona l  con tes t s ,  he 
teaches  p i ano,  harps i chord ,  and  chamber  orches t ra  groups  a t  the  Moscow C onser va tor y.  In  2007 he  es tab l i shed  The  P i -
ano  She l te r  –  a  co l l ec t i on  o f  spec i a l l y  conser ved  p i anos .  In  20 0 9,  A i du  w i th  The  Mus i c  Labora tor y  in i t i a ted  the  rev iva l  o f 
» PerS i mfAns  –  Symphony  O rches t ra  w i thou t  a  C onductor« .  He  i s  the  d i rec tor  o f  the  per formance  pro jec t  »Recons t ruc t ing 
U top i a« ,  and  cura tors  o f  the  » ReC ons t ruc t i on  o f  N o i se«  exh i b i t i on ,  wh i ch  was  shown i n  Moscow,  S t .  Pe tersburg ,  V lad iv-
os tok ,  and  o ther  Russ i an  c i t i es .

ko n s t a n t i n  d u d a k o v - k a s h u r o  i s  a  scho l ar,  ass i s tan t  pro fessor  a t  Lomonosov  Moscow S ta te  Un ivers i t y,  member  o f  The 
Mus i c  Labora tor y,  and  DJ.  In  20 0 6 he  compl e ted  h i s  Ph .D.  i n  C u l tu ra l  S tud i es ,  compara t i ve ly  s tudy ing  I ta l i an  Fu tur i sm and 
German Dada  poet i cs .  H i s  ma i n  research  i n te res t s  –  cu l tu ra l  ph i l osophy,  modern i sm,  and  avan t-garde  aes the t ics  –  mot iva te 
h i s  i nvo l vement  i n  PerS i mfAns ,  » Recons t ruc t i ng  U top i a« ,  and  » ReC ons t ruc t i on  o f  N o i se«  ( toge ther  w i th  Pe ter  A idu) .  He  i s  a 
member  o f  the  E uropean  N etwork  for  Avan t-Garde  and  Modern i sm S tud i es  and  The  C ent re  for  Avan t-Garde  S tud ies  a t  the 
U n i vers i t y  o f  I ce l and ,  and  cur ren t l y  wr i tes  on  the  h i s tor y  o f  ear l y  Sov i e t  no i se  mus i c .

e v g e n i a  vo r o b y e v a  s tud i ed  a t  the  P.  I .  Tscha i kovsky  C onser va tor y  i n  Moscow,  where  she  cur ren t l y  ho lds  the  pos i t ion  o f 
d i rec tor  o f  the  Depar tment  o f  Fore i gn  Af fa i rs .  S i nce  20 1 0  she  i s  ac t i ve  as  producer,  manager,  and  cura tor  o f  var ious  pro-
j ec ts ,  a .o .  the  exh i b i t i ons  » N oi se  O rches t ras  o f  the  1 920 s .  U nkown Pro l e ta r i an  Mus i c»  a t  the  Moscow Jewish  Museum,  and 
» Recons t ruc t i on  o f  N o i se«  a t  the  Moscow Po l y techn i ca l  Museum. 

The  Mus ic  Labora tor y  per forms  »S team Tra in« ,  p lay ing  no i se  ins t ruments  dev i sed  by
Vlad imi r  Popov  for  the  s tag ing  o f  Anna  Karen ina  in  1 937,  Moscow,  20 13 .  Photo :  N .  Cheban .

Tan k  sou n d  dev ic e ,  i nven ted  by  V lad imi r  Po pov.
Ph otograph er  u n k n own .
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The  f ocu s  on  Eas t  Europ ean  e lec t ron ic  mus ic  w i th in  CTM 
 Fe s t i va l ’s  15 th ed i t ion  no t  on ly  h igh l igh ts  Russ ian  and  Sov ie t 
so u n d  p i oneers  v ia  t he  »G enera t ion  Z  :  ReNoise«  programme, 
bu t  a l s o  Io n  Dumu t rescu  and  Rod ion  G.A . ,  who  represen t  two 
gen e ra t i ons  w i t h in  Roman ian  e lec t ron ic  mus ic  h i s tor y.  More-
ove r,  th e  c rea t i ve  m ind s  b eh ind  the  »Sound  Exchange«  pro jec t 
have  com e up  w i t h  a  b road  spec t rum o f  exper imenta l  mus ic 
f ro m  Cen t ra l  and  Eas t ern  Europe .

o v e r l o o k e d 
p r o G r e s s
b y  r o b e r t  m i e s s n e r

b r e a k s  a n d  b e g i n n i n g s
 
An  ann i versar y,  one  may  sa fe l y  presume ,  i n  no t 
j us t  any  ca l endar :  the  re l ease  o f  » Haunted  Pa i r«  i n 
E as t  Ber l i n  i n  1 98 4,  a  sp l i t  t ape  f rom the  bands 
Au f ruhr  zur  L i ebe  and  O rnament  &  Verbrechen . 
» Re l ease«  perhaps  overs ta tes  the  case  i n  f ac t ,  fo r 
o l d  Mi re i l l e  Math i eu  casse t te  tapes  had  to  be  re-
cyc l ed  to  produce  th i s  exceed i ng l y  l i m i ted  ed i t i on . 
An  X-ray-s ty l e  pa i n t i ng  o f  a  coup l e  o f  copu l a t i ng 
moose  adorns  the  cover  o f  » Haunted  Pa i r« ,  cour-
tesy  o f  Rona l d  L i ppok ,  who had  founded O rnament 
&  Verbrechen  w i th  h i s  bro ther  Rober t  L i ppok  i n 
1 98 3 .  There  even  ex i s ted  a  l abe l  –  run  by  Rona l d 
L i ppok  and  Bernd  J es t ram,  then  gu i ta r i s t  and  s i ng-
er  w i th  Au f ruhr  zur  L i ebe  –  and  a  ca ta l ogue  re fer-
ence :  »Assor ted  N u ts  N o.  1 « .  » Haunted  Pa i r«  was 
no t  to  rema i n  the  new l abe l ’s  on l y  c l andes t i ne  re-
l ease  for  l ong .

Th i r ty  years  l a te r,  the  tape  i s  s t i l l  a  gem:  Au f ruhr 
zur  L i ebe ’s  s i de  o f fe rs-up  a  m i l d  dose  o f  ra i ny-
day  avan t-garde  wave ,  i nc l ud i ng  a  cover  o f  T-Rex ’s 
» C h i l dren  O f  The  Revo l u t i on«  a l ong  w i th  » bock 
au f  n i ch ts « ,  a  dec i ded l y  skewed punk  render i ng  o f 
the  eponymous  poem by  E as t  Ber l i n  poe t  S te fan 
Dör i ng .  O rnament  &  Verbrechen  l aunches  i t s  s i de 
w i th  » i n  g« ,  syn th  sounds  and  song ,  equa l l y  coo l , 
and  shot  th rough  w i th  orches t ra l  d rama .  The  band 
fo l l ows  up  w i th  » Duchess  o f  Prunes« ,  a  l oose  adap-
ta t i on  o f  Frank  Zappa ’s  » Duke  O f  Prunes« ,  i t se l f  a 
psychede l i c  templ a te  f rom wh i ch  O rnament  &  Ver-
brechen  d i s t i l l ed  ever y  eer i e  moment .

Thus  » unerhör te  Mus i k«  (unheard-o f  mus i c ) ,  as  Su-
sanne  B i nas-Pre i sendör fer,  ex-member  o f  another 
E as t  Ber l i n  exper i menta l  band ,  Der  E xpander  des 
For t schr i t t s ,  descr i bes  i t  i n  the  compan i on  book  to 
the  »Sound  E xchange«  Fes t i va l ,  and ,  one  mus t  add , 
mus i c  a l l  too  rare l y  heard .  In  the  1 990 s  O rnament 
&  Verbrechen  morphed  i n to  the  i n te rna t i ona l l y  suc-
cess fu l  e l ec t ron i c  l i ne-ups  Tar water  (Rona l d  L i ppok 
and  Bernd  J es t ram)  and  To  Rococo Rot  (bo th  L i p-
poks  p l us  S te fan  Schne i der ) .  I f  one  po i n t s  ou t  the 
or i g i ns  o f  these  bands ,  to  the i r  f ans  f rom the  U K 
for  exampl e ,  one  i s  mos t l y  met  by  d i sbe l i e f ;  ye t  tha t 
cedes  to  en thus i asm as  soon  as  the  gues ts  ge t  to 
l i s ten  to  the  o l der  tapes .  As  i s  o f ten  the  case ,  there 
i s  l i t t l e  re l a t i on  be tween  the  qua l i t y  o f  the  tapes  and 
the  exten t  o f  the i r  renown . 

To  amend th i s  s ta te  o f  a f f a i rs  was  and  rema i ns  the 
dec l a red  i n ten t i on  o f  the  »Sound  E xchange«  even t 
ser i es  conce i ved  by  C ars ten  Se i f f a r th ,  C ars ten  S ta-
benow,  and  the i r  no t- for-pro f i t  assoc i a t i on  DO C K 
e .V.  »There ’s  a  gap i ng  twenty-year  ho l e  i n  h i s tor y 
to  f i l l « ,  says  cura tor  Se i f f a r th ,  i n  succ i nc t  appra i s -

a l  o f  the  fac t  tha t  the  West ,  as  f a r  as  he  can  see , 
was  i n te res ted  i n  con temporar y  mus ic  f rom Cent ra l 
and  E as tern  E urope  on ly  br ie f l y,  i n  the  ear l y  1 990s , 
a f te r  wh i ch  » i n te res t  l i t e ra l l y  evapora ted« .  Ye t  i n 
1 98 8 ,  by  con t ras t ,  Chr i s  Cu t le r  (Henr y  Cow,  Ar t 
Bears ,  Pere  U bu)  had  in i t i a ted  a  ser ies  o f  seven  a l -
bums  i n  to ta l ,  to  be  re leased  on  the  ReR Megacorp 
l abe l  (ReR)  as  a  sur vey  o f  the  exper imenta l  scene 
i n  C ent ra l  and  Eas tern  Europe .  Cu t le r  l aunched  the 
ser i es  w i th  R i tua l  Nova  2 ,  an  a lbum by  Yugos lav 
composer  Bor i s  Kova č s ,  and  fo l lowed up  in  1 989 
wi th  ZGA’s  R i ga ,  S t rannye  Igr y ’s  (S t range  Games ’ ) 
Len i ngrad ,  and  Expander  des  For t schr i t t s ’  epony-
mous  debu t .  Then  in  1 990 came Up The  R iver  by 
the  Po l i sh  band  Repor taz. ;  and  in  1 99 1  Curren ts  O f 
Ti me  by  S l oven ian  Boru t  Krž i šn iks  ( s t i l l  Yugos lav 
a t  the  t i me) ,  as  we l l  as  Lev i ta t ion  by  Hungar ian 
Kampec  Do l ores .  The  ser ies ,  t i t l ed  »Po in t s  Eas t « , 
j us t  as  the  sub- labe l  founded for  the  ver y  purpose 
o f  pub l i sh i ng  i t ,  i s  due  to  be  re- re leased ,  poss ib ly 
l a te r  th i s  year.  The  de lay  to  da te  sure ly  br ings  no 
j oy  to  the  l abe l  and  i l l us t ra tes  the  t ru th  o f  Se i f f a -
r th ’s  s ta tement . 

How d i d  th i ngs  reach  th i s  po in t?  A  ra ther  less- than-
sympathe t i c  a t tempt  a t  an  answer  wou ld  be  the 
ques t i on :  How does  the  ex i s tence  o f  an  exper imen-
ta l  mus i c  scene  f i t  i n to  the  West ’s  image  o f  Cen-
t ra l  and  E as tern  Europe ,  an  image  shaped  a f te r  a l l 
by  the  for ty-year- long  Cold  War?  Br ie f l y  pu t ,  the 
ques t i on  i s :  were  those  Commies  a l lowed to  exper-
i ment?  Yes ,  they  were  a l lowed .  And ,  equa l l y  t rue : 
no,  they  were  no t .  The i r  h i s tor y  i s  one  o f  progress 
ob l i ged  a t  t i mes  to  pursue  a  z igzag ing  course  and 
there fore  o f ten  over looked .  Ornament  &  Verbrech-
en  were  ab l e  to  re lease  the i r  hand fu l  o f  o f f i c ia l  re-
cord i ngs  on l y  a f te r  1 989.  Yet  the  te r r i to r y  be tween 
E as t  Ber l i n ,  R i ga ,  Vi ln ius ,  Bra t i s l ava ,  and  Warsaw 
has  a l ways  been  he terogeneous .  Compare  the  fac t 
tha t  the  E l ec t ron ic  S tud io  a t  the  Eas t  Ber l in  Acad-
emy o f  Ar t s  f i r s t  opened  in  1 986,  wh i le  the  Exper i -
menta l  S tud i o  o f  Po l i sh  Rad io  in  Warsaw opened 
i n  1 957.

O n the  o ther  hand ,  i t  was  on ly  two  years  a f te r  the 
Warsaw S tud i o's  open ing ,  tha t  i s ,  i n  1 959,  tha t 
Gerhard  S te i nke ,  fo rmer  d i rec tor  o f  the  ( s ince  de-
mol i shed)  C ent ra l  Bureau  o f  Rad io  and  Te lev i s ion 
(RFZ)  i n  Ad l ersho f  i n  Eas t  Ber l in ,  i n i t i a ted  a  team 
l ed  by  E rns t  Schre iber  to  deve lop  the  Subharchord , 
an  e l ec t ron i c  sound  genera tor  des igned  spec i f i -
ca l l y  fo r  use  i n  exper imenta l  respec t i ve ly  e lec t ro-
acous t i c  mus i c  produc t ion  and  in  rad io,  f i lm ,  and 
T V  s tud i os .  A  sh i f t  i n  cu l tu ra l  po l i cy  pu t  an  end  to 
the  exper i ment  in  1 969.  In  1 973,  by  con t ras t ,  Po l i sh 
composer  Bogus ław Schae f fe r  was  ab le  to  deve lop 
h i s  compos i t i on  »Syn th i s tor y«  in  Be lgrade .  Schae f-
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f e r  was  there  a t  the  inv i ta t ion  o f  V ladan  Radovanov i ć ,  h i m-
s e l f  a  composer  as  we l l  as  d i rec tor  o f  the  E lec t ron ic  S tud io 
a t  Rad io  Be lgrad  where  sound  eng ineer  Pau l  P ign ion  ma s-
t ered  »Syn th i s tor y«  on  the  legendar y  Syn th i  1 00,  the  techno l -
o gy  tha t  Pe ter  Z inov ie f f  had  deve loped  a t  the  EMS S tud io  in 
London .  On ly  a  few such  ins t ruments  were  ever  ins ta l l ed  in 
t he  e lec t ron ic  s tud ios  o f  European  rad io  s ta t ions  ye t ,  even 
s o,  a  to ta l  o f  two  were  loca ted  in  the  Eas tern  b loc  cap i ta l s  o f 
So f ia  and  Moscow,  and  one  in  the  Eas tern  b loc ’s  non-a l igned 
cap i ta l ,  Be lgrade .  

Not  f a r  f rom there ,  no t  even  1 00 km to  the  nor thwes t ,  i n  Nov i 

Sad ,  Ern ó́ K i rá l y,  a  Yugos lav  o f  Hungar ian  or ig in ,  c rea ted  h i s 
f i r s t  e lec t ron ic  compos i t ion  »Poema o  zor i «  as  ear l y  as  1 960. 
K i rá l y,  who  d ied  in  Serb ia  in  2007,  wro te  and  p layed  mus ic 
ins p i red  both  by  avan t-garde  mus ic  o f  the  West  and  the  fo lk-
lo re  and  cu l tu ra l  d ivers i t y  o f  h i s  na t i ve  Vo jvod ina .  Rad io  Nov i 
Sad  commiss ioned  h im to  document  the  mus ic  o f  Hungar ians , 
Serbs ,  Croa ts ,  S loven ians ,  and  Roma,  and  h i s  i n te rpre ta t ions 
o f  s uch  sources  proved  increas ing ly  exper imenta l .  

K i rá l y  a l so  des igned  and  bu i l t  h i s  own ins t ruments :  the  
»Z i t herphone«  cons i s ted  o f  f i ve  var ious ly  s i zed  and  e lec t ron i -
ca l l y  ampl i f i ed  z i thers ;  the  »Tab lophone«  o f  a  shee t  o f  meta l 
t o  w h ich  cou ld  be  a t ta ched  ob jec ts  to  c rea te  var ious  sounds 
and  a  shee t  o f  paper  for  drawings .  For  K i rá l y  re l i ed  no t  on ly 
o n  c lass ica l  no ta t ion  for  h i s  compos i t ions  bu t  a l so  deve loped 
a  persona l  no ta t ion  sys tem based  on  geometr ic  f igures  a nd 
pr imar y  co lours .  H is  shee t  mus ic  and  compos i t ion  no tebook s 
a re  hence  ar tworks  in  the i r  own r igh t .  H is  d i scography  mus t 
be  cons idered  in  the  l igh t  o f  a  ca tas t roph ic  po l i t i ca l  sch i sm. 
In  t he  re la t i ve ly  l ibera l  cu l tu ra l -po l i t i ca l  l andscape  o f  Yug o-
s lav ia  be tween  1 967 and  1 99 1  he  was  ab le  to  re lease  four  a l -
bums ,  th ree  o f  wh ich  a re  no  longer  ava i l ab le .  Fo l low ing  the 
o u t break  o f  c i v i l  war  in  Yugos lav ia ,  a  fu r ther  two  a lbums  were 
re leased … bu t  abroad :  Phoen ix :  The  Mus ic  O f  Ern ó́  K i rá l y  on 
Re R  Megacorp  and  Spec t rum on  the  French  labe l  t rAce .

s o u n d  e x c h a n g e : 
k r a k ó w  —  c h e m n i t z  —  b e r l i n

S uch  s tor ies  have  the  ma k ings  o f  one  book  a t  l ea s t .  A nd  i t 
wa s  the  w ish  to  produce  tha t  book  w h ich  led  u l t ima te ly  to  the 
»S ound  Excha nge«  Fes t i va l .  The  Goethe- Ins t i tu tes  in  M un ich 
a nd  Pra gue  ha d  sen t  Ha l le-ba sed  mus ico log i s t  Golo  F ö l lmer 
o f f  to  resea rch  sound  a nd  med ia  a r t  i n  Cent ra l  a nd  Ea s ter n 
Europe  –  a nd  he  thus  ha d  a mple  oppor tun i ty  to  meet  a  grea t 
number  o f  co l lea gues ,  composers ,  a nd  even t  orga n izers .  The 
book  wa s  never  f unded .  Ins tea d ,  the  resea rch  gave  r i se  to  a n 
a mbi t ious  ser ies  o f  even ts . 

Given  the  a f orement ioned  brea k s  a nd  sch i sms ,  to  m i r ror  the 
pa s t  a nd  presen t  o f  ex per imenta l  mus ic  in  Cent ra l  a nd  Ea s t-
er n  Europe  in  a  ser ies  o f  concer t s ,  i n  a  f es t i va l  f o r ma t ,  i n i -
t i a l l y  seemed l i ke  a  hope less  ta sk .  F i rs t  o f  a l l  one  ha d  to  a sk : 
Wha t  i s  »ex per imenta l  mus ic«?  The  »S ound  Excha nge«  cura -
tors  op ted  f or  a  broa d  de f in i t ion ,  ga ther ing  e lec t roa cous t ic 
mus ic ,  bo th  composed  a nd  improv i sed ,  mus ica l  med ia  a r t , 
a nd  a ud io  a r t  under  th i s  umbre l l a  te r m.  They  th rew  in  severa l 
t r ips  to  the  ma rg ins  o f  popu la r-ex per imenta l  sound  produc-
t ion ,  f o r  good mea sure .  A nd  they  le t  loca l s  se lec t  the  pa r-
t i c ipa t ing  a r t i s t s .
 
Th ings  k icked  o f f  w i th  a  one-da y  »S ound  Excha nge«  even t  i n 
K ra k ów  on  1 8  November  2 0 1 1 ,  a  f o r ma t  then  repea ted  over 
the  next  twe lve  months  in  Bra t i s l ava ,  Vi ln ius ,  R iga ,  Ta l l i nn , 
Pra gue ,  a nd  Buda pes t .  The  tour  ended  prov i s iona l l y  w i th  a 
weekend- long  f es t i va l  i n  Chemni tz  –  a  c i t y  chosen ,  Ca rs ten 
S e i f f a r th  ex p la ins ,  beca use  » [ i t ]  i s  no t  over l y  burdened  by 
a ca demic  mus ic  h i s tor y« .  M ore  per t inen t l y,  per ha ps ,  Ka r l -
M a r x-S ta d t  ( a s  the  c i t y  wa s  ca l led  in  the  GD R)  i s  home to 
legenda r y  Ea s t  Ger ma n underground  ba nds  a nd  pro jec ts 
such  a s  D ie  Geh i r ne ,  Ka r to f f e l schä lma sch ine ,  a nd  AG Gei-
ge .  Found ing  member  o f  the  l a t te r  ba nd ,  Fra nk  Bre tschne i -
der,  f ounded the  Ra s ter mus ic  l a be l  i n  the  1 990s  toge ther  w i th 

O l a f  Bender,  and  l a te r  j o i ned  forces  w i th  C ars ten  N i co l a i ’s 
N oton  to  c rea te  ras ter-no ton  –  the  name tha t  pu t  C hemni tz 
on  the  e l ec t ron i c  mus i c  map,  wor l dwi de  and  for  a l l  t i me . 
Bre tschne i der  came to  tha t  f i r s t  »Sound  E xchange«  weekend 
fes t i va l  and  per formed » K i ppschwi ngungen« ,  an  aud i o-v i sua l 
concer t  i nsp i red  by  the  sounds  o f  the  Subharchord . 

Wi th  h i m i n  C hemni tz  were  the  Hungar i ans  Pá l  Tó th ,  a l i -
as  én ,  and  The  Pos i t i ve  N oi se  Tr i o  l ed  by  Zso l t  Sörés ,  who 
each  devoted  the i r  per formance  to  E rn ó́  K i rá l y.  Whereas  Pá l 
Tó th  me l ded  K i rá l y ’s  compos i t i ons ,  sounds ,  f ragments ,  and 
me l od i es  to  an  evoca t i ve  aud i o  co l l age  The  Pos i t i ve  N oi se 
Tr i o  presen ted  excerp ts  f rom K i rá l y ’s  » F l ora«  cyc l e  i n  a  man-
ner  remi n i scen t  o f  J ohn  Zorn .  The  book l e t  con ta i n i ng  the 
cyc l e ’s  graph i c  scores  was  on  d i sp l ay  i n  the  para l l e l  ( ye t 
l onger- term)  fes t i va l  exh i b i t i on  en t i t l ed  »Vi s i b l e  Mus i c  Tha t 
Anybody  C an  L i s ten  To« ,  a l ong  w i th  scores  by  F l uxus  a r t-
i s t  Mi l an  Adamč i ak ,  the  grea t  o l d  man  o f  S l ovak i an  sound 
exper i ments .  Adamč i ak  tu rned  up  i n  person  for  the  E nsem-
b l e  Mi -65’s  rend i t i on  o f  h i s  work ,  wh i ch  went  under  the  t i t l e 
»TR AN S mus i c  [ VARIATIO N S] « .  The  ensembl e ’s  i n te rpre ta-
t i on  f i l l ed  the  room wi th  a  pro t rac ted  deep  bass  tone  tha t 
ye t  seemed not  a t  a l l  heav y,  m i ng l ed  as  i t  was  w i th  mu l t i p l e 
s t rands  o f  sh i mmer  and  crack l e . 

And  then  i n  ro l l ed  Łukasz  Sza łank i ewi cz  f rom Poznán ,  a 
member  o f  the  Po l i sh  Soc i e ty  fo r  E l ec t roacous t i c  Mus i c , 
h i s tor i an ,  sound  des i gner,  and  e l ec t ron i c  mus i c i an ,  w i th 
Bogus ław Schae f fe r ’s  »Syn th i s tor y«  i n  h i s  l uggage .  At  one 
po i n t ,  one  cou l d  de tec t  the  sound  o f  some c l ockwork  co l -
l aps i ng .  Sza łank i ewi cz  thereupon  p l ayed  h i s  own vers i on  o f 
»Syn th i s tor y« ,  name l y  »S i gna l s tor y« :  a  rea l  pumpi ng  l oud , 
h i gh-  and  l ow- f requency  per formance  f rom wi th i n  the  mag-
ne t i c  f i e l d  o f  a  bunch  o f  Wal kmans .  A  mu l t i med i a l  concer t 
whose  aes the t i cs  reca l l ed  the  e l ec t ron i c  excurs i ons  o f  the 
Br i t  g roup  C oi l  was  per formed under  the  t i t l e  » De i n  Bar t  i n 
Ze i t  und  Raum«  (Your  Beard  In  Ti me  and  Space)  by  La tv i -
an  a r t i s t s  Andr i s  Inda-ns ,  S t ropu  J urka ,  N ormunds  Gr i es t i n

'
š , 

Toms  Aun i n
'

š ,  Anna  K i rse  Aun i na ,  and  Indr i k
'
i s  G

'
e l z i s ,  i n 

memor y  o f  Hard i j s  Led i nš ,  the  a rch i tec t ,  p i oneer  o f  e l ec-
t ron i c  mus i c  i n  La tv i a  and  founder  o f  the  »Workshop For 
The  Res tora t i on  O f  Fee l i ngs  Tha t  N ever  Were« ,  who  d i ed 
i n  20 0 4.  Th i s  programme i tem gave  r i se  to  the  combo The 
F i rs t  La tv i ans  O n Mars .  From ne i ghbour i ng  L i thuan i a  came 
the  DISSC -O rches t ra :  J onas  J urku- nas ,  An tanas  J asenka , 
Vy tau tas  V.  J urgu t i s  and  Mar tynas  B i a l obžesk i s .  They  p l ayed 
the i r  compos i t i on  »Venta«  on  Sov i e t  syn ths :  a  per formance 
tha t  l ed  one  o f  those  presen t  to  dub  i t  »The  Grea t  Ana l ogue 
Hurr i cane« .

I t  i s  to  be  hoped tha t  th i s  hur r icane  insp i res  o thers ,  f u r ther 
a- f i e l d .  C ent ra l  and  E as tern  European  l i t e ra ture  and  c in-
ema a l ready  have  the i r  readers  and  v iewers .  Exper imenta l 
mus i c i ans  i n  the  reg i on  do  no t  l ack  an  aud ience  e i ther,  a l -
though  the i rs  i s  much  sma l le r.  Bu t  th i s  mus ica l  cu l tu re ,  l i ke 
i t s  coun terpar t  i n  the  West ,  i s  by  i t s  ver y  na ture  un l i ke ly  ever 
to  a t t rac t  l a rge  numbers .  Numbers  a re  in  any  case  no t  the 
dec i s i ve  po i n t .  I f  t he  broader  pub l ic  wou ld  on ly  rea l i se  tha t 
C ent ra l  and  E as tern  E urope ’s  con t r ibu t ion  to  mus ic  cons i s t s 
o f  more  than  E urov i s i on  Song  Contes t  ac t s  and  fo lk lor i s t i c 
l i ve-ce l l  therapy,  we  cou l d  a l ready  speak  o f  heady  progress . 

O rnament  &  Verbrechen ,  the  DI ISSC Orches t ra ,  The  F i rs t 
La tv i ans  on  Mars ,  én  aka  Pá l  Tó th ,  the  Ensemble  Mi-65,  and 
Łukasz  Sza łank i ewi cz  –  and ,  w i th  them in  sp i r i t ,  Bogus ław 
Schae f fe r,  E rn ó́  K i rá l y,  Mi l an  Adamč iak  and  Hard i j s  Led inš  – 
can  a l l  be  exper i enced  l i ve  th i s  year  a t  the  15 th ed i t ion  o f  the 
CTM Fes t i va l .  I n  add i t i on ,  C laus  Löser  (D ie  Geh i rne ,  Chem-
n i tz ;  now a t  the  Bro t fabr i k ,  Ber l in )  and  A lexander  Peh le-
mann  have  compi l ed  a  programme o f  screen ings  abou t  un-
derground  bands  i n  the  GDR under  the  t i t l e  »Spannung .
Le i s tung .Wi ders tand .  F i l mbanduntergrund  DDR 1 983–
1 990 « .  Peh l emann  has  been  pu t t ing  h i s  energy  in to  coun-
ter i ng  memor y  l oss  for  some years  a l ready  –  among o ther 
th i ngs  w i th  the  a l manac  Zon ic ,  the  20 th ed i t ion  o f  wh ich  he 
recen t l y  pub l i shed .  And ,  l as t  bu t  no t  l eas t ,  Rona ld  L ippok , 
Bernd  J es t ram,  and  the  poet  and  mus ic ian  A lexander  Krohn 
recen t l y  re l eased  the  C D Dear  Mis ter  S ing ing  Club .  L ip-
pok  once  aga i n  took  care  o f  the  a r twork  wh i le  poe ts  such 
as  J ochen  Berg ,  S te fan  Dör ing ,  C lemens  Kuhner t ,  Andreas 
Pau l ,  and  Ber t  Papen fuß  supp l ied  the  text s .  I n  au tumn 2009 
the  fu l l  l i ne-up  o f  O rnament  &  Verbrechen ,  who o f ten  used 

to  se t  Papen fuß ’s  l y r i cs  to  mus ic ,  p layed  a  reun ion  concer t 
i n  Le i pz i g  wh i l e ,  fo r  the  »Sound  Exchange«  g ig  a t  CTM,  the 
or i g i na l  duo  w i l l  t ake  the  s tage :  Rona ld  L ippok  (drums  and 
sampl er )  and  Rober t  L i ppok  (gu i ta r  and  e lec t ron ics ) .  The  t i -
t l e  » Bé ton  Bru te«  says  i t  a l l .  We are  ta lk ing  abou t  breaks  and 
sch i sms ,  bu t  a l so  abou t  con t inu i t i es .

Trans l a ted  f rom the  German by  J i l l  Denton .

Au thor  and  j ourna l i s t  r o b e r t  m i e ß n e r  was  born 
i n  E as t  Ber l i n  in  1 973,  and  s tud ied  h i s tor y,  ph i -
l osophy,  and  l ib rar y  sc ience  a t  the  c i t y ’s  Hum-
bod t  U n i vers i t y.  He  wr i tes  on  mus ic  and  l i t e ra-
ture  for  newspapers ,  magaz ines ,  and  co l lec t ions , 
and  i s  co-ed i tor  o f  the  Gegner  magaz ine  and  the  
Zon i c  a l manac .
***  w w w.rober tmiessner.wordpress .com

The F i rs t  La tv ians  on  Mars  per forming ,  »De in  Bar t  i n  Ze i t  und  Raum:  Für  Hard i j s  Led in
'

š«  a t 
Wel techo  dur ing  the  Sound  Exchange  fes t i va l  Chemni tz .  Photo :  Igor  Krakowiak . N
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1 9

The  o l d ,  ye l l ow i ng  photographs  a l l  l ook  remarkab l y  s i m i l a r :  the 
cen t rep i ece  i s  mos t l y  a  l i ne-up  o f  mus i c i ans  beh i nd  one  or  two  tow-
ers  o f  syn ths  and  a  c rowd push i ng  up  i n  f ron t  o f  them or  squeez i ng 
i n to  wha tever  gaps  i t  can  f i nd .  I t  i s  a l mos t  a l ways  a  b i g  c rowd,  be  i t 
a  sweaty  horde  i n  some concer t  ha l l  i n  deepes t  Saxony,  or  sp i l l i ng 
ou t  f rom the  packed  aud i tor i um o f  Ber l i n ’s  Pa l ace  o f  the  Repub l i c ; 
o r  perhaps  a  sea  o f  f aces  f l ood i ng  f rom be tween  the  monumenta l 
S ta l i n -era  bu i l d i ngs  on  S t rausberger  P l a tz  i n  the  former  cap i ta l  o f 
the  GDR.  I f  these  o l d  photos  a re  te l l i ng  the  t ru th  then  a l l  o f  these 
were  b i g  even ts ,  some o f  them ver y  b i g  i ndeed .  From the  ear l y 
1 98 0 s  onwards ,  l i ve  per formances  o f  e l ec t ron i c  mus i c  were  pre t ty 
sure  to  a t t rac t  masses  o f  peop l e ;  masses  who presumab l y  wanted 
to  dream and  be  b l own away. 

The  count r y  i n  wh i ch  these  masses  l i ved  mus t  sure l y  have  fe l t 
ra ther  l i m i ted ,  c i rcumscr i bed  as  i t  was  by  i mpenet rab l e  borders . 
How l a rge  w i de  and  i n f i n i te  the  cosmos  s t re tch i ng  above  i t  seemed 
i n  compar i son !  Mus i c i ans  and  fans  there fore  began  one  day  to  f l ee 
th i s  l i m i ted  count r y  fo r  the  end l ess  reaches  o f  ou ter  space .  N ot  i n 
rea l i t y,  o f  course ,  fo r  Sov i e t  » E nerg i a« -brand  rocke ts  and  »Soyuz« 
spacecra f t  were  hard  to  come by.  Syn thes i zers ,  d rum compu ters , 
and  sampl ers  were  the i r  means  o f  f l i gh t  and  i t  was  these  wh i ch 
gave  r i se  to  the  GDR’s  wh i ms i ca l ,  d reamy,  expans i ve  e l ec t ron i c  pop 
mus i c ,  and  a l l owed mus i c i ans  and  the i r  l i s teners  to  escape  » rea l -
soc i a l i sm«  for  w i l d l y  pu l sa t i ng  fan tasy  l andscapes  and  the  i n f i n i te 
rea l ms  o f  f a r- f l ung  ga l ax i es  –  or  a t  t i mes  s i mp l y  the  pa l pab l e  p l eas-
ures  o f  a  l oca l  d i sco  tha t  none the l ess  appeared  to  be  on  a  space 
s ta t i on  c i rcumnav i ga t i ng  p l ane t  ear th  on  a  geo-s ta t i onar y  c i rcu i t .

The  E as t  German scene  tha t  produced  such  mus i c  f rom the  ear-
l y  1 98 0 s  onwards  was  ver y  l i m i ted .  Ye t  the  c i rca  twenty  syn thes i z-
er  geeks  who be l onged to  i t  were  a l l  p ros  w i th  i mpeccab l e  mus i ca l 
t ra i n i ng :  Re i nhard  Lakomy,  fo r  i ns tance ,  sad l y  deceased  i n  spr i ng 
20 13 ,  was  renowned above  a l l  fo r  rock  a l bums  and  record i ngs  for 
ch i l d ren .  Then  there  were  bands  ca l l ed  Pond ,  Key,  Ser v i ,  o r  the  l i ke , 
wh i ch  have  mos t l y  s i nce  sunk  i n to  ob l i v i on .  And  even  paragon  rock 
band  The  Puhdys  cou l dn’ t  res i s t  re l eas i ng  an  e l ec t ro  pop  a l bum i n 
1 982:  C ompu terkar i e r re  (C ompu ter  C areer ) ,  a  c rossover  o f  ex-
per i menta l  syn th  i ns t rumenta l s  and  N eue  Deu tsche  Wel l e  (aka  N ew 
German Wave  or  N DW).  Be tween  1 98 1  and  the  demi se  o f  the  GDR 
n i ne  years  l a te r,  E as t  German e l ec t ro  mus i c i ans  re l eased  around  a 
dozen  a l bums  i n  to ta l ,  mos t l y  so l o  endeavours . 

Bu t  th i s  sma l l  scene  had  no th i ng  i n  common w i th  the  academi c 
e l ec t ron i c-e l ec t roacous t i c  con temporar y  mus i c  be i ng  exp l ored  a t 
the  t i me  i n  the  s tud i os  o f  rad i o  s ta t i ons  and  un i vers i t i es  th rough-
ou t  E as t  and  West  Germany,  nor  w i th  the  exper i menta l ,  e l ec t ron i -
ca- i n f l uenced  underground  sounds  produced  f rom the  mi d-1 98 0 s 
onwards  by  » anderen  Bands«  (d i f f e ren t  bands)  such  as  AG Gei ge , 
Sandow,  and  O rnament  &  Verbrechen .  E l ec t ron i c  pop  mus i c i ans ’ 
ro l e  mode l s  were  ne i ther  S tockhausen  nor  E i ns türzende  N eubau t-
en  bu t  ra ther  Vange l i s ,  J ean  Mi che l  J a r re ,  Ash  Ra  Tempe l ,  and 
K l aus  Schu l ze ,  a t  t i mes  a l so  Genes i s ,  P i nk  F l oyd ,  E merson ,  Lake 
and  Pa l mer  and ,  f i r s t  and  foremos t ,  Tanger i ne  Dream.  » I  wa tched 
Western  T V  i n  secre t  j us t  l i ke  any  o ther  guy  and  somet i me  i n  the 
mi d-1 970 s  I  saw a  show tha t  fea tured  Tanger i ne  Dream mak i ng  mu-
s i c  i n  a  cas t l e  i n  E ng l and«  Re i nhard  Lakomy to l d  me when  we  met  i n 
20 1 0.  »Sounds ,  rhy thms ,  and  sequences  such  as  I  had  never  heard 

be fore .  I t  j us t  b l ew my  mi nd« .  Lakomy,  born  in  1 946,  was  a l ready 
a  success fu l  mus i c i an  i n  the  GDR a t  the  t ime  –  and  in  1 981  he  be-
came the  f i r s t  to  re l ease  an  a l bum o f  e lec t ron ic  mus ic :  Das  gehe ime 
Leben  (The  Secre t  L i fe ) .

The  West  Ber l i n  e l ec t ron i c  band  Tanger ine  Dream had  ac-
cepted  an  i nv i ta t i on  f rom DT64,  Eas t  Germany ’s  rad io  s ta t ion  » for 
young  peop l e« ,  to  p l ay  l i ve  i n  E as t  Ber l in ’s  Pa lace  o f  the  Repub l ic 
on  3 1  J anuar y  1 98 0  –  the  f i r s t  Wes t  German pop band  ever  to  do 
so.  Many  o f  the  e l ec t ron i c  mus i c i ans  who la te r  en joyed  success  in 
the  GDR were  there  tha t  n i gh t ,  as  f asc ina ted  as  they  were  insp i red . 
»Tanger i ne  Dream d i dn’ t  use  l y r i cs  ac tua l l y,  so  the  band  in i t i a l l y 
seemed apo l i t i ca l  –  I  th i nk  tha t ’s  why  they  were  a l lowed to  p lay  in 
the  E as t  a t  a l l « ,  muses  Wol fgang  »Pau le«  Fuchs ,  who  was  born  in 
Ber l i n -Prenz l auer  Berg  i n  1 948 ,  and  became the  mos t  commer-
c i a l l y  success fu l  e l ec t ron i c  mus i c ian  in  the  GDR thanks  to  h i s  Pond 
pro j ec t .  »Then  I  came across  a  photo  o f  K laus  Schu lze  sea ted  on 
the  ground ,  dressed  i n  a  space  su i t  and  he lmet ,  and  comple te ly  sur-
rounded by  keyboards .  ›Wow! ‹  I  thought .  ›We’ l l  do  tha t  too. ‹ « 

o n  t h e  t r i p …  b u t  b e h i n d  t h e  t i m e s

When Tanger i ne  Dream p l ayed  the  Pa lace  o f  the  Repub l ic  in  1 980 
many  E as t  German mus i c i ans  were  a l ready  vague ly  f ami l i a r  w i th 
cosmi c  mus i c  and  krau t rock ,  genres  tha t  mus ic ians  in  Wes t  Germa-
ny  had  been  exp l or i ng  th roughou t  the  prev ious  decade .  A l though 
o f f i c i a l l y  proh i b i ted  f rom l i s ten i ng  to  Western  Rad io  mos t  o f  them 
tuned  i n  regu l a r l y  to  West  Ber l i n  shows ,  such  as  »S teckdose«  ( sub-
t i t l ed  » C ompu ter  Mus i c  –  Mus i c  Compu ter« ) ,  wh ich  fea tured  in te r-
v i ews  w i th  Tanger i ne  Dream or  K laus  Schu lze  and  presen ted  new 
syn thes i zers  and  o ther  nove l  gadgets .  Boot leg  casse t te  record ings 
c i rcu l a ted  » underground« .  Then  in  1 986 the  you th  rad io  s ta t ion 

DT64 began  broadcas t i ng  i t s  » E l ec t ron ics«  programme and  organ-
i z i ng  l i ve  mus i c  fes t i va l s .  Thus  E as t  Germans  cou ld  a t  l as t  fo l low the 
scene  qu i te  l ega l l y.  I t  mus t  be  added ,  o f  course ,  tha t  when  Tange-
r i ne  Dream p l ayed  i n  the  GDR and  so  insp i red  Eas t  German mus i -
c i ans ,  the  band ’s  heyday  and  tha t  o f  i t s  mus ica l  genre  were  prac t i -
ca l l y  over  i n  the  West .  E as t  Germans  were  beh ind  the  t imes  when 
i t  came to  the  e l ec t ron i c  t r i p  because  the  » rea l - soc ia l i s t «  reg ime 
s t r i c t l y  con t ro l l ed  cu l tu ra l  p roduc t ion  and  had  branded e lec t ron ic 
mus i c  » i nhumane« .  Bu t  somet i me  in  the  ear l y  1 980s  the  powers-
tha t-be  decreed  tha t  the  fu ture  l ay  in  »K le incompu ter«  (m icrocom-
pu ters )  –  and  there fore  gave  the  green  l igh t  fo r  the  mus ic  these 
were  ab l e  to  genera te ,  wh i ch  a t  the  t ime  d id  indeed  sound  fu tur i s t i c . 

However,  th i s  d i dn’ t  mean  tha t  j us t  any  GDR c i t i zen  cou ld  now 
l aunch  a  DIY f ree l ance  career,  record ing ,  re leas ing ,  and  per form-
i ng  e l ec t ron i c  mus i c .  A  permi t  f rom the  s ta te  was  s t i l l  requ i red . 
J u l i us  Krebs ,  who  was  born  i n  1 954 and  gave  so lo  per formances 
o f  h i s  pro j ec t  J SE  ( J u l i us  Krebs  –  S in fon i sche  E lek t ron ik )  i n  Eas t 
Germany,  says :  »There  were  two k inds  o f  pop  mus ic ian  in  the  GDR 
–  amateurs  and  pro fess i ona l s .  Both  f i r s t  had  to  demons t ra te  some 
ta l en t  and  were  on l y  then  g i ven  a  permi t  to  per form,  a  permi t  tha t 
a l so  spec i f i ed  the  hour l y  ra te  they  cou ld  earn .  Wi thou t  a  permi t  one 
cou l dn’ t  even  grab  a  gu i ta r  and  p lay  on  the  s t ree t .  Tha t  was  s t r i c t l y 
fo rb i dden . «  A  commi ss i on  exami ned  an  ar t i s t ’s  mus ica l  sk i l l s ,  l y r-
i cs ,  appearance ,  and  reper to i re .  And  anyone  who in tended  to  earn 

c o s m i c  f l i G h t
e l e c t r o n i c  p o p  m u s i c 
i n  t h e  G d r
b y  f l o r i a n  s i e v e r s

Betwe e n  1 9 8 1  and  1 9 89  a  sma l l  c i rc le  o f  a round  twenty  mus i -
c i a n s  pub l i shed  a  d ozen  e lec t ron ic  pop  LPs  in  the  GDR.  Such 

re cord ing s  ensued  f rom a  s t r ing  o f  chance  inc iden ts ,  the f t s , 
da r i n g  id eas ,  and  crea t i ve  m isunders tand ings .  They  amount 

to  a  branch  on  t he  evo lu t ionar y  t ree  o f  e lec t ron ic  mus ic  tha t 
h a s  a l m os t  b een  forg ot t en ,  and  ye t  on  wh ich  a  few obscure  ye t 

pre t ty  sounds  once  b lossomed .
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a  l i v ing  as  a  pro fess iona l  mus ic ian  needed a  fu r ther  spec ia l  l i cense . 
» In  the  West ,  lo t s  o f  e lec t ron ic  mus ic ians  t i nkered  abou t  in  the i r 
ho me s tud ios« ,  says  Hans-Hasso  S tamer,  who  was  born  in  1 95 0, 
s tud ied  compu ter  sc ience  in  Eas t  Germany,  and  spen t  h i s  s tuden t 
days  bu i ld ing  syn ths  and  p imp ing  Western  equ ipment  w i th  w h ich 
he  t hen  per formed l i ve .  » I t  was  d i f f e ren t  i n  the  GDR.  Anyone  w ho 
hadn’ t  o f f i c ia l l y  s tud ied  mus ic  bu t  wanted  to  re lease  some th ing  on 
v iny l  f i r s t  had  to  p lay  for  years  so  as  to  prove  h i s  or  her  sk i l l s  a nd 
re l i ab i l i t y.  So  there  was  no  grea ter  acco lade  than  to  f i na l l y  be  a l -
lowed to  re lease  an  LP. « 

On ly  one  s ta te  l abe l  ex i s ted  in  the  GDR for  LP  re leases  in  the 
po pu lar  mus ic  sec tor,  name ly  Amiga ,  wh ich  was  opera ted  by  the 
»Peop le ’s  Own Enterpr i se«  ( VEB)  Deu tsche  Scha l lp la t ten  Ber l in . 
No  one  o ther  than  se lec ted  mus ic ians  was  a l lowed to  pub l i sh  LPs , 
and  these  a lways  re ta i l ed ,  moreover,  a t  the  un i form pr ice  o f  1 6 .1 0 
Os t mark .  Produc t ion  mater ia l  was  in  shor t  supp ly  and  th i s  l im i ted 
bo t h  the  f requency  and  number  o f  re leases .  »Bu t  sa les  d idn’ t  ma t te r 
a  damn in  the  GDR,  to  be  hones t « ,  exp la ins  mus ic ian  Ra iner  Olea k , 
who  was  born  in  1 953 and  co l l abora ted  w i th  Re inhard  La komy on 
t he  e lec t ron ic  LP  Ze i ten  (Times)  in  1 985.  »A  lo t  o f  s tu f f  d idn’ t  se l l 
we l l  fo r  the  s imp le  reason  tha t  too  few cop ies  were  ava i l ab le .  Bu t  i n 
any  case ,  mos t  mus ic ians  made  the i r  l i v ing  f rom l i ve  g igs . «

m a s t e r s  o f  h i d d e n  m e a n i n g s

Al t hough  record  re leases  in  the  GDR were  sub jec t  to  censorsh ip , 
t he  e lec t ron ic  mus ic  d i scussed  here  was  genera l l y  pure ly  ins t r u-
menta l  and  there fore  unprob lemat ic  in  th i s  regard  a t  l eas t .  Ye t  ma ny 
o f  t he  records  may  nonethe less  have  conveyed  h idden  me a n ings  – 
Eas t  German ar t i s t s  were  no t  i n f requent l y  mas ters  o f  th i s  a r t .  For 
example ,  i n  1 983 Re inhard  Lakomy named h i s  second  e lec t ron ic 
mus ic  LP  Der  Traum von  Asgard  (The  Dream o f  Asgard) ,  w i th  l i n -
er  no tes  tha t  rambled  on  abou t  how »One used  to  say  Asga rd ,  by 
w h ich  one  meant  un l im i ted  f reedom in  s imu l taneous  comfor t ,  mea nt 
love  w i thou t  ha te ,  meant  permanent  abundance« .  The  l y r ics  hence 
poss ib ly  re fe r red  to  the  »Golden  West «  so  longed  for  by  ma ny  c i t i -
ze ns  o f  the  GDR.  Yet  whoever  took  a  c loser  look  was  ab le  to  see 
t ha t  » the  po in t s  o f  the  go lden  spears  a re  ben t ,  the  pane l le d  f loors 
fu l l  o f  s ta ins ,  and  the  prec ious  gems  no  longer  in  the i r  se t t i ngs« .  The 
We s t  was  no t  as  go lden  as  i t  was  made  ou t  to  be ,  a f te r  a l l .  A nd  one 
t rack  on  Lakomy ’s  f i r s t  a lbum i s  en t i t l ed :  »Es  wächs t  das  Gra s  n ich t 
über  a l l es «  (Some th ings  one  never  ge ts  over )  I s  th i s  perhaps  a  sub-
t le  po l i t i ca l  s ta tement?  »Nonsense ! «  rep l ied  Lakomy in  a  booming 
vo ice ,  as  se l f-assured  as  ever  when  I  asked  h im shor t l y  be f ore  h i s 
de a th .  » I t ’s  s imp ly  an  e terna l  t ru th . «  Ye t  mos t  o ther  members  o f  the 
e le c t ron ics  scene  lower  the i r  vo ices  even  today  when  ta lk i ng  a bou t 
be ing  under  sur ve i l l ance  by  the  Eas t  German secre t  po l i ce  –  the 
dreaded  »S tas i «  –  or  abou t  o ther  repress ive  measures  taken  ba ck 
t he n  by  the  s ta te  such  as  censorsh ip ,  fo r  example ,  wh ich  mus ic ia ns 
t o  t h i s  day  ca l l  »proo f read ing« .

These  were  obs tac les  faced  a l so  by  the  mus ica l  duo  Ser v i ,  f o r 
example ,  wh ich  had  f i r s t  seen  the  l igh t  o f  day  in  1 975 as  a  C hr i s t i a n 
rock  band  and  even tua l l y  sw i tched  to  per forming  med i ta t i ve  a mbi-
en t  mus ic  in  churches .  »Church  work  was  a lways  a  means  to  oppose 
t he  ru l ing  reg ime« ,  says  Jan  B i l k ,  born  in  1 958 and  one  ha l f  o f  S er-
v i .  »We were  a  church  band  a t  the  t ime .  We p layed  ever y  weekend 
in  var ious  par i shes ,  g iv ing  concer t s  o f  med i ta t i ve  e lec t ron ic  mu-
s ic  as  we l l  as  accompany ing  church  ser v ices  on  Sunday  mor n ings . 
We  had  to  p lay  qu ie t l y  and  w i thou t  drums .  We d idn’ t  wan t  gra nd-

ma s ,  kee l ing  over  in  the  pews .  For  tha t  rea son ,  bu t  a l so  b ecause 
we  la cked  the  energy  a t  some po in t  to  enga ge  in  end less  d i scus-
s ions  a bou t  our  l y r i cs ,  we  bega n  do ing  pure ly  ins t r umenta l  s tu f f  i n 
1 9 82 . «  Accord ing  to  B i l k ,  S er v i  wa s  never  awa re  o f  be ing  sub j ec t 
to  repress ion  –  ever y th ing  ra n  nor ma l l y.  »Yet :  Wha t  i s  nor ma l ? «  he 
a sk s  now.  »We ha d  no th ing  w i th  w h ich  to  compa re  our  ex per i ence , 
a nd  there f ore  no  idea  o f  how  d i f f e ren t  th ings  migh t  be  e l sewhere . 
A l l  we  k new  wa s  tha t  there  wa s  a  wa l l  somew here ,  w h ich  pu t  a  l i m i t 
to  w ha t  we  cou ld  do.  For  exa mple ,  we  o f ten  cou ldn’ t  ge t  a  permi t 
w hen  we  wa nted  to  p la y  some p la ce .  We’d  s i t  a round  in  a  bureau-
cra t ’s  o f f i ce ,  usua l l y  f o r  a n  hour  or  so,  a nd  then  a n  o f f i c ia l  wou l d 
tu r n  up  a nd  hem a nd  haw  a bou t  some prob lem or  o ther …  And tha t 
wou ld  da sh  a  w ho le  yea r ’s  hopes  in  one  go.  I t  wa s  l i ke  ub iqu i tous 
f og .  For  sure ,  f og  won’ t  k i l l  you ,  a nd  you  ma y  even  ge t  a long  qu i te 
we l l  i n  a  f og ;  bu t  f og  ser ious ly  l im i t s  your  v i s ion . «

In  1 9 86 S er v i  f i na l l y  re lea sed  i t s  debu t  LP  Rück kehr  a us  I thaka 
( Re tur n  f rom I tha ka ) .  I t  wa s  the  f i r s t  ever  sound  ca r r ie r  o f f i c i a l l y  on 
sa le  in  the  GD R ye t  recorded  no t  by  the  s ta te  bu t  by  a  pr i va te  pro-
ducer.  »Produced  by  S ERVI«  i s  c lea r l y  s ta ted  on  the  ba ck  o f  the  a l -
bum s leeve  –  a nd  so  i t  wa s  a  rea l  sensa t ion !  The  ha nd  o f  the  C hurch 
wa s  pro tec t i ve  a t  l ea s t  i n  some respec ts ,  f o r  i t  no t  on ly  f a c i l i t a ted 
such  new  deve lopments  bu t  a l so  he lped  S er v i  ge t  ho ld  o f  equ i p-
ment .  B i l k ’s  memor y  o f  be ing  ha nded a  bra nd  new  M oog Prod i gy 
compa ct  syn thes izer  in  Ba u tzen  in  ea s ter n  S a xony  i s  s t i l l  f resh  i n 
h i s  m ind  toda y.  A  Jesu i t  p r ies t  ha d  ma de  a  spec ia l  co l lec t ion  i n  h i s 
pa r i sh  in  Co logne  then  d i spa tched  the  equ ipment  to  S er v i . 

However,  o ther  Ea s t  Ger ma n e lec t ron ic  mus ic ia ns  had  to 
scheme l i ke  ma d in  order  to  ge t  ho ld  o f  Ja pa nese  or  A mer i can 
top-bra nd  syn thes izers  or  dr um ma ch ines  a nd  smugg le  the m i n to 
the  count r y.  No one  wa nted  to  have  to  p la y  the  f ew  loca l  produc ts 
ava i l a b le :  the  Ti ra con  6V f rom the  VEB Au toma t i s ie r ungsan l agen 
Cot tbus  ( Au toma t ion  Wor k s) ,  f o r  exa mple ,  o r  the  Ver mona-brand 
equ ipment  tu r ned  ou t  by  the  VEB K l ingen tha ler  Ha r mon ikawerke . 
A l l  such  equ ipment  wa s  doomed to  brea k  dow n .  Bu t  the  ( ge nera l l y 
i l l ega l )  impor t  o f  Wes ter n  equ ipment  cou ld  succeed  on ly  w i th  the 
he lp  e i ther  o f  f e l low  mus ic ia ns  in  possess ion  o f  a  t rave l  permi t  fo r 
per f or ma nces  a broa d  ( so-ca l led  » t rave l  ca dres« ) ,  o r  o f  be f r i ended 
o ld  a ge  pens ioners  ( beca use  re t i red  Ea s t  Ger ma ns  were  a l l owed 
to  t rave l  a broa d) ,  o r  th rough  conta c t  w i th  Wester n  jour na l i s t s  and 
d ip loma ts .  »To  ge t  ho ld  o f  Wes ter n  equ ipment  one  f i r s t  ha d  to  ra i se 
the  dough ,  i .e .  to  excha nge  Ostma r k  f or  ha rd  cur rency« ,  te l l s  Pau l e 
Fuchs .  »Which  wa s  i l l ega l ,  o f  course .  A n  excha nge  ra te  o f  one  to 
s i x  or  seven  wa s  nor ma l ,  bu t  somet imes  you ’d  ge t  one  to  ten .  And 
then  you  s t i l l  ha d  to  f i nd  someone  w ho’d  br ing  the  equ ipme nt  over 
the  border  f or  you .  M a ny  peop le  dema nded pa yment  f o r  tha t  so 
a  syn thes izer  cou ld  end  up  cos t ing  a round  40 000 Ostmark .  To 
pu t  tha t  i n  perspec t i ve ,  my  mother  ea r ned  400 Ostma r k  a  month 
ba ck  then . «

Fuchs ’  co l lea gue  Ju l ius  K rebs  ca n  s t i l l  remember  how  the  C h i -
nese  w i f e  o f  a  member  o f  one  o f  h i s  ea r l y  ba nds  he ld  a  passpor t 
tha t  ena b led  her  to  c ross  the  border  in to  West  Ber l in  ever y  d ay.  The 
coup le  thus  ma na ged to  impor t  numerous  p ieces  o f  equ ipment  and 
th i s  wa s  how  K rebs  h imse l f  a cqu i red  some o f  h i s  ga dgets .  »As  fa r  as 
I  k now  I  wa s  the  f i r s t  person  in  the  GD R to  ever  ow n a  Commodore 
C6 4 a nd  to  p la y  a  Ro la nd  TB-303 l i ve  on  s ta ge , «  he  reca l l s .  » I  used 
a n  o ld  S ov ie t  T V a s  a  mon i tor  f o r  the  C64.  Bu t  those  compu ters 
were  te r r ib le  –  they  c ra shed  cons ta n t l y.  One  o f  them once  crashed 
seven  t imes  dur ing  a  s ing le  concer t .  Which  mea ns  the  mon i tor  sud-
den ly  d i sp la yed  no th ing  bu t  h ie rog lyphs  w h i le  the  syn ths  a l l  emi t ted 
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t he  same s i ng l e  no te .  What  does  one  do  then?  Wel l ,  one  p l ays  on 
manua l l y  wh i l e  d i scree t l y  reboot i ng  the  compu ter !  Tha t  f asc i na ted 
peop l e  ac tua l l y,  because  they  cou l d  see  the  amount  o f  work  i t  took . 
They  too  cou l d  fee l  the  tens i on  –  and  they  knew the  sounds  were 
be i ng  crea ted ,  ca l cu l a ted ,  a t  tha t  ver y  moment . «

Wa r y  o f  t h e  p l a y f u l  a p p r o p r i a t i o n  o f  s i g n s 
a n d  c o d e s

The  records  re l eased  under  these  adverse  cond i t i ons  be tween  1 98 1 
and  1 990  do  no t  be l ong  to  any  canon  o f  e l ec t ron i c  mus i c .  They 
a re  an  a l mos t  fo rgot ten  branch  on  the  evo l u t i onar y  t ree  o f  e l ec-
t ron i c  mus i c  –  and  ye t  a  branch  on  wh i ch  a  few obscure  bu t  won-
der fu l  sounds  once  b l ossomed .  They  amount  to  a  s t r i ng  o f  sk i l f u l 
the f t s ,  dar i ng  i deas ,  beau t i fu l  co i nc i dences ,  and  pre t ty  m i sunder-
s tand i ngs .  A  se l ec t i on  o f  these  re l eases  can  be  found ,  fo r  exampl e , 
on  the  compi l a t i on  Mandar i nen t räume –  E l ec t ron i c  E scapes  f rom 
the  German Democra t i c  Repub l i c  1 98 1 –89,  re l eased  i n  20 1 0  on 
the  Mun i ch  l abe l  Permanent  Vaca t i on .  I t  f ea tures  end l ess  syn the-
s i zer  ep i cs  tha t  seem to  te l l  o f  t r i ps  to  fa r- f l ung  ga l ax i es  as  we l l  as 
ambi en t  t racks  tha t  con j ure  dreams  o f  nud i s t  beaches  on  the  Ba l t i c 
C oas t .  O ne  a l so  f i nds  d i sco  t racks  drenched  i n  the  hear tbreak i ng 
pa thos  o f  e l ec t r i c  gu i ta r  so l os ,  as  we l l  as  we i rd  and  wonder fu l  fo rms 
o f  cosmi c  d i sco,  desp i te  the  fac t  tha t  none  o f  the  mus i c i ans  i nvo l ved 
had  ever  spen t  t i me  on  the  shores  o f  Lake  Garda  i n  I ta l y,  where  the 
l a t te r  genre  or i g i na ted .  And  the  compi l a t i on  a l so  presen ts  a  pro-
l i f i c  number  o f  psychede l i c  k rau t rock  j am sess i ons ,  wh i ch  i t  i s  d i f f i -
cu l t  to  be l i eve  were  crea ted  i n  the  absence  o f  drugs  –  a l though  a l l 
par t i c i pan ts  swear  by  i t .  »We hones t l y  d i dn’ t  have  any  drugs  a t  a l l « , 
c l a i ms  Pau l e  Fuchs .  » I  was  par t  o f  tha t  scene  for  aeons  ye t  I  can-
not  reca l l  a  s i ng l e  case .  Where  wou l d  anyone  have  got ten  ho l d  o f 
drugs?  A l l  we  had  was  a l coho l . «

These  records  a l so  ho l d  an  aes the t i c  surpr i se  i n  s tore .  A l though 
produced  i n  a  count r y  tha t  hera l ded  mechan i ca l  eng i neers  and  cos-
monau ts  as  heroes ,  and  tha t  was  f i l l ed  to  the  g i l l s  w i th  an  op t i m i s t i c 
f a i th  i n  techno l ogy  –  or  ra ther  i n  the  i n te rp l ay  o f  persona l  d i l i gence , 
sc i ence ,  and  techno l ogy  as  a  means  to  i mprove  peop l e ’s  l i ves  and 
u l t i ma te l y  es tab l i sh  commun i sm –  the  records  con ta i n  no  mus i c  tha t 
i s  emphat i ca l l y  remi n i scen t  o f  mach i ner y.  O f f i c i a l  LP  produc t i on  i n 
the  GDR thus  bears  no  t race  o f  the  i n f l uence  o f  Kra f twerk  or  o f  the 
i ndus t r i a l  mus i c  o f  the  per i od .  The  i rony  i nheren t  to  them and  the i r 
p l ay fu l  appropr i a t i on  o f  s i gns  and  codes  l i ke l y  made  peop l e  war y. 

a  c r a s s  b r e a k

The  »Wende«  (po l i t i ca l  tu rnaround)  tha t  began  in  1 989 represen t-
ed  a  c rass  break  i n  the  b i ograph ies  o f  these  e lec t ron ic  mus ic ians 
and  i ndeed  o f  a l l  c i t i zens  o f  the  GDR.  At  t imes ,  no t  even  a  g l im-
mer  o f  pub l i c  i n te res t  i n  E as tern  b loc  mus ic  pers i s ted .  »The  even ts 
o f  1 989 and  therea f te r  swept  away  ever y th ing  tha t  had  ever  had 
any  va l ue  i n  the  GDR,  and  ever y th ing  we  had  ever  he ld  dear,  and 
our  b i ograph i es  were  a l l  p re t ty  much  d i smissed  as  in fe r ior«  Re in-
hard  Lakomy to l d  me ,  w i th  some resen tment .  Both  pro fess iona l l y 
and  pr i va te l y,  he  and  a  ver y  few o f  h i s  co l leagues  sur v ived  the  co l -
l apse  o f  the  reg i me under  wh i ch  they  had  grown up  re la t i ve ly  we l l . 
Bu t  no t  ever yone  was  so  l ucky.  » Dur ing  the  Wende  ever y th ing  d i s -
appeared  i n  a  k i nd  o f  mae l s t rom« ,  reca l l s  Hans-Hasso  S tamer.  »E i -
ther  one  cou l d  f i nd  the  energy  to  say,  ›Ok ,  tha t ’s  tha t :  t ime  to  s ta r t 
aga i n  f rom scra tch ‹  or  one  cou l dn’ t .  And  I ’ l l  t e l l  you  qu i te  f rank ly :  I 
cou l dn’ t .  For  a  wh i l e  I  d i d  no th i ng  bu t  wr i te  poe t r y. «

Today,  S tamer,  Krebs ,  Fuchs ,  and  those  o f  the i r  co l leagues  who 
are  s t i l l  a l i ve ,  a l l  l i ve  i n  or  near  Ber l in .  To  v i s i t  them one  has  to 
head  for  the  fa r  reaches  o f  the  pub l ic  t ranspor ta t ion  ne twork ,  t rav-
e l  to  the  end  o f  the  l i nes ,  i n to  the  end less ,  per iphera l ,  non-p lace 
l andscapes  compr i sed  o f  motor way  junc t ions  and  hardware  s tores , 
dere l i c t  i ndus t r i a l  bu i l d i ngs  i n  wh ich  ever y  s ing le  w indow has  been 
met i cu l ous l y  smashed ,  and  rows  o f  a l lo tments  enc losed  by  nea t l y 
t r i mmed hedges .  For  some o f  these  mus ic ians  or  ex-mus ic ians ,  the 
record i ngs  o f  e l ec t ron i c  mus i c  f rom »way  back  when«  a re  the  mos t 
i mpor tan t  th i ng  they  have  ever  accompl i shed  in  the i r  l i ves  –  fo r  o th-
ers ,  on l y  a  sma l l ,  a l mos t  embarrass ing  ga f fe .  Some o f  them make 
good money  today.  O thers  bare l y  keep  the i r  heads  above  the  water. 
Whatever  the  case ,  the i r  h i s tor y  shou ld  no t  go  un to ld .

Trans l a ted  f rom the  German by  J i l l  Denton .

J ourna l i s t  f l o r i a n  s i e v e r s  wr i tes  abou t  cu l tu ra l  a f f a i rs ,  p r i -
mar i l y  a rch i tec ture  and  mus ic ,  fo r  Spex ,  Groove ,  and  o ther 
magaz i nes .  In  20 1 0  he  compi led  Mandar inen t räume –  E lec-
t ron i c  E scapes  f rom the  German Democra t ic  Repub l ic  1 981–
1 989 for  the  Permanent  Vaca t ion  l abe l .  The  CD fea tures  e lec-
t ron i c  mus i c  c rea ted  by  var ious  a r t i s t s  i n  fo rmer  Eas t  Germany.
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Born  i n  F i n l and  i n  1 941 ,  E rkk i  Kurenn i emi  was  an  eng i neer, 
i nven tor,  exper i menter,  mus i c i an ,  and  ar t i s t ,  whose  i n f l u -
ence  i s  mos t  sharp l y  fe l t  i n  h i s  i mpac t  on  e l ec t ron i c  mu-
s i c .  He  pred i c ted  tha t  on  1 0  J u l y  20 48  he  w i l l  be  d i g i ta l l y 
resur rec ted  f rom the  d i a r i es ,  sound  record i ngs ,  and  v i d-
eos  he  made ,  e i gh t  years  a f te r  th i s  becomes  techno l og i -
ca l l y  poss i b l e .   

Tagged the  » Marsha l l  McLuhan  o f  the  F i nns« ,  Kuren-
n i emi  he l d  s t rong  v i ews  on  the  fu ture  o f  techno l ogy  and  the 
human body.  In  an  a r t i c l e  he  wro te  i n  1 97 1 ,  t i t l ed  » Message 
I s  Massage« ,  he  pred i c ted  an  a l l - i n -one  persona l  dev i ce  tha t 
l i nked  toge ther  our  compu ter,  T V,  phone ,  v i deo  and  aud i o 
recorder,  books ,  magaz i nes ,  newspapers ,  ca l cu l a tor,  ca l en-
dar,  c i nema ,  and  our  human re l a t i ons  –  rough l y  speak i ng , 
an  i Pad .  He  a l so  bu i l t  a  v i deo  and  mot i on  based  syn thes i z-
er,  wh i ch  can  now be  rep l i ca ted  by  Mi croso f t ’s  K i nec t ,  and 
conceptua l i zed  someth i ng  c l ose  to  prese ts  i n  1 967.  He  re-
corded  and  arch i ved  the  mi nu t i ae  o f  h i s  l i f e  much  l i ke  the 
way  we  use  Facebook  and  Twi t te r  today,  and  ye t ,  i t  wasn’ t 
un t i l  1 974 tha t  he  was  ab l e  to  buy  an  ear l y  pocke t  ca l cu-
l a tor.  He  bought  h i s  f i r s t  compu ter  i n  the  ear l y  1 98 0 s .  In 
1 982,  he  wro te :   

» I  have  owned a  P C  for  twenty  months  now.  In  those 
twenty  months ,  the  mach i ne  has  become par t  o f  me  (or  I 
o f  i t ) . «  

Kurenn i emi ’s  i deas  a re  o f ten  rad i ca l ,  t echnotop i an  so l u-
t i ons .  In  20 0 4 he  wro te  an  a r t i c l e  fo r  the  F i nn i sh  a r t  maga-
z i ne  Framework ,  i n  wh i ch  he  sugges ted  the  so l u t i on  to  sus-
ta i nab i l i t y  on  our  p l ane t  was  to  tu rn  i t  i n to  a  museum: 

» In  2 1 0 0,  fo r  exampl e ,  p r i n t  1 0  b i l l i on  › E ar th  l i cenc -
es ‹  and  d i s t r i bu te  them to  a l l  t he  then- l i v i ng  humans .  N o 
more  l i cences  w i l l  ever  be  pr i n ted .  L i cences  can  be  so l d . 
Th i s  way,  the  peop l e  who want  l ong  l i f e  and  l ong- l i ved  ch i l -
dren  can  have  them,  bu t  on l y  by  mi gra t i ng  i n to  space .  Th i s 
w i l l  be  cheap,  because  there  w i l l  be  peop l e  want i ng  to  s tay 
down here ,  purchas i ng  E ar th  l i cences  a t  a  pr i ce  tha t  w i l l 
ampl y  cover  the  pr i ce  o f  the  l i f t  i n to  orb i t  fo r  the  se l l e r. «  

C ompl ex  soc i o-po l i t i ca l  cons i dera t i ons  o f fe r  no  bar-
r i e rs :  one  s ta rk ,  rad i ca l  and  ( f rank l y,  unrea l i s t i c )  ca tch-a l l 
seemed more  obv i ous .  Kurenn i emi  i s  ver y  much  the  produc t 
o f  h i s  genera t i on ,  an  av i d  consumer  o f  news ,  l i t e ra ture  and 

wr i t i ngs ,  who  read  Thomas  Pynchon’s  Grav i ty ’s  Ra inbow 
decades  be fore  i t  was  pub l i shed  in  F inn i sh .  H is  fu turo logy, 
l i ke  h i s  ear th  museum i dea ,  has  para l le l s  w i th  Kurzwe i l ’s 
s i ngu l a r i t y  and  A l v i n  To f f l e r ’s  Fu ture  Shock .  Macro  so lu-
t i ons  and  pred i c t i ons ,  w i thou t  m icro  cons idera t ions .   Kuren-
n i emi ’s  v i s i ons  l i e  somewhere  be tween  fan tasy  and  rea l i t y, 
i n  a  technotop i an  fu ture  rea l i t y,  and  wh i le  he  made  count-
l ess  no tes ,  tapes ,  and  v i deos  document ing  h i s  l i f e ,  he  was 
no t  a  compl e t i s t .  H i s  records  a re  unorgan ized  no tes  com-
mi t ted  to  paper,  wh i ch  s l i de  be tween  Eng l i sh ,  F inn i sh ,  and 
maths ,  a l ong  w i th  v i deo  and  aud io  record ings ,  photographs , 
newspaper  cu t t i ngs  and  rece ip ts ,  and  i t  i s  these  f rom wh ich 
the  resur rec ted  pos t-s i ngu la r i t y  Kurenn iemi  w i l l  re-emerge . 
Some days  he  made  d i a r y  no tes  ever y  ten  minu tes ,  some fa r 
l ess .  H i s  mathemat i ca l  work ings  have  no t  ye t  been  ana lyzed , 
and  so  rema i n  a  mys ter y.  Video  d ia r ies ,  many  o f  wh ich  a re 
homemade sex  tapes ,  zoom in  on  gen i ta l i a ,  o r  have  the  sub-
j ec t  l ook i ng  a t  the  camera  ra ther  than  the  cameraman .  Au-
d i o  o f ten  seems  i nconsequent ia l  -  Kurenn iemi  s ing ing  to 

h i mse l f  i n  the  car,  o r  the  sound  o f  a  t ra in  journey,  songs 
f rom the  rad i o.  

» I  record  ever y th i ng  man ica l l y,  w i th  neuro t ic  a t ten t ion 
to  de ta i l .  I  f i l m  i ncessan t l y  w i th  my  ce l l  phone ,  cons tan t l y 
tak i ng  no tes ,  upda t i ng  them by  the  minu te .  The  th ings  I  re-
cord  are  t r i v i a l :  t he  pr i ce  o f  a  cup  o f  co f fee ,  the  k ind  o f  peo-
p l e  tha t  hang  ou t  a t  a  par t i cu la r  bar. «

The  body  for  Kurenn iemi  –  bod i l y  func t ions ,  f ee l ings , 
sensa t i ons ,  and  the i r  ext remes ,  menta l  and  phys ica l  –  were 
what  Kurenn i emi  was  pr i mar i l y  concerned  w i th .  He  wr i tes  o f 
hav i ng  a  rush  f rom mas turba t ion ,  c lose ly  fo l lowed by  a  th r i l l 
o f  a  new d i scover y  or  progress ion  w i th  one  o f  h i s  pro jec ts , 
o r  con f l a tes  phys i ca l  p l easure  w i th  mach ine  in te rac t ion :  

»The  camera  i s  more  impor tan t  than  you  or  me  s ince 
i t  cons tan t l y  makes  i mper i shab le  h i s tor y  o f  bo th  o f  us .  We 
fee l  › the  w i ng  o f  h i s tor y‹  touch ing  us  and  go  crazy. «  ( 1 990)  

Kurenn i emi ’s  body  i s  i n te r tw ined  w i th  h i s  record ing  de-
v i ces ,  f e l t  as  rushes  o f  p l easure  in  a  m i r ror  o f  the  phys ica l . 
He  saw the  human body  as  an  organ ic  s l ime  mach ine ,  bu t 
wha t  w i l l  t he  mach i nes  make  o f  the  organ ic  s l ime  o f  phys i -
ca l  p l easure ,  orgasm,  drunkenness ,  and  pornography,  and 
how wi l l  i t  be  unders tood  by  h i s  new,  d ig i ta l  se l f ?  He  l i s t s 

Erkk i  Kurenn iemi  in  the  e lec t ron ic  s tud io 
o f  He ls ink i  Un ivers i t y  i n  1 971 .  Photo  by  Mar t t i  Bra nd t .

Erkki K
urenniem

i A
rchive, U

nknow
n photo depict-

ing the D
IM

I-A
 synthesizer, 19

70
s. P

hoto courtesy 
of the Finnish N

ational G
allery. 

»On ly  now s ta r t ing  w i th  the  [v in  rouge  de]  Mid i .  Rea d 
Lucre t ius  in  the  a f te rnoon .  Watched  the  porn  v ideo  I 
made  w i th  X yes terday  and  a f te r  tha t ,  the  no i se  on  th e 
screen .  I  cou ld  see  molecu les  and  par t i c les . « 
———— 5 / 7/ 1 9 8 7  0 : 0 7

e r k k i  
k u r e n n i e m i
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meals  and  in take  o f  w ine ,  and  phys ica l  (o f ten  sexua l )  p lea sures ,  a l l 
m ixed  w i th  ca lcu la t ions  and  ideas  for  fu ture  inven t ions  and  c i rcu i t r y. 
Perhaps ,  to  make  an  in te rpre ta t i ve  leap ,  Kurenn iemi ’s  appa ren t  ob-
s e ss ion  w i th  document ing  h i s  own p leasure-chas ing  i s  par t l y  a  resu l t 
o f  h im a t tempt ing  to  man ipu la te  the  ou tcome o f  h i s  fu tu re  se l f  –  a  cu-
ra t ion  o f  h i s  next  se l f,  a  pr ior i t i za t ion  o f  con ten t .  

Ra ther  than  be ing  ha i led  as  a  med ia  theor i s t  o r  t ranshuma n is t 
however,  ou ts ide  o f  F in land  Kurenn iemi  i s  bes t  known for  h i s  con-
t r ibu t ions  to  e lec t ron ic  mus ic .  Whi le  s tudy ing  phys ics  in  the  ea r l y  to 
m id-1 960s  he  bu i l t  the  f i r s t  e lec t ron ic  mus ic  s tud io  in  the  Un ivers i t y 
o f  He ls ink i .  H i s  fu ture  v i s ion  o f  a  mus ic  s tud io  was  one  where  compo-
s i t ion  was  comple te ly  au tomated  in  an  in tegra ted  s tud io,  w here  mu-
s ic  was  produced  a t  the  f l i ck  o f  a  sw i tch  (wh ich ,  i f  you  cons ider  the 
le ng ths  to  wh ich  i t  i s  poss ib le  to  go  w i th  prese ts ,  i s  no t  so  f a r  o f f  the 
mark) .  As  such ,  the  s tud io  he  bu i l t  was  one  tha t  d iverged  f rom ex i s t-
ing  s tud ios  in  Europe ,  wh ich  were  cen t red  around  ana logue  sound . 
H e  was  more  concerned  w i th  d ig i ta l  sound .  

Kurenn iemi  bu i l t  h i s  In tegra ted  Syn thes izer  in  1 964,  w h ich  op-
era t ed  as  a  con t ro l  un i t  fo r  the  s tud io  and  con ta ined  a  tone  genera -
t o r,  aud io  f i l t e r,  and  mix ing  conso le .  At  th i s  t ime ,  i n  o ther  pa r t s  o f  the 
wor ld ,  o thers  were  a l so  bu i ld ing  ins t ruments  and  s tud ios .  In  1 96 6 
D on Buch la ’s  Buch la  1 00 wou ld  h i t  the  marke t ,  and  Rober t  M oog ha d 
be gun  work ing ,  h i s  f i r s t  Min imoog re leased  in  1 970.  Kurenn iemi ’s  i n -
s t ruments  were  l a rge ly  concerned  w i th  d ig i ta l  sound ,  and  brought  the 
body  in to  p lay  as  we l l .  The  DIMI-T  t rans la ted  bra in  waves  in to  sound , 
and  the  DIMI-S ,  a l so  known as  the  Sexophone ,  was  a  syn thes izer  op-
era t ed  by  two or  more  p layers  where  the  res i s tance  o f  the  huma n 
body  comple ted  the  c i rcu i t  and  cou ld  con t ro l  the  sound .  I t  wor k s  bes t 
w he n  a l l  p layers  a re  naked .  

Kurenn iemi  wa s  both  a hea d  o f  a nd  beh ind  h i s  A mer ica n  and  E uro-
pea n  counter pa r t s ;  a l though  concer ned  w i th  d ig i ta l  sound ,  he  fa i l ed 
to  ma ke  a  success f u l  bus iness  ou t  o f  h i s  i ns t r uments .  The  compa-
ny  he  se t  up ,  D ige l ius  ( a  na me der ived  f rom D ig i ta l  S ib e l i us )  was 
l a unched  in  1 970 w i th  Pe ter  Fr i sk  a nd  Jouko  Kot i l a ,  bu t  on l y  l as ted  s i x 
yea rs .  Resea rcher  a nd  a r t i s t  Ja r i  S uominen  no tes  tha t  desp i te  hav i ng 
a  wor k ing  pro to type  o f  the  mixer  a nd  pa tch  ba y  D imi-X ,  Kurenn i emi ’s 
wa s  more  concer ned  w i th  push ing  a n  in tegra ted  s tud io  concept ,  the 
non-ex i s ten t  D IM I-U.  At  the  t ime ,  F in la nd  wa s  a l so  po l i t i ca l l y  asso-
c ia ted  w i th  Russ ia ,  a nd  f rom the  v iew po in t  o f  Wes ter n  E urope ,  was 
cons idered  to  have  one  f oo t  beh ind  the  I ron  Cur ta in ,  w h i ch  may  no t 
have  he lped  sa les .  

The  f i r s t  i ns t r ument  Kurenn iemi ’s  D ige l ius  compa ny  a t tempted  to 
se l l  wa s  the  D IM I-A  ( w h ich  s t i l l  f unc t ions  a nd  ha s  been  p l ayed  l i ve , 
o f ten  by  M ika  Va in io) .  A  syn thes izer  w i th  d ig i ta l  memor y,  sounds 
ca n  be  progra mmed in ,  bu t  a re  los t  once  the  ma ch ine  i s  sw i tched 
o f f  ( w h ich  ha s  to  ha ppen  ever y  two  hours  beca use  o f  overhea t i ng) . 
By  the  t ime  D IM I-A  wa s  ma r ke ted  though ,  i t  wa s  compet i ng  w i th  the 
EM S ,  a nd  none  were  so ld  ( a l though  Kurenn iemi  ended  up  buy i ng  an 
EM S  VCS 3 f or  the  He ls ink i  s tud io) .   

I n  the  s tud io,  Kurenn iemi  recorded  tes t s  a nd  demons t ra t i ons , 
dood les  a nd  ex p lora t ions ,  a s  we l l  a s  comple te  compos i t ions ,  and  the 
occa s iona l  sound t ra ck  ( no ta b ly  f o r  R i s to  Ja r va  a nd  f or  » Hyppy«  by 
E ino  Ruu tsa lo) .  The  mos t  f a mous  o f  h i s  p ieces  ( a nd  one  o f  the  l ong-
es t ) ,  »On-O f f « ,  f rom 1 963,  i s  a n  improv i sed  e lec t ron ic  no i se  and  tape 
compos i t ion  ma de  on  the  Un ivers i t y  o f  He ls ink i ’s  s tud io  equ i pment , 
a nd  i s  the  ea r l i es t  sur v iv ing  compos i t ion  f rom th i s  s tud io.  Kurenn i emi 
ca nnot  remember  much  o f  how  he  recorded  i t ,  a l though  i t  uses  spr i ng 
rever b  a nd  echo.  D is t inc t i ve  sounds  hea rd  in  ma ny  o f  Kurenn i emi ’s 

p i eces ,  i ns tead  o f  reverbera t i ng  i n to  human spaces  these  echoes 
bounce  o f f  mach i ne  spaces ,  ho l l ow and  meta l l i c .  He  wou l d  h i t  the 
mach i nes ,  b r i ng i ng  h i mse l f  i n to  the  compos i t i ons  as  a  human body 
i n tegra ted  w i th  and  a f fec t i ng  the  mach i ne  ou tpu t ;  a  phys i ca l  ou t-
burs t  tha t ,  wh i l e  perhaps  no t  qu i te  fu l f i l l i ng  h i s  dream o f  human-
mach i ne  coup l i ng ,  none the l ess  i ncorpora ted  phys i ca l i t y,  u rgency, 
and  the  organ i c  body  i n to  the  compos i t i on .  

I n  par t ,  h i t t i ng  and  mov i ng  mach i nes  was  a l so  Kurenn i emi ’s  re-
ac t i on  to  academi c  e l ec t ron i c  mus i c ,  wh i ch  he  fe l t  was  too  severe 
and  ser i ous .  The  d i rec t  energy  t rans fer  o f  f i s t  to  meta l  i s  conver t-
ed  i n to  j o l t i ng  i r regu l a r  sound ,  g i v i ng  h i s  p i eces  a  dynami sm tha t 
more  forma l  record i ngs  f rom o ther  s tud i os  d i d  no t  have .  Whi l e 
over l oad i ng  mach i ne  s i gna l  pa ths ,  he  was  a l so  busy  over l oad i ng 
h i s  own s i gna l  pa th  i n  da i l y  l i f e  v i a  i n tox i ca t i on  and  sexua l  ecs tasy. 
Where  there  i s  o f ten  a  forma l  tes t-sess i on- l i ke  f r i g i d i t y  to  some 
BBC  Rad i ophon i c  compos i t i ons ,  Kurenn i emi ’s  works  a re  f ran t i c 
and  l oose ,  and  i t  i s  th i s  wh i ch  d i s t i ngu i shes  h i m f rom ear l y  e l ec-
t ron i c  mus i c  p i oneers .  H i s  ree l s  l ack  proper  mark i ngs  and  are  an-
nota ted  w i th  tape  speed ,  a  name ,  and  a  numer i c  ID  cod i ng  sys tem 
tha t  has  no t  ye t  been  dec i phered .

Kurren i emi ’s  a rch i ves  were  dona ted  to  the  C ent ra l  Ar t  Arch i ve 
i n  F i n l and  i n  20 0 6.  Whi l e  a l mos t  a l l  o f  h i s  mus i c  recorded  a t  the 
U n i vers i t y  s tud i o  has  been  re l eased ,  and  wh i l e  1 0 0  casse t tes  o f 
aud i o  d i a r i es  a re  d i g i t i zed ,  an  enormous  number  o f  record i ngs  re-
ma i n  unana l yzed .  Boxes  o f  f l oppy  d i scs  and  o ther  obso l e te  med i a 
have  no t  been  opened ,  and  the  maths  and  formu l as  wh i ch  sca t te r 
h i s  no tes  have  been  l a rge l y  sk i pped  over  for  prac t i ca l  reasons . 
And  a  b i g  gap  rema i ns  f rom a  s i x-year  mys ter y  per i od  spen t  i n 
a  Sov i e t  nuc l ear  town ,  wh i ch  he  i s  no t  a t  l i ber ty  to  d i scuss  even 

w i th  h i s  w i fe  and  the  l oca t i on  o f  wh i ch  was  no t  marked  on  maps 
for  many  years .  There  i s  much  ye t  to  d i scover  abou t  Kurenn iemi 
to  be  ab l e  to  p l ace  h i m i n  h i s tor y  –  some o f  i t  sure ly  to  be  found 
i n  the  a rch i ve  boxes  marked  » to  be  opened  in  2048« .  A l though 
he  i s  a l i ve  today  he  has  d i f f i cu l t y  commun ica t ing  due  to  a  s t roke 
su f fe red  n i ne  years  ago.  H i s  humour  and  obsess ions  w i th  the  fee l -
i ngs  o f  the  phys i ca l  body  nonethe l ess  se t  h im apar t  f rom h i s  con-
temporar i es ,  e l ec t ron i c  mus i c  p i oneers ,  a r t i s t s ,  sc ien t i s t s ,  o r  t ran-
shuman i s t s .  Far  f rom be i ng  co l d  and  mechan ica l ,  o r  even  mach ine 
l i ke ,  Kurenn i emi  i s  v i bran t l y  human ,  w i th  des i res  and  impu lses  –  a 
f a r  c r y  f rom any  common v i s i ons  o f  a  mach ine- led  fu ture .  I f  t h i s  i s 
wha t  the  fu ture  l ooks  l i ke ,  se t  the  c l ocks  to  count  down to  2048.   

Th i s  a r t i c l e  i s  i ndebted  to  the  essays  and  research  con ta ined  in 
E rkk i  Kurenn i emi :  A  Man From The  Fu ture ,  Pe t r i  Ku l jun taus ta ’s 
F i rs t  Wave  –  A  Mi croh i s tor y  o f  E ar l y  F i nn i sh  E lec t ron ic  Mus ic ,  as 
we l l  as  Kurenn i emi ’s  on l i ne  a rch i ve ,  and  conversa t ions  w i th  Ka t i 
K i v i nen ,  Mi kko  O j anen ,  J a r i  Suomi nen ,  Per t tu  Las tas ,  and  mos t  o f 
a l l ,  t he  work  o f  Mi ka  Taan i l a .  Kurenn i emi ’s  a rch ives  can  be  found 
a t  kurenn i emi .ac t i vearch i ves .org .  A  re t rospec t i ve  o f  h i s  ou tpu t ,  
Towards  20 48,  i s  on  a t  K i asma ,  He l s i nk i  un t i l  March  20 14 .
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Ku renn i emi ’s  or i g i na l  tapes  w i th  the i r 
scarse  mark i ngs .  Photo :  Ka i  Lass fo l k .

e r k k i  ku r r e n i e m i  i s  showcased  a t  CTM 20 14 th rough  a  mu l t i -par t 
p rogramme o f  concer t s ,  l ec tures ,  and  f i l m  screen ings .

J e n n i f e r  l u c y  a l l a n  i s  one  o f  two  on l ine  ed i tors  fo r  The  Wire  
magaz i ne .  ***  w w w.thewi re .co.uk
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One o f  the  mos t  impor tan t  deve lopments  f rom the  perspec t i ve  o f 
2 0 th cen tur y  aes the t ics  i s  the  no t ion  tha t  order  and  d i sorde r  a re  no t 
b inar y  oppos i tes  bu t  i ns tead ,  func t ion  on  a  con t inuum.  M oreover, 
t he  qua l i t i es  o f  order/d i sorder  tha t  i n f i l t ra te  and  exp la in  the  wor k-

ings  o f  na tura l  and  ar t i f i c ia l  sys tems  are  no t  g iven  bu t  con textua l , 
i n f l uenced  both  by  a  sys tem’s  in te rna l  makeup  or  i t s  so-ca l led  en-
dogenous  var iab les  (e .g . ,  t empora l  and  spa t ia l  sca les ) ,  toge ther 
w i t h  qua l i t i es  tha t  l i e  ou ts ide  o f  the  sys tem’s  opera t ions  ( i t s  exoge-
nous  var iab les  such  as  the  cu l tu ra l  and  soc ia l  con text  or  the  phys i -
o lo gy  o f  the  obser ver ) . 

Tha t  a r t i s t i c  prac t ice  in  the  20 th cen tur y,  par t i cu la r l y  tha t  w h ich 
was  occup ied  w i th  the  means  and  e f fec t s  o f  new techno log ies , 
wou ld  ground  much  o f  i t s  i n te res t  i n  the  ro le  o f  order  and  d i sorder 
s ee ms  se l f  ev iden t  when  we  look  back  in  h inds igh t  f rom our  cur-
re n t  perspec t i ve .  As  the  l a te  and  grea t  Br i t i sh  Marx i s t  h i s tor ia n  Er ic 
H o bsbawm wrote  in  The  Age  o f  Ext remes ,  the  f i r s t  fo r ty  years  o f  the 
20 th Centur y,  wh ich  he  dubbed the  age  o f  ca tas t rophe ,  s tumbled 
» f rom one  ca lami ty  to  the  next . « *1 )  From the  over whe lming  br u ta l i t y 
o f  t he  t renches  o f  Wor ld  War  I  and  subsequent l y  Wor ld  Wa r  I I ,  t he 
de ad l ies t  war  in  human h i s tor y  wh ich  ended  in  an  a tomic- f ue led 
nova ,  a r t i s t s  a t tempted  to  grapp le  w i th  the  rad ica l  t rans for ma t ions 
be fore  the i r  eyes  w i th  wha tever  means  they  had  a t  hand .

The  work  o f  the  po lymath  Iann i s  Xenak i s ,  Greek  born ,  French 
ex i led ,  t ra ined  in  c i v i l  eng ineer ing  and  mus ic  and  mov ing  a lmos t 
s eamless l y  be tween  arch i tec ture ,  acous t ics ,  ph i losophy,  techno l -
o gy,  and  aes the t ics  th roughou t  h i s  l i f e ,  i s  exemplar y  no t  on ly  o f 
Xenak i s ’s  h i s tor ica l  moment  bu t  o f  our  own ,  where  we  are  over-
w he lmed by  the  pro found  soc ia l - techn ica l -ar t i s t i c  sh i f t s  wrought  by 

new  techn iques  w h i le  we  edge  ever  c loser  towa rds  a n  eco l og i ca l 
p rec ip ice ,  unk now n bu t  on  the  nea r  hor izon .

Tha t  Xena k i s  cou ld  compose  mus ic  in  w h ich ,  a s  the  Guard i an 
w ro te  in  a n  A pr i l  2 0 1 3  a r t i c le ,  »you ’ re  con f ron ted  w i th  a n  a es the t i c 

tha t  seems  unprecedented  a ccord ing  to  a ny  o f  the  f ra mes  o f  re fe r-
ence  tha t  mus ica l  wor k s  usua l l y  re la te  to« ,  i s  deep ly  roo ted  i n  the 
composer ’s  ow n d i rec t ,  l i ved  encounter  w i th  the  sava ger y  o f  war ’s 
deva s ta t ion  a nd  h i s  res i s ta nce  to  i t . *2) The  a lmos t  cosmolog i ca l  i m-
mens i ty  o f  the  des t r uc t ion  o f  Wor ld  Wa r  I I  i n f ec t s  a lmos t  ever y 
a spec t  o f  Xena k i s ’s  a r t i s t i c  wor ldv iew,  f rom h i s  ow n d i rec t  bod i l y 
ex per ience  o f  los ing  a n  eye  in  a  b l i z z a rd  o f  shra pne l  b la s t s ,  to  the 
w i tness ing  o f  the  spec ta cu la r  r u ina t ion  o f  Athens  tha t  he  l a te r  de-
scr ibes  in  spec ta c le- l i ke  propor t ions :

»Whether  you  l i ke  i t  o r  no t ,  s imu l ta neous  v i sua l  a nd  aud i tor y 
even ts  tha t  a re  bo th  spec i f i c  a nd  ext ra ord ina r y,  w i thou t  any  ap-
pa ren t  connec t ions ,  en ter  one ’s  bra in  w hen  ex per ienced  as  f i gh t-
ing  in  the  s t ree t .  For  exa mple ,  speed ing  bu l le t s  o f  va r ious  co l ours 
p lus  the i r  t ra jec tor ies  –  a l l  o f  tha t  wa s  v i sua l l y  s t r i k ing .  They  can  be 
compa red  to  the  movements  o f  ce les t i a l  bod ies ,  comets  …  fa l l i ng 
s ta rs  [… ]  I  w i tnessed  bombings  –  those  were  ext ra ord ina r y  [ … ]  N ot 
to  ment ion  the  a r my ’s  sea rch l igh ts  ( s ince  there  wa sn’ t  ra dar  then) , 
w h ich  crea ted  a  s tunn ing  ba l le t  i n  the  sk y.  P lus  the  ex p los ions ,  p l us 
. . .  A l l  o f  tha t  c rea ted  a  f a n ta s t i c  spec ta c le ,  one  tha t  ca n  never  be 
seen  in  t imes  o f  pea ce . « *3) 

These  incred ib le ,  f e roc ious  ima ges  a nd  sounds  a re  those  tha t 
mos t  o f  us  bor n  in  the  pos t-Wor ld  Wa r  I I  per iod  a nd ,  pa r t i cu l a r l y, 
a f te r  the  1 96 0s  a nd  the  Korea n  a nd  Vie tna m wa rs ,  have  never  ex-
per ienced .  Bu t  they  f i nd  the i r  wa y  in to  Xena k i s ’s  wor k  in  a  mos t  i n -

n_po l y tope :  Behav i ors  i n  L i gh t  and  Sound a f te r  I ann i s  Xenak i s ,  by  C hr i s  Sa l te r  i n  co l l abora t i on  w i th  So f ian  Audr y,  Mar i je 
Baa l man ,  Adam Basan ta ,  E l i o  B i d i nos t ,  and  Thomas  Sp i er.  Photo :  Thomas  Sp i er,  w w w.apo l l ov i s i on .de .

At  CTM 20 14 ,  a r t i s t  and  researcher  Chr i s  Sa l te r  presen ts  an 
h om a ge  t o  Iann i s  Xenak i s  by  re- imag in ing  Xenak i s ’s  Po ly tope 
i n s ta l l a t ions  w i t h  new t echn iques .  »n-po ly tope«  combines  cu t-

t i n g  e dg e  l ig h t ing ,  l asers ,  sound ,  sens ing ,  and  ar t i f i c ia l  i n te l -
l i ge n ce  so f t ware  t echno log ies  to  c rea te  a  spec tacu la r  l igh t , 

so u n d ,  a nd  arch i t ec tura l  env i ronment .  Both  the  ins ta l l a t ion  and 
Sa l te r ’s  a r t i c le  a t t emp t  t o  grasp  how Xenak i s ’s  i n te res t  i n  mod-

e l i n g  the  b ehav ior  and  pa t te rns  o f  na ture  in  the i r  f l uc tua t ions 
be twe e n  ord er  and  d i sorder,  can  s t i l l  power fu l l y  resona te  w i th 

o u r  ow n  h i s t or ica l  moment  o f  i ns tab i l i t y  i n  na tura l  and  ar t i f i c ia l 
sys tems .

i a n n i s  x e n a k i s ,  t h e  p o ly t o p e s 
a n d  m u s i c s  o f  o t h e r n e s s 
b y  c h r i s  s a lt e r

de l i b l e  manner :  the  dense  cacophony  o f  g l i ssando i ng  s t r i ngs  i n  h i s 
f i r s t  ma j or  work ,  Metas tase i s ;  the  sear i ng  granu l a t i on  o f  c rack l i ng , 
burn i ng  charcoa l  tha t  makes  up  the  on l y  sound  source  o f  C oncre t 
PH ,  Xenak i s ’s  compos i t i on  for  the  sma l l  en t ranceway  o f  the  Ph i l i ps 

Pav i l i on ;  the  burs t i ng ,  po i n t i l l i s t  mass  o f  s t roboscop i c  l i gh ts  tha t 
cons t i tu te  the  v i sua l  m i se  en  scene  o f  the  mu l t i -med i a  Po l y tope  de 
Mont réa l  and  C l uny  spec tac l es ,  and  the  parades  o f  f i re  and  search-
l i gh ts  o f  the  Po l y tope  de  Persepo l i s  and  Mycenae .  Even  Xenak i s ’s 
unrea l i zed  pro j ec ts  such  as  p l ans  for  an  i n te rs te l l a r  po l y tope  tha t 
wou l d  u t i l i ze  a  ne twork  o f  l asers  and  sa te l l i t es  bounc i ng  beams  to 
and  f rom the  ear th  bear  the  t races  o f  the  composer ’s  ear l y  l i f e  ex-
per i ence .

As  Ben  Watson  i n  The  Wi re  wro te ,  Xenak i s  en tered  i n to  the 
pos t  war  compos i t i on  scene  w i th  » mus i c  o f  t ru l y  ma j es t i c  o ther-
ness . «  C omi ng  o f  a r t i s t i c  age  i n  the  1 950 s ,  the  composer  a l ready 
rebe l l ed  aga i ns t  the  mus i ca l  t rends  o f  h i s  t i me :  the  s tu l t i f y i ng  re i gn 
o f  pos t-war  ser i a l i sm wh i ch  had  se i zed  the  mus i ca l  avan t-garde , 
fo rc i ng  compos i t i on  i n to  a  r i g i d ,  de termi n i s t i c  dogma.  » L i near  po-
l yphony, «  wro te  Xenak i s  i n  h i s  man i fes to- l i ke  t rea t i se  »The  C r i s i s 
o f  Ser i a l  Mus i c«  i n  1 954,  » des t roys  i t se l f  by  i t s  ver y  compl ex i t y ; 
wha t  one  hears  i s  i n  rea l i t y  no th i ng  bu t  a  mass  o f  no tes  i n  var i ous 
reg i s te rs . « * 4)

C r i t i qu i ng  the  » l i near  ca tegor y«  i n  mus i ca l  thought ,  Xenak i s  i n -
s tead  sought  a  who l l y  d i f f e ren t  d i rec t i on ,  organ i z i ng  and  crea t i ng 
compos i t i ons  th rough  h i s  vas t  knowl edge  o f  techn i ques  f rom the 
domai ns  o f  mathemat i cs ,  phys i cs ,  and  s ta t i s t i ca l  mechan i cs ;  fo rma l 
techn i ques  tha t  a t  f i r s t  m i gh t  seem a t  odds  w i th  son i c  l andscapes 
marked  by  such  ext raord i nar y  pr i ma l  i n tens i t y.  Ye t ,  the  mi cro/mac-

ro  movements  o f  par t i c l es  and  gasses ,  a lgebra ic  groups  and  se t 
theor y,  o r  the  t rans format i on  o f  i nd iv idua l  sounds  in to  mass  son ic 
even ts  by  way  o f  probab i l i t y  d i s t r i bu t ions  a l l  p rov ided  Xenak i s  w i th 
the  too l s  necessar y  to  t ranscend  the  s ta t i c  de termin i sm tha t  he  saw 

para l yz i ng  h i s  co l l eagues .
S i m i l a r l y,  Xenak i s ’s  pass i ona te  in te res t  i n  pro jec t i ve  geometr y 

and  ques t i ons  o f  the  morpho l ogy  o f  fo rm led  to  semina l  con t r ibu-
t i ons  i n  the  o ther  f i e l d  tha t  he  mas tered :  a rch i tec ture .  S ta r t ing  w i th 
the  l egendar y  Ph i l i ps  Pav i l i on  co l l abora t ion  w i th  Le  Corbus ie r  in 
the  mi d-1 950 s ,  and  con t i nu i ng  w i th  h i s  work  in  Le  Corbus ie r ’s  s tu-
d i o  un t i l  1 959,  Xenak i s  never  l e t  go  o f  h i s  concerns  for  the  syn the-
s i s  o f  mus i ca l  and  arch i tec tura l  space .  In  h i s  thought ,  bu i l t  fo rms 
cou l d  become t rans formab l e ,  no t  on ly  th rough  the  cons t ruc t ion  o f 
non-s tandard  geometr i es  such  as  ru led  sur faces  and  hyperbo l ic 
parabo l o i ds ,  bu t  a l so  by  knowi ng  how sound  i t se l f  wou ld  in te rac t 
w i th  such  sur faces  and  s t ruc tures .  »Such  ways  o f  mou ld ing  sur fac-
es , «  he  descr i bed  i n  an  unda ted  ar t i c le  ca l led  »Topo i «  (presumab ly 
f rom 1 970 )  » open  the  pa th  for  ra ther  r i ch  poss ib i l i t i es  in  te rms  o f 
modu l a t i ng  an  acous t i c  space . « * 5 ) 

Tha t  there  i s  no t  on l y  a  con t i nuum be tween  order  and  d i sorder 
bu t  a l so  be tween  the  na tura l  and  ar t i f i c ia l  i n  Xenak i s ’s  work  i s  im-
med i a te l y  ev i den t .  The  mos t  complex  mathemat ica l  mode ls  under-
l i e  the  composer ’s  a t tempts  i n  mus ic  and  la rger-sca le  c ross  med ia 
env i ronments  l i ke  the  Po l y topes ,  to  genera te  a  human exper ience 
o f  the  cosmos .  The  burs t i ng  o f  novas ,  the  spontaneous  format ion 
o f  cons te l l a t i ons ,  the  f l ow o f  r i vers ,  o r  the  movement  o f  the  w ind 
a l l  cons t i tu te  phenomena  tha t  Xenak i s  sought  to  harness  for  a r t i s -
t i c  purposes .  In  many  ways ,  th i s  approach  was  exemplar y  o f  one 
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of  h i s  many  ph i losoph ica l  heroes  –  the  pre-Socra t ic  Herac l i tus  o f 
Ephesus ,  who  argued  tha t  the  na ture  o f  the  wor ld  was  ind eed  f lux 
i t s e l f :  »ever y th ing  f lows  and  no th ing  ab ides ;  ever y th ing  g ives  wa y 
and  no th ing  s tays  f i xed« . *6) 

The  Po ly topes ,  a  par t i a l  neo log i sm f rom Xenak i s  tha t  s ign i f i es 
»many  spaces«  bu t  i s ,  i n  f ac t ,  the  descr ip t ion  o f  a  geometr ic  ob jec t 
w i t h  f l a t  s ides  tha t  ex i s t s  i n  any  number  o f  d imens ions ,  were  a  re-
s ponse  to  h i s  work  w i th  Le  Corbus ie r  on  the  Ph i l ips  pav i l ion  –  pa r-
t i cu la r l y  the  mas ter  a rch i tec t ’s  des ign  o f  the  pro jec ted  images  in  the 
pav i l ion ,  wh ich  Xenak i s  l a te r  c r i t iqued  in  h i s  1 958 text  »N otes  To-
wards  an  E lec t ron ic  Ges ture . «  Le  Corbus ie r ’s  use  o f  the  c inema t ic 
image  cou ld  no t  go  beyond the  rec t i l i near  f rame ;  » the  screen  ho le 
o r  pro jec t ion  w indow«  wh ich  s t randed  the  image  w i th in  a  f l a t ,  2 -D 
hor izon ta l l y  and  ver t i ca l l y  de f ined  space .  Ins tead ,  Xena k i s  sug-
ge s t s  the  t rans format ion  o f  image  in  re la t ionsh ip  to  sound  th rough 
new k inds  o f  geometr ic  spaces  tha t  cou ld  warp ,  sh i f t ,  and  mu ta te 
t he  image  in to  »a  new arch i tec tura l  concept  tha t  w i l l  emerge  f rom 
t he  bea ten  pa th  o f  the  p lane  and  r igh t  ang le  in  order  to  c rea te  a 
s pace  tha t  i s  t ru l y  th ree  d imens iona l « . *7 ) 

Given  the  oppor tun i ty  to  c rea te  a  mus ica l  work  for  the  French 
Pav i l ion  a t  the  Mont réa l  Wor ld  Expos i t ion  in  1 967,  Xenak i s  pro-
po s ed  to  cura tor  Rober t  Bordaz  and  the  pav i l ion’s  a rch i tec t  Jea n 
Faugeron  the  f i r s t  Po ly tope  –  »an  e lec t ron ic  scu lp ture  combin ing 
l igh t ,  mus ic ,  and  s t ruc tures«  –  a  mass ive  a rch i tec tura l  i ns ta l l a t ion 
cons i s t ing  o f  200 s tee l  cab les  spanned  in  a  hyperbo l ic  pa ra bo-
lo id  s t ruc ture  th rough  the  pav i l ion’s  cen t ra l  a t r ium and  ou t f i t ted 
w i t h  some 1200 mechan ica l  re lay-cont ro l led  wh i te  and  co l ored  xe-
no n  s t roboscop ic  l igh ts .  The  »Po ly tope  de  Mont réa l «  was  on ly  the 
f i r s t  o f  s i x  o ther  Po ly topes ,  fo l lowed by  ins ta l l a t ions  in  Persepo l i s 
( I ran) ,  Par i s  ( 1 972) ,  Mycenae  ( 1 978) ,  and  Par i s  and  Bonn  ( the  D i -
a t ope ,  i n  1 978) ,  p lus  two  unrea l i zed  a t tempts  p lanned  for  M ex ico 
and  Athens .

Desp i te  the i r  pub l i shed  scores  and  documenta t ion ,  the  Po l -
y t o pes  were  never  meant  as  f i xed  and  f i na l  works  bu t  ra ther  a s 
s i t e -spec i f i c  env i ronments ,  each  un ique ly  t i ed  to  i t s  par t i c u la r  so-
c io-cu l tu ra l -a rch i tec tura l  con text .  The  »Po ly tope  de  Mont r éa l « ,  f o r 
example ,  was  in  many  ways  rad ica l l y  an t i the t ica l  to  Expo 67 ’s  o ther 
pav i l ions ,  where  the  predominan t  theme was  the  t rans forma t ion  o f 
t he  mov ing  image  th rough  new forms  o f  screen  techno logy.  From 
t he  s t i l l  today  rad ica l  work  o f  the  20 th cen tur y  gen ius  scenogra pher 
J os e f  Svoboda ,  who was  respons ib le  for  the  complex  mu l t i - screen 
ins ta l l a t ions  »Po ly v i s ion«  and  the  »D iapo lyekran«  a t  the  Czech  pa -
v i l io n ,  to  deve lopments  by  Canad ian  exper imenta l  f i lmma kers  l i ke 
Franc i s  Thompson  or  Roman Kro i te r  and  Graeme Ferguson ,  w ho 
de moed the  f i r s t  seeds  o f  wha t  wou ld  become IMAX,  the  screen 
as  t echno logy  and  icon  o f  progress  took  over  the  perceptua l  l a nd-
s cape  o f  med ia  in  the  expos i t ion .

In  con t ras t ,  Xenak i s ’s  s i x  m inu te ,  con t inua l l y  cyc l ing  l igh t  a nd 
s o und  »Gesamtkuns twerk« ,  w i th  i t s  1200 s t robes  and  four  cha n-
ne l  orches t ra l  score  a l l  d r i ven  by  a  comple te ly  Byzan t ine  con t ro l 
sys t em o f  l igh t  sensors  and  a  per fora ted  command f i lm  punched 
w i t h  ever y  poss ib le  l igh t ing  con f igura t ion ,  opera ted  in  d i rec t  con-
t ras t  to  Expo ‘67 ’s  represen ta t iona l  spec tac le  o f  the  image .  Indeed , 
eve n  now as  we  face  the  ab i l i t y  to  c rea te  h igh-reso lu t ion  LED  im-
age s ,  tu rn ing  urban  bu i ld ings  and  spaces  in to  g igan t ic  e lec t ron ic 
b i l lboards ,  Xenak i s  never  seemed par t i cu la r l y  i n te res ted  in  us ing 
t housands  o f  po in t s  o f  l igh t  to  c rea te  images ,  bu t  ra ther  to  genera te 
t empora l  fo rms  and  shapes  tha t  wou ld  invoke  » two d i f fe ren t  mus ics : 
o ne  to  be  seen  and  the  o ther  to  be  heard . « 

Whi le  Xenak i s ’s  no tes  de ta i l  a  compos i t iona l  sequence  in  the 
»Po ly tope  de  Mont réa l «  o f  » s tochas t ica l l y  d i s t r ibu ted  r i vers « ,  »deep 

b lue  bea cons« ,  »b la ck  ho les« ,  a nd  »w h isps  o f  f i re « ,  a l l  genera ted  by 
the  l igh t ing  in  a  con t inuous ly  deve lop ing  se t  o f  i n tens i t i es  o f  var y-
ing  dens i t i es  a nd  r hy thms ,  the  Po ly topes  were  mea nt  to  spawn the 
new  k inds  o f  e lec t ron ic  ges tures  tha t  Xena k i s  a l rea dy  saw on  the 
hor izon .  I f  l i gh t  wou ld  be  used  a s  a  tempora l  phenomenon ,  c re-
a t ing  a  »mu l t i tude  o f  po in t s  tha t  s top  a nd  go« ,  sound ,  c rea ted  by 
a cous t ic  ins t r uments ,  wou ld  genera te  a  spa ce ,  a  »con t inu i t y,  thanks 
to  the  mu l t ip le  g l i ssa nd i  –  › sound  tha t  cha nges  bu t  never  s tops ‹ « . * 8) 

I n  th i s  wa y,  a s  we  look  ba ck  a t  the  Po ly topes ,  these  f a sc i na t i ng 
a nd  re la t i ve ly  f o rgot ten  wor k s  o f  »new  med ia «  seem much  c loser  to 
the  k ind  o f  synes the t ic  ex per ience  descr ibed  by  psycho log i s t  Dan-
ie l  S ter n ,  w h ich  gree ts  in f a n ts  in  the  ea r l y  s ta ges  o f  l i f e  w ho cannot 
unders ta nd  huma n la ngua ge  bu t  s t i l l  seem to  grav i ta te  towa rds  pa t-
te r ns ,  sha pes ,  a nd  sensa t ions  tha t ,  w h i le  no t  iden t i f i a b le ,  never the-
less  genera te  s t rong  emot iona l  responses  a nd  a f f ec t s .

A l though  f or  »n-po ly tope«  we  ba sed  our  resea rch  on  the  Mon-
t r éa l  a nd  a lmos t  ha l luc inogen ic  »Po ly tope  de  Cluny«  w h ic h  took 
p la ce  in  the  Cluny  va u l t s  i n  Pa r i s  i n  1 972 ,  the  wor k  tha t  we  or i g i -
na l l y  deve loped  f or  the  L A Bora l  Center  f o r  A r t  a nd  Indus t r y  i n  Gi -
jon ,  S pa in  in  the  summer  o f  2 0 1 2 ,  a nd  tha t  i s  now  be ing  rev i sed 
a nd  re-wor ked  here  in  Ber l in  f o r  CTM  2 0 1 4 ,  i s  by  no  mea ns  e i ther 
a  recons t r uc t ion  or  re-ena c tment .  Even  w i th  a rch iva l  a cce ss  and 
ma ny  d i scuss ions  w i th  Xena k i s ’  f o r mer  a ss i s ta n t  a nd  t ra ns la tor  Sha-
ron  Ka na ch  a nd  Cluny  progra mmer  Rober t  D upuy  in  M ont réa l ,  i t 
wou ld  be  presumptuous  a nd  f oo l i sh  to  ima g ine  tha t  one  cou l d  ge t 
i n to  Xena k i s ’s  hea d  or  to  ma ke  a n  a r t i s t i c  ex per ience  l i ke  he  cou l d 
–  to  l i ve  no t  on ly  th rough  h i s  deep  unders ta nd ing  o f  ma themat i ca l 
f o r m a nd  how  to  t ra ns la te  th i s  i n to  a es the t ic  d imens ions ,  b u t  a l so 
to  immerse  onese l f  i n  the  pro f ound  ex per iences  tha t  Xenak i s  had 
o f  a  wor ld  on  the  verge  o f  s imu l ta neous  a nn ih i l a t ion  a nd  un fa thom-
a b le  sc ien t i f i c  a nd  a es the t ic  deve lopment .

Ins tea d ,  a s  a l rea dy  s ta ted  in  the  a r t i c le  »N_Poly tope« ,  fo r  the 
2 0 1 3  vo lume Xena k i s  M a t ters ,  on  the  pos thumous  impa c t  o f  Xena-
k i s ’  wor k ,  we  a pproa ched  our  pro jec t  i n  the  sp i r i t  o f  re imag i n i ng . 
Wha t  wou ld  the  Po ly topes  be  l i ke  toda y?  Wha t  techn iques  mi gh t 
Xena k i s  be  draw n to  i f  he  were  wor k ing  now? How  cou ld  we  ex-
p lore  how  Xena k i s ’s  i n te res t  i n  i nde ter mina te  a nd  s tocha s t i c  sys-
tems  cou ld  be  ma de  »ex per ienced  a nd  l i ved  w i th in  our  ow n h i s tor i -

ca l  moment  o f  ext reme sys temic  ins ta b i l i t y?« . *9) 
A s  we  con f ron t  a  wor ld  w h ich  a t  ma ny  t imes  seems  a lmos t  com-

p le te ly  ou t  o f  con t ro l  –  w here  the  l i nes  be tween  the  bor n  and  the 
ma de ,  the  na tura l  a nd  a r t i f i c ia l ,  t he  ordered  a nd  the  d i sordered 
seem to  be  f u r ther  b lu r red  ever yda y  –  Xena k i s ’s  a pproa ch  to  » the 
f l u id ,  ra t iona l  a nd  in tu i t i ve  a es the t ic  o f  the  ima g ina t ion  w h ich  seems 
to  f low  be tween  l igh t ,  sound  a nd  techno logy  a nd  theor ies«  seems 
a s  ra d ica l  i n  2 0 1 3  a s  i t  wa s  in  1 967.

In  A r t s/S c iences :  A l loys ,  a  pub l i shed  a ccount  o f  h i s  Doctora t 
d ’E ta t  de f ense  in  1 976,  Xena k i s  ca l led  f or  a  new  k ind  o f  mus i c i an/
a r t i s t  –  a n  » › a r t i s t-conceptor‹  o f  new  a bs t ra c t  a nd  f ree  f or ms  tend-
ing  towa rds  complex i t i es  a nd  then  towa rds  genera l i z a t ions  on  sev-
era l  l eve l s  o f  sound  orga n iz a t ion« . *1 0) S uch  a n  a r t i s t  wou ld  no t  on l y 
be  awa re  o f  the  sc ien t i f i c  a nd  a es the t ic  t rends  o f  the i r  t ime  [ » math-
ema t ics ,  log ic ,  phys ics ,  chemis t r y,  b io logy,  gene t ics ,  pa leon to l ogy 
( f or  the  evo lu t ion  o f  f o r ms) ,  the  huma n sc iences ,  a nd  h i s tor y« ]  bu t 
a l so  wou ld  be  gover ned  by  a  t r i a d  o f  f unc t ions  tha t  Xena k i s  saw as 
essen t ia l  to  c rea t ing  a r t i s t i c  ex per iences :  i n f e rence  ( ex p lora t i on  o f 
f o r ms) ,  ex per iment  ( cha l leng ing  theor y  th rough  a c t ion) ,  and  rev-
e la t ion  ( the  ex posure  o f  a nd  to  the  ine f f a b le ) . *1 1 )  I t  i s  our  hope  tha t 
th i s  a t tempt  a t  re ima g in ing  Xena k i s ’s  a lmos t  cosmolog ica l  v i s i on 
does  jus t i ce  to  the  composer ’s  a im :  to  c rea te  the  cond i t ions  for  a r-
t i s t i c  ex per iences  to  revea l  a nd  t ra ns f or m the  wor ld .

S tan ford  U n i vers i t y  gradua te  c h r i s  s a l t e r  i s  cur ren t l y  D i rec tor  o f 
the  Hexagram C oncord i a  C ent re  for  Research  and  C rea t i on  i n  Me-
d i a  Ar t  and  Techno l ogy,  and  Assoc i a te  Pro fessor  i n  the  Depar tment 
o f  Des i gn  and  C ompu ta t i on  Ar t  a t  C oncord i a  U n i vers i t y,  Mont réa l . 
H i s  a r t i s t i c  works  have  toured  i n te rna t i ona l l y,  been  wr i t ten  abou t  i n 
The  N ew York  Ti mes ,  The  Wi re ,  and  Leonardo,  among o thers ,  and 
he  has  rece i ved  ma j or  gran ts  f rom SSHRC ,  FRQSC ,  C anada  and 
Q uebec  Ar t s  C ounc i l s ,  Hexagram,  the  Rocke fe l l e r  Foundat i on ,  the 
Dan i e l  Lang l o i s  Foundat i on ,  and  more .  In  add i t i on  to  h i s  a r t i s t i c 
work ,  Sa l te r  i s  a l so  the  au thor  o f  E n tang l ed  (20 1 0,  MIT  Press )  and 
the  for thcomi ng  A l i en  Agency  (20 14 ,  MIT  Press ) .

* 1 )  Er ic  Hobsbawn .  1 994.  Th e  Age  o f  Ext re me s :  T he  Sho r t  Twe nt ie t h  Ce ntur y  – 

 1 9 1 4 –9 1 .  New York :  Vin tage ,  1 1 – 1 2 . 

* 2)  Tom  Ser v ic e .  20 1 3 .  »A  Gu ide  to  I an n i s  Xe nak i s ’s  M us ic . « 

 Th e  Gu ard ian .  A pr i l  20 1 3 .

* 3)  Sh aron  Kan ac h .  20 1 0.  »Xen ak i s ’  Po ly t o pe s . «  In  I ann i s  Xe nak i s :  M us ic  and 

 A rc h i tec tu re .  New York :  Pen dragon  Pre ss .

* 4)  I an n i s  Xen ak i s .  1 95 6.  »Th e  Cr i s i s  o f  Ser ia l  M us ic . «  Grave s ane r  B lä t t e r  6 ,  J u l y,  2– 4 .

* 5 )  I an n i s  Xen ak i s .  1 970[20 1 0] .  »Topo i . «  In  Xe nak i s :  M us ic  and  Arch i t e c ture . 

 Ed  Sh aron  Kan ac h .  New York :  Pen drago n ,  142– 147.

* 6)  Herac l i tu s .  » Fragm en ts . «  I n  Th e  Presocra t ics .  1 966.  Ed .  P.Whe e lw r igh t . 

 New York :  Mac m i l l an .

* 7 )  I an n i s  Xen ak i s .  1 95 4.  » Notes  towards  an  E le c t ro n ic  Ge s ture . «  In  Xe nak i s : 

 Mu s ic  an d  A rc h i tec tu re .  Ed  Sh aron  Kanach .  New  Yo rk :  Pe ndrago n ,  13 1 – 13 4 .

* 8)  Xen ak i s .  1 967.  »Th e  Po ly tope  de  Mon t ré a l :  An  Approx imat e  Sce nar io  o f  L igh t  and

 Visu a l  A r t  w i th  th e  Fren c h  Pav i l ion .  I n  Xe nak i s :  M us ic  and  Arch i t e c ture . 

 Ed  Sh aron  Kan ac h .  New York :  Pen drago n ,  2 1 0– 21 1 .

* 9)  See  C.  Sa l te r.  20 1 3 .  » N_Poly tope :  B ehav io rs  in  L igh t  and  So und a f t e r  I ann i s 

 Xen ak i s . «  20 1 3 .  Xen ak i s  Mat ters .  Ed .  Sharo n  Kanach .  New  Yo rk :  Pe ndrago n .

* 1 0)  I an n i s  Xen ak i s .  20 1 1 .  A r t s/Sc ien c es :  A l loys .  Ed  and  Trans .  Sharo n  Kanach . 

 New York :  Pen dragon .

* 1 1 )  I b id ,  3 –4 .
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Mi ch a e l  van  H oog enhuyze  descr ibes  (d i s )connec t ions  be tween 
pa s t  a n d  presen t  cur ren t s  o f  a r t i s t i c  exper imenta t ion ,  and  a  se-

r i e s  o f  even t s  and  chance  meet ings  among pro tagon is t s  ac t i ve 
i n  d i f f e ren t  loca l i t i es ,  wh ich  l a id  the  foundat ions  for  the  semi-

na l  In te r f a cu l ty  fo r  Imag e  and  Sound in  The  Hague .  Fo l low ing  van 
Hoogen h u yze ’s  con t r ib u t ion  i s  a  text  by  the  In ter facu l ty ’s  prev ious 
d i rec tor  Fra ns  Evers .  Taken  f rom Dick  Raa i jmakers :    A  Monograph , 

i t  des cr ib es  a  meet ing  be tween  John  Cage  and  Raa i jmakers , 
wh i ch  ca ta l yzed  t he  c rea t ion  o f  the  In ter facu l ty.  Known today  as 

the  A r tSc i ence  In t er facu l ty,  the  schoo l  con t inues  to  insp i re  young 
ge n era t i ons  o f  avan t-g arde  in te rmed ia  exper imenta l i s t s  wor ld-
w i de ,  w h i le  rema in ing  mot iva ted  by  the  p ioneer ing  educa t iona l 

and  res e a rch  ap p roaches  o f  i t s  founders  Raa i jmakers  and  Evers , 
the i r  con t emp orar ies ,  and  the  h i s tor ic  adven tur i s t s  tha t  

i nsp i red  them.

i m a G e  &  s o u n d
e x p e r i m e n ta l  a r t  t e a c h i n G  i n  t h e 

i n t e r s t i c e s  b e t W e e n  v i s u a l  a r t  a n d  m u s i c
b y  m i c h a e l  va n  h o o G e n h u y Z e

The  h i s tor y  o f  a r t  i n  the  l as t  two  cen tur i es  i s  no t  a  c l ear  s t ream o f 
a r t i s t s  i n f l uenc i ng  the  next  genera t i on  w i th  the i r  work .  I t  i s  ra ther 
l i ke  a  l abyr i n th  w i th  s i gna l s ,  l os t  oppor tun i t i es ,  and  red i scovered 
poss i b i l i t i es .  The  s ta r t  o f  the  In ter facu l ty  fo r  Image  and  Sound o f 
The  Roya l  Academy o f  Ar t  and  The  Roya l  C onser va tor y  i n  The 
Hague  i s  a  good exampl e  o f  th i s  compl i ca ted  s i tua t i on . 

The  20 th cen tur y  was  marked  by  the  growi ng  i mpor tance  o f  tech-
no l ogy,  wh i ch  deve l oped  i n to  the  cur ren t  per i od  o f  new med i a ,  d i g i -
ta l  a r t s ,  and  e l ec t ron i cs ,  wh i ch  i s  i ncreas i ng l y  charac ter i zed  by  the 
b l u r r i ng  o f  boundar i es  be tween  ar t  and  rea l  l i f e  due  to  the  s t ra te-
g i es  o f  » readymade«  and  » per formance«  i n  the  work  o f  a r t i s t s  l i ke 
Marce l  Duchamp.

These  deve l opments  were  fomented  i n  a r t  movements  such  as  Fu-
tur i sm (± 1 90 9 – 14)  and  Dada  ( 1 9 1 7 ) ,  and  i n  an  a r t  schoo l s  l i ke  the 
Bauhaus  ( 1 9 1 9 – 33 ) ,  movements  whose  exper i menta t i on  heav i l y  i n -
sp i red  ar t  and  ar t  p rac t i t i oners  dur i ng  the  1 950 s .  When  the  com-
poser  J ohn  C age  began  to  conduct  i n te rd i sc i p l i nar y  exper i ments 
i n  N or th  C aro l i na ’s  B l ack  Mounta i n  C o l l ege ,  he  was  aware  o f  the 
i mpor tance  o f  Marce l  Duchamp’s  work .

In  1 958  the  Ph i l i ps  company  presen ted  a  compl ex  work  o f  a r t  dur-
i ng  the  Wor l d  Fa i r  i n  Brusse l s .  The  famous  Ph i l i ps  Pav i l i on  was 
des i gned  by  LeC orbus i er  and  h i s  ass i s tan t  Xenak i s .  » Le  poème 
é l ec t ron i que«  by  Edgar  Varèse  was  d i f fused  i ns i de  the  s t ruc ture . 
Dur i ng  tha t  per i od  the  composer  D i ck  Raa i j makers  ( 1 93 0 – 20 13 ) 
worked  a t  the  Ph i l i ps  l abora tor y  i n  E i ndhoven .  He  made  the  f i r s t 
e l ec t ron i c  mus i c  i n  the  N ether l ands ,  and  a l so  what  can  be  cons i d-
ered  the  f i r s t  e l ec t ron i c  pop  mus i c  i n  the  wor l d .  Varèse  f i n i shed  h i s 
compos i t i on  for  the  pav i l i on  i n  Brusse l s  i n  the  same l abora tor y.  In 
tha t  way  Raa i j makers  was  a  w i tness  o f  the  endeavour  to  make  a  new  
Gesamtkuns twerk  us i ng  advanced  techno l og i es .

In  1 98 8  J ohn  C age  v i s i ted  the  Roya l  C onser va tor y  i n  The  Hague 
as  a  gues t  teacher.  The  psycho l og i s t  Frans  Evers ,  an  exper t  i n  the 
f i e l d  o f  synaes the t i cs ,  used  th i s  oppor tun i ty  to  organ i ze  i n te rd i sc i -
p l i nar y  a r t  p ro j ec ts  based  on  C age ’s  exper i ments  a t  B l ack  Moun-
ta i n  C o l l ege ,  ca l l ed  » happen i ngs« .  Evers  coopera ted  on  the  pro j ec t 
w i th  D i ck  Raa i j makers ,  who  was  a l so  work i ng  a t  the  Roya l  C on-
ser va tor y  a t  tha t  t i me ,  thus  beg i nn i ng  an  i n tens i ve  coopera t i on  be-
tween  the  two. 

At  th i s  t i me  the  Roya l  Academy and  the  Roya l  C onser va tor y  i n  The 
Hague  merged .  Evers  and  Raa i j makers  i n i t i a ted  a  spec i a l  exper i -
menta l  a r t  depar tment  fo r  the  f i e l d  be tween  v i sua l  a r t  and  mus i c , 
named The  In ter facu l ty  fo r  Image  and  Sound .  Through  the i r  meet-
i ng  w i th  C age  and  w i th  Raa i j makers ’s  exper i ence ,  Frans  Evers  suc-
ceeded i n  br i ng i ng  toge ther  two  i mpor tan t  moments  i n  20 th cen tu-

r y  a r t :  The  her i tage  o f  the  d i sappear ing  boundar y  be tween  ar t  and 
da i l y  l i f e  i n  the  Dada i s t i c  revo l u t ion  (Marce l  Duchamp /  Cage) , 
and  the  i n te rd i sc i p l i nar y  use  o f  new e lec t ron ic  means  as  a  t r iumph 
o f  techno l ogy,  deve l oped  by  i ndus t r y  ( the  Ph i l ips  l abora tor y,  the 
Brusse l s  Pav i l i on) .  The  depar tment  fo r  Sono logy,  ded ica ted  to  ex-
per i menta l  compos i t i on ,  was  founded in  para l le l  th rough  acqu i s i -
t i on  o f  the  techn i ca l  equ i pment  tha t  be longed to  the  Roya l  Con-
ser va tor y.

In  1 994,  the  two new depar tments ,  I n te r facu l ty  fo r  Image  and 
Sound and  the  depar tment  fo r  Sono logy,  s ta r ted  to  organ ize  the 
Son i c  Acts  Fes t i va l  i n  Amsterdam’s  Parad i so  concer t  ha l l .  As  o f 
20 0 5,  s tudents ,  teachers ,  and  a lumn i  o f  Image  and  Sound a l so 
made  cont r i bu t i ons  to  the  TodaysAr t  fes t i va l  i n  The  Hague . 

Pro fessors  and  s tudents  f rom the  In ter facu l ty  a l so  organ ized  some 
notab l e  i n te rd i sc i p l i nar y  a r t  p ro j ec ts .  I n  »D ie  Glück l i che  Hand«  an 
opera  by  Arno l d  Schönberg ,  pro fessors  and  s tudents  went  back 
to  the  beg i nn i ng  o f  the  avan t-garde  movement ,  ana lyz ing  the  op-
era  and  mak i ng  a  new pro j ec t  tha t  fused  Schönberg ’s  ideas  w i th 
new med i a  and  techn i ca l  poss i b i l i t i es  to  c rea te  a  comple te ly  new 
per formance  /  e l ec t ron i c  opera .  The  opera  was  per formed severa l 
t i mes  i n  the  Roya l  C onser va tor y  in  1 993.

Tha t  same year,  D i ck  Raa i j makers ,  Hors t  R icke l s ,  and  Wal te r  Ma io-
l i  worked  toge ther  on  » For t  K l ank« ,  a  pro jec t  tha t  took  p lace  in  an 
o l d  for t  i n  Asperen ,  N ether l ands .  The  t r io  des igned  severa l  sound 
i ns ta l l a t i ons  i n  the  por t ,  wh i ch  were  tuned  toge ther  in to  one  b ig 
compos i t i on ;  the  for t ,  an  o l d  1 9 th cen tur y  cons t ruc t ion ,  became an 
exper i menta l  i ns t rument ,  work i ng  as  a  l a rge  c lock  or  robot .

To  mark  h i s  re t i rement  f rom the  Ar tSc ience  In ter facu l ty  i n  1 995, 
Raa i j makers  organ i zed  a  concer t  en t i t l ed  »Scheuer  im  Haag« ,  an 
opera  wh i ch  he  crea ted  as  a  combina t ion  o f  d i f f e ren t  a r t  fo rms  and 
techn i ca l  dev i ces  such  as  to  produce  a  comple te ly  new work  o f  a r t . 
He  con t i nued  to  be  ac t i ve  i n  c rea t ion  and  per formances  long  pas t 
h i s  re t i rement ,  however.

These  th ree  pro j ec ts  number  on l y  a  few be long ing  to  a  l a rge  body 
o f  work .  Mos t  o f  them conta i n  a  combina t ion  o f  research  on  the 
h i s tor y  o f  avan t-garde ,  and  the  deve lopment  o f  comple te ly  new 
ar t forms .  As  many  o f  the  s tudents  who worked  on  these  pro jec ts 
came f rom abroad ,  i deas  deve l oped  a t  Image  and  Sound spread 
eas i l y  a round  the  g l obe .  In  20 0 4 the  In ter facu l ty  took  a  new name , 
Ar tSc i ence ,  to  re fe r  to  the  growi ng  in f luence  o f  Sc ience  and  Hu-
man i t i es  i n  the  depar tment ,  resu l t i ng  f rom coopera t ion  w i th  the 
U n i vers i t y  o f  Le i den .

Prepara t ion  o f  »Mondr iaan’s  Promeno i re«  a t  the  In ter facu l ty  Image  and  Sound in  1 994. 
From Le f t  to  R igh t :  D ick  Raa i jmakers ,  Jan  Zoet ,  Rob in  De i rkau f. 

Photo :  Remco Schuurb iers .
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m u s h r o o m s
As  t he  press  wa lked  in  and  ou t ,  Frans  de  Ru i te r  came up  a nd  in-
t ro duced  us  to  the  US embassy ’s  cu l tu ra l  a t taché .  The  amba ssa dor 
wanted  to  g ive  a  recept ion  for  Cage ,  and  the  a t taché  asked  us  i f  we 
wou ld  hand le  i t .  We immedia te ly  began  to  make  p lans .  D i ck  Ra a i j -
makers  sugges ted  we  se ize  the  oppor tun i ty  by  do ing  some th ing  in-
vo lv ing  mushrooms .  He  had  seen  so  many  on  h i s  wa lk  in  the  dunes 
t ha t  he  proposed  a  Sa turday  morn ing  mushroom hunt  w i th  Fra nco 
Fer ro,  a  res taura teur  f r i end  who,  l i ke  Cage ,  was  a  myco log i s t .

When  Raa i jmakers  and  Fer ro  re turned  to  the  conser va tor y  a  f ew 
ho urs  l a te r  w i th  ten  boxes  fu l l  o f  mushrooms ,  Cage  seemed  to  sme l l 
t hem r igh t  away.  In  a  sp l i t  second ,  he  was  a t  the  f ron t  door,  busy-
ing  h imse l f  w i th  the  mushrooms .  He  se lec ted  the  ed ib le  ones  on 
t he  way  to  the  k i tchen ,  and  as  soon  as  a  spec ia l  o i l  he  reques ted 
ar r i ved ,  he  f r ied  them to  the  des i red  tenderness .  At  the  sa me mo-
me nt ,  the  s tage  in  the  Kees  van  Baaren  aud i tor ium was  be ing  pre-
pared  for  the  recept ion .

T he  US f l ag  was  p lan ted  a t  one  corner  o f  the  thea ter ’s  s tage ;  a n  im-
macu la te  wh i te  tab le  o f  dr inks  and  g lasses  was  p laced  a t  the  o ther. 
S ta rs  were  pro jec ted  on  the  wa l l s  and  ce i l i ng .  And  on  a  tab le  doz-
ens  o f  meters  long  a t  the  f ron t  o f  the  s tage ,  b lack  l acquer  d i shes  o f 
s us h i  and  o ther  Japanese  snacks  were  p laced  around  the  hundreds 
o f  mushrooms tha t  ma de  up  the  cen terp iece .  No one  expec ted  the 
t ens ion  tha t  had  been  bu i ld ing  for  days  to  come to  a  hea d  dur ing 
t he  recept ion .

T he  ambassador  compla ined  abou t  the  meager  scope  o f  cu l tu ra l 
exchange  be tween  the  Un i ted  S ta tes  and  the  Nether lands ,  even  i f 
t h i s  was  because  the  US government  spen t  too  l i t t l e  money  on  i t . 
At  once  i r r i ta ted  and  amused ,  John  Cage  cou ldn’ t  res i s t  respond ing 
w i t h  an  except iona l l y  provoca t i ve  ques t ion :  »Why  don’ t  you  g ive  up 
t he  Un i ted  S ta tes?«  He  then  took  the  bowl  o f  mushrooms a nd ,  us-
ing  chops t icks ,  f ed  a  b i te  to  ever yone  who came to  gree t  h im .  The 
ge s ture  seemed to  be  an  a t tempt  to  express  tha t  i t  was  O K  f or  the 
eve n ing  to  take  a  more  soc iab le  tu rn .  E i ther  way,  the  mushrooms 
eve n tua l l y  began  to  work ,  and  ever yone  was  soon  wa lk ing  a round 
che er fu l  and  h igh-sp i r i ted .

A  few days  a f te r  the  recept ion ,  na ture  c ropped up  as  a  theme in 
ye t  another  fo rm when  the  I ta l i an  e thnomus ico log i s t  Wal te r  M a io l i 
a r r i ved  to  make  h i s  con t r ibu t ion  to  »Book  I I I « .  Ma io l i  sa id  he  wou ld 
l i ke  to  g ive  a  lec ture  for  Cage  on  h i s  co l lec t ion  o f  pr im i t i ve  mus i -
ca l  i ns t ruments :  s tones ,  bones  and  she l l s  f ash ioned  in to  bu l l roa r-
ers ,  f l u tes  and  rasps  l i ke  those  used  to  produce  sound  in  preh i s tor-
ic  t imes .  Cage  a t tended  th i s  unschedu led  even t  and  showed grea t 
i n t e res t  i n  Ma io l i ’s  p resen ta t ion ,  wh ich  reminded  h im o f  the  na tura l 
and  found  ins t ruments  he  had  ga thered  h imse l f  i n  the  1 930s  f or  the 
pe r formances  o f  »Quar te t «  ( 1 935) .

m u s i c  f o r  t h e  f i v e  s e n s e s
A s c los ing  n igh t  a pproa ched ,  i t  emerged  tha t  the  s i x ty  pa r t i c i pan ts 
in  »Book  I I I «  wou ld  u l t ima te ly  be  respons ib le  f or  a  to ta l  o f  seven-
teen  pro jec ts ,  p resen ted  s imu l ta neous ly.  The  c los ing  even t ,  » Mus i c 
f or  the  F ive  S enses« ,  wou ld  invo lve  a  number  o f  un i t s ,  i nc lud i ng  a 
sono log i s t s ’  t r io  tha t  wou ld  p la y  a  DJ  se t  us ing  th ree  tu r n tab l es . 
A  compos i t ion  s tudent  wou ld  presen t  a n  a u toma ted  per f ormance 
o f  Ca ge ’s  » Ima g ina r y  La ndsca pe  No.  4«  f o r  twe lve  ra d ios ,  based 
on  a n  ins ta l l a t ion  he  ha d  ma de  f or  the  CA M  course  E lec t ron i c  Im-
a ger y.  A n  a c tor  wou ld  rea d  a  S la uer ho f f  poem w h i le  two  Aus t ra l -
i a n  a c t resses  per f or med a  number  o f  a rche typa l  thea t r ica l  scenes . 
Two s tudents  f rom the  Enschede  a r t s  a ca demy wou ld  show a  v i d-
eo  s t i l l  o f  the  conser va tor y ’s  roo f  on  a  mon i tor,  pos i t ion ing  them-
se lves  on  e i ther  s ide  a s  wa tchmen w i th  a  bo t t le  o f  vodka ,  C age ’s 
f avor i te  dr ink .  A  s tudent  f rom The  Ha gue ’s  Roya l  Aca demy o f  Ar t s 
wou ld  ha ck  awa y  a t  a  scu lp ture  dur ing  the  even t .  A  compos i t i on 
s tudent  wou ld  ex per iment  w i th  a  p iece  ma de  o f  f o res t  a i r.  F i l mmak-
er  a nd  CA M  ins t r uc tor  Ba beth  Va nLoo wou ld  pro jec t  a  f i lm  abou t 
»ea t  a r t « .  The  NN co l lec t i ve ’s  i n te ra c t i ve  tom- tom wou ld  be  repro-
gra mmed f or  the  occa s ion .  The  »S ound  Wa lk«  v ideo  wou ld  be  pro-
jec ted  on  one  wa l l  o f  the  S choenberg  a ud i tor ium.  A nd f or  the  f i na l e , 
a  group  o f  A msterda m da ncers  wou ld  pa in t  a  number  o f  t ra nsparen t 
p la s t i c  pa ne l s  dur ing  the i r  monumenta l  da nce  per f or ma nce .

A s  the  »Book  I I I «  pa r t i c ipa n ts  pu t  the  f i n i sh ing  touches  on  prepara-
t ions  f or  the i r  con t r ibu t ions  to  the  to ta l  compos i t ion ,  they  s t i l l  had 
no  idea  how  i t  wou ld  look .  Th i s  cha nged w hen  D ick  Ra a i jma kers  be-
ga n  sea rch ing  f or  a  s t r uc ture  f or  the  c los ing  even t .  H is  co l lec t i on  o f 
l i t e ra ture  on  sub jec ts  re la t ing  to  recrea t iona l  ma thema t ics  inc l uded 
a n  1 849 a r t i c le  f rom the  chess  ma ga z ine  S cha chze i tung .  In  i t ,  C ar l 
Wenze l ides  descr ibed  a  new  va r ia t ion  on  the  ma g ic  k n igh t ’s  tour,  a 
sequence  o f  moves  composed  a  yea r  ea r l i e r  by  Wi l l i a m Bever l ey.

The  except iona l  th ing  a bou t  th i s  a nd  o ther  k n igh t ’s  tours  i s  no t 
on ly  tha t  the  k n igh t  l a nds  on  ever y  squa re  on  the  chessboard  ex-
a c t l y  once ,  bu t  a l so  tha t  the  sequence ,  o f  w h ich  ma ny  more  var i an ts 
have  s ince  been  pub l i shed ,  ca n  ta ke  on  love ly  symmetr ica l  pa t te rns . 
Ra a i jma kers  sugges ted  p lo t t ing  the  sequence  on  the  f loor  o f  the 
f oyer  a nd  the  S choenberg  a ud i tor ium a s  i f  t he  two toge ther  formed 
the  sur f a ce  o f  a  chessboa rd  d iv ided  in to  s i x ty- f our  squa res .  The 
groups  were  cons idered  a s  un i t s ,  a nd  ea ch  wa s  a ss igned  a  f i e l d ,  a 
t imeta b le  ind ica t ing  w hen  i t  wou ld  be  a c t i ve ,  a nd  a  s topwatch  for 
te l l i ng  t ime .  Ever y  pro jec t  wa s  a l lo t ted  a  p la ce  in  the  w ho l e ,  us-
ing  the  k n igh t ’s  sequence ,  a nd  a  s ta t i s t i ca l l y  de ter mined  d i v i s i on 
o f  t ime  de ter mined  w h ich  un i t  wou ld  be  hea rd  w hen .  Ra a i jmakers 
wou ld  opera te  the  mix ing  boa rd ,  keep ing  the  S ound  Wa lk  aud i o  i n 
ba la nce  w i th  tha t  o f  the  o ther  un i t s .  At  sound  check ,  Ra a i jmakers ’ 
i ns t r uc t ion  to  p la y  a s  qu ie t l y  a s  poss ib le  proved  ver y  d i f f i cu l t  to 
f o l low.  S o  ins tea d ,  he  a sked  a l l  t he  un i t s  to  s low  dow n the i r  p l ay i ng 
by  f or ty-e igh t  t imes .

The  resu l t  was  tha t  a l l  t he  per formers  p l ayed  for  near l y  the  en t i re 
hour  and  a  ha l f  tha t  the  » Mus i c  for  the  F i ve  Senses«  even t  l as ted . 
The  e f fec t  o f  s l ow i ng  down ever yone ’s  ac t i ons  was ,  as  Raa i j mak-
ers  had  des i red ,  a  to ta l  sound  tha t  was  no t  too  l oud  and ,  now and 
then ,  even  a  moment  o f  near-compl e te  s i l ence .  Sea ted  a t  the  mi x-
i ng  board  on  the  l a rge  s tage ,  he  ad j us ted  the  »Sound  Wal k«  m i x 
to  the  soundscape  produced  by  the  i nd i v i dua l  un i t s ,  so  tha t  the 
var i ous  per formances ’  i nd i v i dua l  charac ter i s t i cs  s l i d  over  and  pas t 
each  o ther  i n  success i on  th rough  the  course  o f  the  even i ng  –  as  i f  a 
kn i gh t  was  mov i ng  i n  s l ow mot i on  th rough  the  foyer  and  aud i tor i um.

Di m l i gh t i ng  the  conser va tor y ’s  thea ter  techn i c i ans  had  taken  the 

i n i t i a t i ve  o f  i ns ta l l i ng  i n  the  foyer  c rea ted  an  espec i a l l y  exo t i c  a t-
mosphere  i n  a  room tha t  norma l l y  made  a  fa i r l y  bor i ng  i mpres-
s i on .  S i nce  the  aud i ence  members  had  no  i dea  o f  the  s t ruc ture  o f 
the  who l e ,  and  the  per formances  seemed to  be  mov i ng  randoml y 
th rough  the  foyer  and  the  aud i tor i um,  they  got  up  o f  the i r  own ac-
cord  to  watch  the  var i ous  un i t s  f rom c l ose  by.

N ear l y  ever yone  had  expec ted  » Book  I I I :  The  N ew Medi a«  to  be 
someth i ng  o f  a  co l d  a f fa i r,  f u l l  o f  the  use  o f  techno l ogy  for  i t s  own 
sake .  Bu t  i f  » Book  I I I «  demons t ra ted  one  th i ng ,  i t  was  tha t  so-ca l l ed 
co l d  equ i pment  cou l d  be  used  i n  ext reme l y  access i b l e  ways .  » Book 
I I I :  The  N ew Medi a« ,  and  i n  par t i cu l a r  » Mus i c  for  the  F i ve  Senses« , 
un i n ten t i ona l l y  exuded  an  a tmosphere  tha t  ca l l ed  to  m i nd  the  fa-
mous  » U nt i t l ed  Even t «  ( l a te r  renamed »Thea ter  P i ece  N o.  1 « )  rea l -
i zed  i n  1 952 a t  B l ack  Mounta i n  C o l l ege  by  i ns t ruc tors  i nc l ud i ng 
J ohn  C age  and  Merce  C unn i ngham and  s tudents  i nc l ud i ng  Rober t 
Rauschenberg .  O ne  o f  the  f i r s t  open- form p i eces  i n  wh i ch  o l d  and 
new med i a  were  used  toge ther,  i t  became famous  as  a  happen i ng 
avan t  l a  l e t t re .  Wi th  » Book  I I I « ,  D i ck  Raa i j makers  had  succeeded i n 
recrea t i ng  the  essence  o f  the  phenomenon  o f  the  happen i ng  –  once 
aga i n  i n  the  con text  o f  a r t  educa t i on ,  j us t  as  i n  1 952.

What  was  tha t  essence?  Based  on  h i s  ph i l osophy  o f  f reedom wi th i n 
l i m i t s ,  J ohn  C age  had  asked  ever y  par t i c i pan t  to  come up  w i th  an 

ac t i on  tha t  cou l d  be  per formed a t  moments  de termined  by  chance 
opera t i ons  and  no ted  i n  the  form o f  » t ime  bracke ts «  w i th  beg inn ing 
and  end i ng  t i mes .  P l aces  were  then  de termined  by  a r rang ing  the 
sea ts  i n  a  Ma l tese  c ross  format i on ,  c rea t ing  space  for  movement 
be tween  and  around  the  aud i ence  members ,  who  wou ld  s i t  f ac ing 
each  o ther.  C age  t i med the  concer ted  ac t ions  w i th  u tmos t  prec i -
s i on ,  bu t  th i s  d i d  no t  preven t  uncont ro l led  l i f e  f rom en ter ing  »Un-
t i t l ed  Even t « :  bab i es  screamed through  ever y th ing ,  and  a  dog  fo l -
l owed C unn i ngham and  the  s tudent  dancers ,  bark ing ,  each  t ime 
they  began  to  move .

The  choreographer  Merce  C unn ingham had  formed a  s tudent 

dance  group ;  they  roamed the  a i s les  a t  se t  t imes ,  mov ing  be tween 
and  around  the  aud i ence  i n  s i mp l e  pa t te rns .  On a  prepared  p iano, 
Dav i d  Tudor  p l ayed  »Water  Mus i c« ,  a  compos i t ion  Cage  had  wr i t ten 
ear l i e r  tha t  year,  a l te rna t i ng  w i th  a  compos i t ion  for  rad io.  S tand-
i ng  a t  a  l ec tern ,  C age  read  f ragments  o f  h i s  Ju l l i a rd  lec ture .  M.C. 
R i chards  and  C har l es  O l son  rec i ted  poet r y  s tand ing  on  a  l adder  in 
the  mi dd l e  o f  the  aud i ence .  S tudents  scra tched  records  by  a r t i s t s 
i nc l ud i ng  Ed i th  P i a f  a t  doub l e  speed  on  a  w ind-up  gramophone  and 
pro j ec ted  s l i des  made  w i th  co l ored  ge la t in  and  f i lms  o f  the  schoo l ’s 
cook  on to  Rober t  Rauschenberg ’s  »Whi te  Pa in t ings« ,  wh ich  hung 
aga i ns t  the  ce i l i ng  a t  an  ang l e .  Then  they  pro jec ted  a  se t t i ng  sun , 
wh i ch  s l owl y  de tached  i t se l f  f rom the  pane l s  and  d i sappeared  v ia 
the  wa l l s  i n to  the  f l oor  o f  the  B l ack  Mounta in  Co l lege  ca fe ter ia .

O ther  than  the  obv i ous  d i f f e rences ,  l i ke  the  fac t  tha t  the  »Unt i t l ed 
Even t «  a t  B l ack  Mounta i n  C o l l ege  was  c rea ted  in  one  a f te rnoon 
wh i l e  prepara t i ons  for  » Mus i c  for  the  F ive  Senses«  took  two weeks , 
bo th  happen i ngs  were  the  resu l t  o f  the i r  composers ’  dec i s ion  to 
es tab l i sh  on l y  the  p l ace  and  dura t ion  o f  the  ac t ions ,  l eav ing  the i r 
fo rm to  the  par t i c i pan ts .  Such  compos i t ions  a re  thus  re fe r red  to, 
no t  i naccura te l y,  as  hav i ng  an  » open  form« ,  a l though  one  person 
de termi nes  the  ru l es .  S i nce  the  twent ie th  cen tur y,  metacompos-
ers  have  fe l t  f ree  to  i nc l ude  a l l  fo rms  o f  a r t  and  new med ia  in  the i r 
compos i t i ons .
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Probab ly  no  o ther  mus ica l  phenomenon  embod ies  th e  i d e a  o f 
con t inu i t y  as  does  the  drone .  A  se t  o f  sus ta ined  to n e s  o r  co n t i -
nuous  c lus ters  o f  sound  tha t  fea ture  s l igh t  ye t  com p l ex  h a r m o n i c 
var ia t ions ,  d rones  a re  l i t e ra l l y  e terna l  –  they  have  n o  b e g i n n i n g 
and  no  end ,  and  have  been  in tegra l  to  human mus i c  m a k i n g  s i n ce 
our  beg inn ings .  As  such ,  the  drone  shr inks  the  vas t  t i m e sp a n  
be tween  the  a rcha ic  pas t  and  our  compu ta t iona l  pre se n t ,  a n d  
o f ten  evokes  ideas  o f  sp i r i tua l i t y.
In  h i s  over v iew o f  drone ,  Marcus  Boon  exp lores  the  o n to l o g y  o f 
drone  and  the  powers  o f  i t s  i nass im i lab le  sameness .  Bo o n’s  
a r t i c le  i s  fo l lowed by  an  examina t ion  o f  two  p ioneer i n g  a r t i s t s , 
work ing  w i th  drones :  E l i ane  Rad igue  and  Erns ta lbre ch t  S t i e b l e r. 
Both  worked  extens ive ly  w i th  s i l ence  and  dura t ion ,  exp l o r i n g  th e 
idea  o f  evo lv ing  sounds  f rom wi th in  sounds ,  and  inv i t i n g  th e  
l i s tener  to  par take  in  in tense  exerc i ses  in  hear ing .

Des i gn  ske tch  for  a  Shru th i  box  by  Mu tab le  In -
s t ruments ,  and  a  t rad i t i ona l  Shru t i  box  f rom the 
company  Amr i ta .

W o r l d s  o f  t h e 
d r o n e

   b y  m a r c u s   b o o n

t h e  i n t e r f a c u l t y
I n  a r t  educa t ion  in  genera l ,  remarkab ly  enough ,  we  have  sca rce ly 
begun  to  impar t  knowledge  or  cons t ruc t  exper imenta l  l abs  f or  s tu-
den ts  w ish ing  to  do  research  in  the  a rea  o f  sound ,  l igh t  and  k ine t-
ics  in  order  to  deve lop  new forms  o f  v i sua l i za t ion  and  son i f i ca t ion . 
In  our  conversa t ions ,  D ick  Raa i jmakers  and  I  o f ten  spoke  a bou t 
t he  v i r tua l  absence  o f  educa t iona l  i nnova t ion  in  a lmos t  a l l  t he  es-
tab l i shed  ar t  i ns t i tu tes .  Par t l y  to  hear ten  us ,  Raa i jmakers  brought 
up  t he  innova t i ve  educa t iona l  concepts  o f  Arno ld  Schoenb erg  a nd 
Lász ló  Moho ly-Nagy,  who had  dra f ted  ou t l i nes  for  a  Sc hoo l  f o r 
So undmen and  an  Ins t i tu te  o f  L igh t  i n  1 941–43.  I t  was  these  exa m-
p le s  –  toge ther,  o f  course ,  w i th  the  now- famous  h i s tor y  o f  the  Roya l 
C o nser va to i re ’s  e lec t ron ic  s tud io  –  tha t  sus ta ined  us  in  our  e f f or t s 
t o  l aunch  a  new,  boundar y-cross ing  ins t i tu te  tha t  wou ld  have  room 
for  such  an  innova t i ve  approach .

When the  Image  and  Sound In ter facu l ty  opened  in  1 989,  a t  the 
found ing  o f  the  Academy o f  F ine  Ar t s  and  Des ign ,  M us ic  a nd 
Dance ,  i t  cons t i tu ted  a  s ta r t ing  sho t  fo r  a  ser ies  o f  pro jec ts  exa m-
in ing  the  modern i s t  founders ’  p roposed  uses  o f  new techn iques  in 
G es amtkuns twerk-s ty le  works  in  te rms  o f  the i r  va lue  w i th in  the  new 
ar t  educa t ion .  Af te r  Raa i jmakers  se t  up  the  exh ib i t ion  »A nt i  Qua 
M us ica«  a t  the  Gemeentemuseum in  The  Hague  wh i le  a  gues t  cu-
ra t o r  in  the  mus ic  depar tment ,  the  museum’s  d i rec tor,  Hans  Loch-
er,  i nv i ted  us  bo th  to  deve lop  a  new ac t i v i t y  tha t  wou ld  bene f i t  a r t-
s choo l  s tuden ts  and  Le iden  Un ivers i t y  a r t-h i s tor y  s tudents .  Th i s 
i nv i ta t ion  led  on  the  one  hand  to  the  »aud i tor ium lec tures , «  w hose 
co re  was  the  course  »The  Language  o f  Image  and  Sound « ,  w h ich 
I  gave  toge ther  w i th  Raa i jmakers ,  Hans  Locher  and  Doro  Fra nck 
( 1 989–2003) ,  and  on  the  o ther  to  the  P las t i c  Sound  Labora tor y, 
w he re  a r t i s t s  presen ted  work  re la ted  to  the  sub jec ts  d i scussed  in 
t he  lec tures  and  c lasses .

Yet  i t  was  the  » learn ing-by-do ing«  pro jec ts ,  i n  wh ich  h i s tor ic  mu l -
t ime d ia  concepts  were  examined  in  a  con temporar y  l igh t  a nd  re-
co mposed  us ing  modern  med ia ,  tha t  p layed  the  mos t  essen t ia l  pa r t 
i n  t he  Image  and  Sound In ter facu l ty ’s  new teach ing .  The  ser ies  o f 
»co l lec t i ve  pro jec ts « ,  as  the  ins t ruc t iona l  p ieces  were  now  ca l led , 
be gan  w i th  a  score  o f  Arno ld  Schoenberg ’s  Drama w i th  M us ic 
»D ie  g lück l i che  Hand«  ( 1 9 1 0–13)  tha t  had  been  »opened «  under 
D ick  Raa i jmakers ’  en thus ias t i c  l eadersh ip .  In  spec ia l i zed  wor k ing 
gro ups ,  i ns t ruc tors  and  s tudents  examined  i t s  i nd iv idua l  compo-
ne nt s ,  look ing  for  ways  to  redes ign  them us ing  con tempora r y  tech-
n iques  and  ins igh ts .  »D ie  g lück l i che  Hand geö f fne t «  was  the  c l ima x 
o f  t he  Schoenberg-Kand insky  Sympos ium,  he ld  in  1 993 in  co l l a bo-
ra t ion  w i th  the  Gemeentemuseum on  the  occas ion  o f  the  open ing 
o f  t he  Roya l  Conser va to i re ’s  new s tud io  complex  for  sono l ogy,  mu-
s ic  record ing ,  and  image  and  sound .  The  th ree  depar tme nts  l a te r 
worked  toge ther  on  two la rge  jo in t  pro jec ts :  the  prev ious ly  men-
t io ned  »Promeno i r  van  Mondr iaan«  ( 1 994)  and  »Scheuer  i m  Ha a g« 
( 1 995) ,  the  work  wh ich ,  on  h i s  re t i rement ,  ser ved  as  D ick  Ra a i jma k-
ers ’  f a rewe l l  to  the  Roya l  Conser va to i re .

fr a n s  e v e r s ,  ( 1 948 – 2 0 1 0)  s tud ied  deve lopmenta l  a nd  ex per i men-
ta l  psycho logy  a t  the  Un ivers i t y  o f  A msterda m.  Upon comple t i on  o f 
h i s  s tud ies  in  1 979,  he  in i t i a ted  the  resea rch  pro jec t  Ex per i menta l 
Syna es thes ia ,  w h ich  wa s  concer ned  w i th  the  in f luence  o f  sound  on 
v i sua l  percept ion .  In  1 980 he  bega n  lec tur ing  a t  the  Conse r va tor y 
o f  A msterda m.  In  1 9 84 he  rece ived  a  Fu lbr igh t  Gra n t  ena b l i ng  h i m 
to  con t inue  h i s  resea rch  in  the  US ,  f i r s t  a s  a  v i s i t i ng  f e l low  and  l a t-
er,  dur ing  h i s  s tud ies  on  rea c t ion  t imes  in  in te ra c t ing  cross-moda l 
d imens ions ,  a s  a  resea rch  f e l low  w i th  Pro f essor  Law rence  E .  Marks 
a t  the  John  B.  P ie rce  La bora tor y  a t  Ya le  Un ivers i t y.

In  1 986  Evers  con t inued  h i s  wor k  a s  a  resea rcher  a nd  educa tor  a t 
the  S ono logy  D epa r tment  o f  the  Roya l  Conser va tor y,  w here  he  i n i -
t i a ted  innova t i ve  courses  on  a r t  a nd  new  med ia ,  f i r s t  i n  the  C enter 
f o r  Aud iov i sua l  M ed ia  ( CA M )  w h ich  he  f ounded w i th  D ick  Raa i -
jma kers ,  l a te r  w i th in  the  Au la  Lec ture  ser ies  w h ich  he  organ i zed 
w i th  cura tor  Ha ns  Locher  in  the  Ha a gs  Gemeentemuseum,  and  f i -
na l l y  by  in i t i a t ing  the  In ter f a cu l ty  Ima ge  a nd  S ound ,  a  pa r tnersh i p 
o f  the  Roya l  Conser va tor y  a nd  the  Roya l  Aca demy o f  A r t ,  i n  1 989. 
In  1 9 94 Evers  spa r ked  a  s t r uc tura l  co l l a bora t ion  w i th  c lub  Parad-
i so  in  A msterda m,  in  the  f or m o f  the  yea r l y  S on ic  Acts  Fes t i va l .  I n 
2 00 1  he  wa s  inv i ted  to  con t r ibu te  to  the  f ound ing  o f  Le ide n  U n i -
vers i t y ’s  new  Fa cu l ty  o f  Crea t i ve  a nd  Per f or ming  A r t s .  I n  2 0 12 ,  the 
Ever ’s  book  The  Aca demy o f  the  S enses ,  Syna es the t ics  in  Sc i ence , 
A r t ,  a nd  Educa t ion  wa s  pub l i shed  v ia  the  A r tS c ience  In ter facu l ty 
Press ,  The  Ha gue .

d i c k  r a a i j m a k e r s  ( 1 93 0 – 2 0 1 3)  wa s  bor n  in  M a a s t r ich t ,  a nd  s tud-
ied  p ia no  a t  the  Roya l  Conser va tor y  in  The  Ha gue .  From 1 954 
to  1 960 he  wor ked  in  e lec t roa cous t ic  resea rch  a t  Roya l  Ph i l i ps 
E lec t ron ics  Ltd .  i n  E indhoven .  There ,  us ing  the  a l i a s  K id  Ba l tan ,  he 
a nd  Tom D isseve l t  p roduced  wor k s  o f  popu la r  mus ic  by  e le c t ron i c 
mea ns  ( w h ich  tu r ned  ou t  to  be  the  f i r s t  a t tempts  o f  the i r  k ind  i n  the 
wor ld) ,  under  the  na me E lec t roson ik s .  From 1 960 to  1 962 Raa i -
jma kers  wor ked  a t  the  Un ivers i t y  o f  Ut rech t  a s  a  sc ien t i f i c  s ta f f 
member,  a nd  f rom 1 963 to  1 966 he  wor ked  in  h i s  ow n s tud i o  for 
e lec t ron ic  mus ic  in  the  Ha gue ,  toge ther  w i th  Ja n  Boer ma n .  Then , 
f rom 1 966 un t i l  h i s  re t i rement  in  1 9 95,  he  wor ked  a s  a  teacher  o f 
E lec t ron ic  a nd  Contempora r y  M us ic  a t  the  Roya l  Conser va tor y  i n 
The  Ha gue ,  a nd  s ince  1 9 9 1  a l so  a s  a  tea cher  o f  M us ic  Thea t re  a t 
the  In ter f a cu l ty  f o r  Ima ge  a nd  S ound a t  the  sa me schoo l .  Raa i j mak-
ers  pa ssed  awa y  on  the  th i rd  o f  S eptember,  2 0 1 3 .

m i c h a e l  v a n  h o o g e n h u y z e  i s  p ro f essor  f or  a r t  h i s tor y  a nd  ar t  the-
or y  a t  the  A r tS c ience  In ter f a cu l ty  a t  the  Roya l  Aca demy o f  F i ne 
A r t s  i n  The  Ha gue .  Wor k ing  a s  a n  h i s tor ia n  a nd  a r t  tea cher,  van 
Hoogenhuyze  ha s  con t r ibu ted  to  severa l  pub l ica t ions ,  i nc l ud i ng 
V2 _ ’s  2 008 pub l ica t ion ,  D ick  Ra a i jma kers :  A  M onogra ph .

* 1 )  Th i s  text  i s  an  excerp t  o f  the  text  »D ick  Raa i jmakers  Meets  John  Cage«  by  Fran s  Evers , 

taken  f rom Ar jen  Mu lder  and  Joke  Brouwer  (eds . )  D ick  Raa i jmakers  –  A  Mo n ograph :  

Ro t te rdam:  V2_ Pub l i sh ing ,  2008,  w i th  k ind  per im iss ion .
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or  doom meta l  sound  par  exce l l ence .  E ar th  gave  b i r th  to  mons t rous 
progeny  l i ke  Sunn  O )) )  and  O m and  more  recen t l y  to  a  who l e  d i -
aspora  o f  dronescaped rock  f rom Rober t  Lowe ’s  ecs ta t i c  L i chens 
to  The  Haxan  C l oak .

A  t race  o f  drone  a l so  runs  th rough  d i sco  and  i t s  var i ous  per-
mu ta t i ons ,  beg i nn i ng  w i th  the  syn thes i zed  hums  o f  Donna  Sum-
mer ’s  » I  Fee l  Love« ,  the  » ch i cken-scra tch«  s i ng l e  chord  gu i ta r  runs 
o f  J ames  Brown’s  gu i ta r i s t  J i mmy N ol en ,  and  Kra f twerk ’s  m i n i ma l -
i s t  syn th  excurs i ons ,  f eed i ng  i n to  e l ec t ro,  house ,  techno,  and  o ther 
s ty l es .  The  l a tes t  i n tens i f i ca t i ons  o f  the  drone-d i sco  con t i nuum are 
comi ng  f rom mus i c i ans  assoc i a ted  w i th  l abe l s  l i ke  Los  Ange l es ’ 
1 0 0 % S i l k  (and  i t s  e l der  s i s te r  l abe l  N ot  N ot  Fun)  and  some o f  the 
pro tégés  o f  Brook l yn-based  ambi en t  no i se  drone  mas ter  O neoht r i x 
Po i n t  N ever,  no tab l y  the  amaz i ng  Laure l  Ha l o.  Th i s  mus i c ,  wh i ch 
harkens  back  to  Moroder  and  Sy l ves ter  producer  Pa t r i ck  C owl ey, 
i s  sensua l ,  the  drone  here  i s  the  drone  o f  sexua l  energy,  menta l  en-
ergy,  bu i l d i ng  up  to  peaks ,  f a l l i ng  back ,  and  bu i l d i ng  aga i n .  O r,  l i ke 
a  l o t  o f  d rone  mus i c ,  i t  i s  f ac i l i t a ted ,  bo th  for  per former  and  l i s -
tener,  by  the  use  o f  var i ous  psychoac t i ve  subs tances  tha t  f ac i l i t a te 
s ta tes  o f  sus ta i ned  a t ten t i on  and/or  p l easure  wh i l e  mov i ng .  Whi ch 
i s  a  who l e  top i c  un to  i t se l f.  From Tom Wol fe ’s  use  o f  the  repea ted 
co l on ,  i .e .  : : : : : : : : : : : : : : : : : : : : : :  to  i nd i ca te  the  t r i pp i ng  mi nd  i n  The  E l ec -
t r i c  Koo l -A i d  Ac i d  Tes t ,  to  C o i l ’s  mar ve l ous  1 998  s i de  pro j ec t  Ti me 
Mach i nes ,  i n  wh i ch  dark ,  g l owi ng  drones  a re  g i ven  the  names  o f  a 
var i e ty  o f  psychoac t i ve  subs tances ,  d rones  have  been  used  to  i nd i -
ca te  the  hum o f  psychede l i c - revea l ed  Be i ng .  O ne  cou l d  a l so  t rack 
a  produc t i ve  gray  zone  be tween  no i se  and  drone  runn i ng  th rough-
ou t  the  h i s tor y  o f  i ndus t r i a l  mus i c ,  f rom Throbb i ng  Gr i s t l e  and  C oi l 
to  the  bass  heav y  1 990 s  techno  sounds  o f  Pan  Son i c  and  Bas i c 
C hanne l  (whose  Mi ka  Va i n i o  and  Por ter  R i cks  w i l l  be  per formi ng 
a t  CTM) ,  on  to  today ’s  genera t i on  o f  exper i menta l  techno  ar t i s t s 
such  as  Samue l  Ker r i dge ,  Ho l l y  Herndon ,  and  Russe l l  Haswe l l ,  t he 
i ndus t r i a l  dea th  no i se  o f  Pharmakon ,  or  the  queer  haun to l og i ca l 
sounds  o f  Cyc l obe .

I t ’s  i n t r i gu i ng  to  see  tha t  mus i c i ans  such  as  Heats i ck  a re  draw-
i ng  connec t i ons  be tween  the  var i ous  t rad i t i ons  o f  drone  mus i c  and 
specu l a t i ve  ph i l osophers  such  as  Ti mothy  Mor ton .  I f  specu l a t i ve 
ph i l osophy ’s  or i g i ns  can  be  found  i n  the  l i m i t s  o f  the  l i ngu i s t i c  or 
d i scurs i ve  tu rn ,  sound  and  mus i c  obv i ous l y  a r i se  as  mat te rs  tha t  a re 
poor l y  rendered  i n  and  as  l anguage .  Fur thermore ,  i n  the  sh i f t  f rom 
mus i co l ogy  to  sound  s tud i es ,  and  f rom the  mus i ca l  to  the  son i c ,  one 
qu i ck l y  reaches  the  l i m i t  o f  cor re l a t i on i sm:  a  wor l d  o f  sounds ,  f re-
quenc i es ,  v i b ra t i ons  tha t  a re  there ,  bu t  no t  necessar i l y  there  for  us .  
Hav i ng  sa i d  tha t ,  and  be i ng  war y  o f  c l a i ms  o f  be i ng  ab l e  to  l eave 
the  cor re l a t i on i s t  c i rc l e ,  I  wonder  whether  the  charm and  power  o f 
mus i c  doesn’ t  a l ready  and  i n  genera l  cons i s t  i n  the  fac t  tha t  i t  i s 
s i mu l taneous l y  i ns i de  and  ou ts i de  the  cor re l a t i on i s t  c i rc l e .  And  i n 
answer i ng  the  ques t i on  o f  wha t  i s  the  spec i f i c  power  o f  mus i c ,  to 
say  tha t  mus i c  opens  us  up  on to  a  v i bra t i ona l  exter i or i t y,  a  » grea t 
ou tdoors« ,  an  excess  or  non-knowl edge .  Indeed ,  Ba ta i l l e ’s  te rm i s 
use fu l :  non-knowl edge  i s  tha t  aspec t  o f  the  wor l d  tha t  cannot  be 
cor re l a ted  w i th  our  knowl edge  o f  the  wor l d  bu t  wh i ch  nonethe l ess 
i s  dec i s i ve  for  us .  N on-knowl edge  can  be  the  ob j ec t  o f  a  prac t i ce 
tha t  p l ays  w i th ,  resona tes  w i th  tha t  ob j ec t  w i thou t  knowi ng  i t .  Mus i c 
i n  th i s  sense ,  accesses ,  o r  a l l ows  us  to  access  the  grea t  ou tdoors . 
The  drone  o f  the  grea t  ou tdoors  cou l d  be  te r r i f y i ng ,  the  sound  o f 
doom,  or  ecs ta t i c ,  as  presen ted  i n  more  ambi en t ,  m i n i ma l  or  N ew 
Age son i c  ven tures .  Ana l og i es  w i th  the  i nhuman ,  the  a l i en ,  the  O th-
er  abound ,  as  do  tha t  o f  a  mons t rous  i mper turbab l e  sameness ,  a l -
ways  there ,  a l ways  i nass i m i l ab l e .  O r  i s  tha t  j us t  the  unend i ng  drone 
o f  g l oba l  cap i ta l i sm?

How does  mus i c  connec t  to  the  grea t  ou tdoors?  Perhaps  here 
one  shou l d  speak  o f  Bad i ou ’s  hypothes i s  o f  a  mathemat ica l  on to l -
ogy,  and  then ,  no t i ng  the  re l a t i onsh ip  o f  mathemat ics  and  mus ic 
s t re tch i ng  back  to  Py thagoras  and  beyond ,  to  obser ve  the  connec-
t i ons  be tween  a  mathemat i ca l  on to logy,  a  v ibra t iona l  on to logy,  and 
a  son i c  or  even  mus i ca l  on to l ogy.  Th i s  i s  i n  f ac t  the  c la im tha t  La 
Monte  Young made  for  h i s  own mus ic ,  wh ich  he  ca l led  »meta  mu-
s i c «  i n  the  1 960 s  –  a  c l a i m grounded s imu l taneous ly  in  the  no t ion 
o f  the  sy l l ab l e  » O m«  as  the  sound  o f  the  un iverse  and  con temporar y 
phys i ca l  mode l s  o f  the  un i verse  as  a  wave  or  v ibra t ion  [ in  Henn ix ’s 
recen t  work ,  the  Hubb l e  f requency,  wh ich  she  de f ines  as  » the  lowes t 
poss i b l e  f requency  the  un i verse  can  sus ta in  a t  any  fu ture  t ime«  (Rag 
In f i n i t y  pamph l e t ] .  Works  o f  l ong  dura t ion  br ing  up  the  ques t ion  o f 
ances t ra l i t y.  Henn i x  wro te  o f  her  own p ieces  tha t  they  shou ld  no t 
be  unders tood  as  hav i ng  a  beg i nn ing  and  end  correspond ing  to  the 
moment  o f  per formance ,  bu t  tha t  the i r  per formance  i s  w i thou t  end , 
and  i s  mere l y  suspended or  become inaud ib le  a t  cer ta in  moments . 
I n  th i s  sense ,  d rones  a re  a  grea t  example  o f  wha t  Timothy  Mor ton 
has  ca l l ed  » hyperob j ec ts « ,  » ob j ec ts «  so  vas t  tha t  we  can  never  per-
ce i ve  them fu l l y,  bu t  whose  vas tness  i s  none the less  ev iden t  to  us 
when  we  are  i mmersed  i n  one .  Which  i s  perhaps  another  way  o f 
say i ng  tha t  a  drone  i s  an  env i ronment ,  and  tha t  fo r  composers  l i ke 
N i b l ock ,  the  space  i n  wh i ch  a  drone  i s  p layed  i s  an  impor tan t  as-
pec t  o f  compos i t i on ,  i mprov i sa t i on ,  and  per formance .

A  press  re l ease  f rom N ASA da ted  9  September  2003 *1) an-
nounces  tha t  As t ronomers  f rom » NASA’s  Chandra  X-ray  Obser va-
tor y  de tec ted  sound  waves ,  fo r  the  f i r s t  t ime ,  f rom a  supermass ive 
b l ack  ho l e .  The  › no te ‹  i s  the  deepes t  ever  de tec ted  f rom any  ob jec t 
i n  our  U n i verse .  . . .  The  b l ack  ho l e  res ides  in  the  Perseus  c lus ter  o f 
ga l ax i es  l oca ted  250  mi l l i on  l i gh t  years  f rom Ear th .  In  2002,  as-
t ronomers  ob ta i ned  a  deep  C handra  obser va t ion  tha t  shows  r ipp les 
i n  the  gas  f i l l i ng  the  c l us ter.  These  r ipp les  a re  ev idence  for  sound 
waves  tha t  have  t rave l ed  hundreds  o f  thousands  o f  l igh t  years  away 
f rom the  c l us ter ’s  cen t ra l  b l ack  ho le .  In  mus ica l  te rms ,  the  p i tch  o f 
the  sound  genera ted  by  the  b l ack  ho le  t rans la tes  in to  the  no te  o f 
B  f l a t .  Bu t ,  a  human wou l d  have  no  chance  o f  hear ing  th i s  cosmic 
per formance  because  the  no te  i s  57  oc taves  lower  than  midd le-C 
. . .  At  a  f requency  over  a  m i l l i on  b i l l ion  t imes  deeper  than  the  l im i t s 
o f  human hear i ng ,  th i s  i s  the  deepes t  no te  ever  de tec ted  f rom an 
ob j ec t  i n  the  U n i verse . «  What  does  such  a  drone  do?  Given  tha t 
son i c  v i bra t i ons  genera te  hea t ,  the  sound  waves  emanat ing  f rom 
the  Perseus  b l ack  ho l e  po ten t i a l l y  con ta in  » the  combined  energy 
f rom 1 0 0  mi l l i on  supernovas« ,  enough ,  as t rophys ic i s t s  be l ieve ,  to 
s top  the  gaseous  mat te r  a round  b lack  ho les  f rom coo l ing  and  form-
i ng  s ta rs .  I t  i s  thought  tha t  th i s  sound  wave  has  » rema ined  rough ly 
cons tan t  fo r  abou t  2 .5  b i l l i on  years . «

m a r c u s  b o o n  i s  a  wr i te r  and  Pro fessor  o f  Eng l i sh  a t  York  Un ivers i t y 
i n  Toron to,  where  he  teaches  con temporar y  l i t e ra ture  and  cu l tu ra l 
theor y.  He  wr i tes  abou t  mus i c  for  The  Wire  and  Bo ing  Bo ing .  He 
i s  the  au thor  o f  The  Road  o f  E xcess :  A  H is tor y  o f  Wr i te rs  on  Drugs 
and  In  Pra i se  o f  C opy i ng ,  bo th  f rom Har vard  Un ivers i t y  Press .  He 
i s  cur ren t l y  ed i t i ng  a  book  o f  conversa t ions  w i th  Ber l in -based  com-
poser  C ather i ne  C hr i s te r  Henn i x ,  and  a  manuscr ip t  en t i t l ed  The 
Po l i t i cs  o f  Vi bra t i on .  ***  w w w.marcusboon .com

* 1 )  NASA  News  f rom  9 Septem ber  2003:  »Chandra  › H e ars ‹  A  B lack  H o le « ; 

 w w w. n asa .gov/h om e/h qn ews/2003/sep/H Q_03284_Chandra_H e ars .h t m l .

A  recen t  packaged- for-Walmar t  doub le  CD compi la t ion  ca l led 
Ro o ts  o f  Drone  con f i rmed what  I  a l ready  suspec ted :  tha t  i n  the  l a s t 
decade  or  two,  drone  has  become a  mus ica l  genre ,  comp le te  w i th 
l abe l s  l i ke  Kranky,  Tr i  Ang le ,  o r  Impor tan t ,  who  a l l  focus  on  the 
many  i te ra t ions  o f  drone .  Th i s  may  seem odd s ince  a f te r  a l l ,  a  drone 
i s  bas ica l l y  a  tone ,  or  se t  o f  tones  tha t  a re  sus ta ined  over  t ime .  For 
a  lo t  o f  peop le ,  a  drone  wou ldn’ t  even  be  ca l led  mus ic ,  j us t  a n  i r-
r i ta t ing  no i se ,  l i ke  the  buzz ing  o f  a  re f r igera tor,  the  hum o f  t ra f f i c , 
t he  sound  o f  bees  in  a  h ive .  For  o thers ,  i t  i s  OMMMM,  the  sound  o f 
t he  un iverse  in  H indu  cosmology,  or,  pu t  i n  the  l anguage  o f  moder n 
phys ics ,  an  express ion  o f  the  fac t  tha t  ever y th ing  v ibra tes ,  ever y-
t h ing  i s  a  wave .  In  a  consumer  marke tp lace  dr i ven  by  a  c rav ing  f or 
end less  bu t  o f ten  t r i v ia l  k inds  o f  nove l ty,  mak ing  the  same sound 
for  a  long  t ime  i s  a  power fu l  ges ture  o f  re fusa l .  Even  so,  there ’s 
now  drone  rock ,  d rone  meta l ,  d rone-based  techno,  drone  w i th in 
t he  c lass ica l  t rad i t ion ,  d rone- fo lk ,  no t  to  ment ion  a  var ie ty  o f  a pps 
l i ke  Sru t iBox  and  Droneo tha t  can  genera te  drones  on  your  mob i le 
pho ne  or  iPad .  And  today  the  var ie t ies  o f  drone  are  a l so  a  pa r t  o f 
t he  drone  o f  the  g loba l  marke tp lace .  

A  drone  i s  s imp ly  a  sus ta ined  se t  o f  tones .  Whi le  drones  ca n 
be  loca ted  in  the  h i s tor y  o f  mus ic  ever y where  f rom the  tambura  led 
s o und  o f  Ind ian  c lass ica l  mus ic  to  the  pre lude  to  Wagne r ’s  »Da s 
R he ingo ld« ,  d rones  became impor tan t  cu l tu ra l  a r te fac t s  in  the i r 
own r igh t  i n  the  ear l y  1 960s .  Whether  La  Monte  Young rea l l y  c rea t-
ed  t he  f i r s t  d rone-based  mus ics ,  he  and  the  c i rc le  o f  peop le  a round 
h im ar t i cu la ted  a  new way  o f  th ink ing  abou t  them.  Young cont ra s ted 
h i s  work  to  tha t  o f  John  Cage ,  wh ich  can  be  sa id  to  be  t r u l y  phe-
nomeno log ica l ,  i n  the  sense  tha t  i t  i s  concerned  w i th  the  wa y  tha t 
s o und  appears  to  a  par t i cu la r  sub jec t  i n  space  and  t ime .  In  con t ra s t 
t o  t he  » s i l ence«  o f  »4 ’33”« ,  Young ’s  drones  f i l l  space  and  t ime .  They 
a re  in tense ly  repe t i t i ve ,  they  emphas ize  a  qua l i t y  o f  samene ss  w h ich 
b i fu rca tes  in to  an  exper ience  o f  d i f f e rence  tha t  i s  the  repe t i t ion  o f 
t he  same ;  i n  Young ’s  fo rmu la  » tun ing  i s  a  func t ion  o f  t ime«  . . .  mea n-
ing  tha t  as  one  tunes  in to  par t i cu la r  groups  o f  f requenc ies  w i th in  a 
par t i cu la r  drone  sound ,  fu r ther  leve l s  o f  f requency  become a ud ib le 
. . .  a s  we l l  as  a  sameness  tha t  i n  some sense  i s  »a lways  there «  w heth-
er  t he  drone  i s  be ing  p layed  or  no t .  I n  th i s  sense  one  cou ld  a rgue 
t ha t  drones  represen t  a  s t ruc tura l  response  to  the  Cagean  phenom-
eno logy  o f  sound .  Th i s  i s  par t i cu la r l y  t rue  when  the  produc t ion  o f 
dro nes  i s  fo rmu la ted  f rom wi th in  a  mathemat ica l  parad igm o f  j us t 
i n t ona t ion ;  i n  o ther  words ,  tha t  on ly  f requenc ies  tha t  obey  cer ta in 
ru le s  tha t  a re  in  accordance  w i th  the  na tura l  harmon ics  o f  sound 
are  used  for  the  compos i t ion  o f  drones .  A  drone  i s  a  mathema t ica l 
s t ruc ture  enac ted  w i th in  a  par t i cu la r  space  by  a  par t i cu la r  sound-
mak ing  appara tus ,  whether  mus ic ians  or  mach ines .

Th i s  p ic ture  becomes  fu r ther  compl ica ted  by  French  mus ico lo-
g i s t  A la in  Dan ie lou ’s  work  on  tun ing  sys tems  in  t rad i t iona l  cu l tu res , 
w h ich  Young and  Tony  Conrad  read  in  the  ear l y  1 960s .  The  upshot 
o f  t h i s  work  i s ,  f i r s t  o f  a l l ,  t ha t  j us t  i n tona t ion  sca les  ( i .e .  sc a les  tha t 
can  be  descr ibed  us ing  ra t ios  o f  who le  numbers)  fo rm the  ba s i s  o f 
many  t rad i t iona l  mus ics .  Fur thermore ,  par t i cu la r  permu ta t ions  o f 
par t i cu la r  j us t  i n tona t ion  sca les  a re  assoc ia ted  w i th  par t i cu la r  k inds 
o f  a f fec t .  Thus  H indus tan i  raga  mus ic  assoc ia tes  each  raga ,  w h ich 
i s  a  combina t ion  o f  a  par t i cu la r  sca le ,  w i th  a  par t i cu la r  se t  o f  r u les 
fo r  movement  a round  the  sca le ,  w i th  a  par t i cu la r  mood or  f ee l ing . 
A  grea t  raga  per formance  evokes  th i s  fee l ing ,  wh ich  Pand i t  Pra n 
Nat h ,  mentor  o f  Young ,  Cather ine  Chr i s te r  Henn ix ,  Char lema gne 
Pa le s t ine ,  and  o ther  m in ima l i s t s ,  descr ibed  as  a  » l i v ing  sp i r i t «  tha t 
possesses  those  who l i s ten  to  i t .  Th i s  adds  impor tan t  d imens ions  to 
t he  s t ruc tura l  na ture  o f  j us t  i n tona t ion-based  mus ics ,  s ince  i t  e f f ec-
t i ve ly  makes  the  a rgument  tha t  par t i cu la r  k inds  o f  a f fec t  or  f ee l ing 

ca n  be  descr ibed  a s  pa r t i cu la r  sound  f or ms  tha t  ca n  be  ma themat i -
ca l l y  descr ibed .  In  o ther  words ,  there  i s  a  ma thema t ica l  s t r uc ture  to 
f ee l ing .  In  per f or ma nce ,  a  ra ga  pu l l s  you  in to  i t s  sound  wor l d  . . .  i t 
evokes  a  yea r n ing  w h ich  cou ld  be  descr ibed  a s  the  f ee l ing  tha t  the 
sound  a nd  mood e l i c i ted  by  the  ra ga  a re  more  rea l  tha n  the  appar-
en t l y  rea l  wor ld  tha t  ex i s t s  ou ts ide  o f  the  per f or ma nce . 

Bu t  th i s  then  ra i ses  f u r ther  ques t ions ,  w h ich  in  f a c t  Young ,  C on-
ra d ,  a nd  o thers  inc lud ing  Henn ix  w ho wor ked  w i th  drones  d i d  ask , 
a nd  w h ich  f or med the  ba s i s  o f  the i r  wor k .  I f  t ra d i t iona l  mus i cs  can 
be  de f ined  in  te r ms  o f  a  ma thema t ics  o f  a f f ec t ,  a nd  the  bas i s  o f 
those  ma thema t ics  i s  the  ext ra po la t ion  o f  mus ica l  sca les  based  on 
ra t ios  o f  w ho le  numbers ,  to  w ha t  degree  does  tha t  o f f e r  no t  on l y 
a  descr ip t ion  o f  t ra d i t iona l  mus ics ,  bu t  the  poss ib i l i t y  o f  an  ex-
per imenta l  mus ic ,  ba sed  on  h i ther to  unhea rd-o f  sca les  a nd  p i tch 
combina t ions?  Composers  such  a s  Henn ix ,  Ra d igue ,  a nd  Pa l es-
t ine  have  ex p lored  ma ny  o f  the  poss ib i l i t i es  o f  such  a  mus ic ,  o f ten 
by  connec t ing  re l ig ious  t ra d i t ions ,  w hether  Tibe ta n  Buddh i sm for 
Ra d igue ,  or  med ieva l  Chr i s t i a n  church  orga ns  f or  Pa les t ine ,  w i th 
moder n i s t  techn iques  o f  improv i sa t ion .  The  drone ,  l i ke  drugs  or 
e ro t ic i sm,  ca nnot  be  ea s i l y  a ss im i la ted  to  one  s ide  o f  the  d i v i de 
by  w h ich  moder n i sm or  the  ava n t-ga rde  ha s  t r ied  to  sepa ra te  i t se l f 
f rom the  wor ld  o f  t ra d i t ion .  L ike  the  psychede l ics ,  the  drone ,  r i s -
ing  ou t  o f  the  ver y  hea r t  o f  the  moder n  a nd  i t s  wor ld  o f  mach i nes , 
ma thema t ics ,  chemis t r y  a nd  so  on ,  beckons  us  ne i ther  f o r ward  nor 
ba ck wa rd ,  bu t  s idewa ys ,  i n to  a n  open  f i e ld  o f  a c t i v i t y  tha t  i s  a l ways 
in  d ia logue  w i th  »a rcha ic«  or  t ra d i t iona l  cu l tu res .  Th i s  i s  an  open 
f i e ld  o f  sha red  goa l s  a nd  a  mu l t ip l i c i t y  o f  ex per imenta l  techn i ques , 
ra ther  tha n  the  a ssumed super ior i t y  o f  the  mus ico log i s t  o r  the  na-
ïve  poa ch ing  o f  the  sa mpler  posse .

There  i s  no  necessa r y  connec t ion  be tween  jus t  i n tona t ion  tun-
ing  sys tems  a nd  drone  mus ic ,  however.  P h i l l  N ib lock  ha s  bee n  com-
pos ing  a nd  per f or ming  drones  f or  deca des .  A l though  he  i s  deep l y 
in te res ted  in  over tones ,  espec ia l l y  the  increa s ing ly  r i ch  a nd  com-
p lex  se t s  tha t  a re  produced  w hen  p i tch  combina t ions  a re  p l ayed 
a t  h igh  vo lumes ,  he  ha s  no  gra nd  tun ing  theor y  a nd  pre f ers  a  k i nd 
o f  f ree  ex per imenta t ion  w i th  p i tch  combina t ions  a nd  per mu ta t i ons . 

The  M ovement  o f  Peop le  Wor k ing  i s  h i s  ma s ter p iece :  a  co l l ec t i on 
o f  f i lms  o f  ord ina r y  peop le  a round  the  wor ld  tha t  a re  per formi ng 
mos t l y  phys ica l  ta sk s ,  j ux ta posed  w i th  Nib lock ’s  drones .  O f ten  mu l -
t ip le  f i lms  a re  show n a t  once  w h i le  Nib lock  improv i ses  par t i cu l a r 
tone  c lus ters .  The  tens ion  be tween  the  repe t i t i ve ,  med i ta t i ve  eve-
r yda y  movements  o f  bod ies ,  o f ten  seen  c lose-up,  a nd  the  surg i ng , 
ocea n-deep  sound  i s  en igma t ic ,  go ing  a ga ins t  the  o f ten  O r i en ta l -
i s t  sp i r i tua l i t y  a ssoc ia ted  w i th  drones ,  ye t  s t i l l  evok ing  a  pro found 
sense  o f  mys ter y  concer n ing  w ha t  wor k ,  t ime ,  the  body  are .  N i -
b lock ’s  wor k  i s  a  reminder  o f  the  syna es the t ic  qua l i t y  o f  d rones ,  the 
h i s tor y  o f  the i r  i n tegra t ion  in to  mu l t imed ia  pro jec ts  in  w h ich  sound 
merges  w i th  or  c la shes  a ga ins t  v i sua l  or  ta c t i l e  f o r ms .

D rones  proba b ly  en tered  the  wor ld  o f  popu la r  mus ic  th rough 
John  Ca le ,  w ho  p la yed  in  the  Thea ter  o f  E ter na l  M us ic  w i th  Young 
in  the  1 96 0s ,  a nd  f a mous ly  brought  h i s  ce l lo  drone  to  the  Ve l ve t 
Underground  a nd  rock  songs  l i ke  »Hero in« .  Cer ta in  vers ions  o f  the 
B lues ,  no ta b ly  the  Nor th  M iss i ss ipp i  s ty le  a ssoc ia ted  w i th  Mi ss i s -
s ipp i  Fred  M cD owel l  a nd  more  recen t l y  Fa t  Possum Records ,  i n -
vo lve  ra p id  repe t i t ions  o f  s ing le  chords  or  no tes  tha t  e f f e c t i ve l y 
f o r m a  drone .  From the  Ve lve ts  th rough  k ra u t rock  f avor i tes  such 
a s  Ca n ,  to  shoega zers  l i ke  M y  B loody  Va len t ine ,  o r  Ja pa nese  mas-
ters  l i ke  Ke i j i  Ha ino,  drones  have  been  a n  impor ta n t  pa r t  o f  rock . 
Proba b ly  the  heav ies t  rock  drone  ca n  be  f ound  on  Ea r th’s  c l ass i c 
Ea r th  I I .  The  th i r t y-minu te  »L ike  Gold  a nd  Fa ce ted«  i s  pure ,  surg-
ing ,  ba re ly  con ta ined  bu t  a lmos t  s ta t i c  e lec t r i c  power,  the  ur-drone 
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Th e  f asc ina t ion  w i t h  aura l  percept ion  and  how to  expand 
th e  exp er ience  o f  mus ic ,  wh i le  ex i s t ing  in  d i f f e ren t  degrees 
th rou g hou t  d i f f e ren t  e ras ,  reached  a  new leve l  o f  i n tens i t y  i n 
th e  2 0 th cen tur y  when  d iverse  and  unconnec ted  mus ic ians 
f rom  a l l  a round  t he  wor ld  began  exp lor ing  new approaches 
to  s ound .  From t h i s  f asc ina t ion  emerged  movements  such  as 
s e r i a l i sm ,  champ ioned  by  luminar ies  such  as  S tockhausen , 
Re i ch ,  and  Cag e ,  b u t  a l so  mus ic ians  work ing  in  counter-cur-
re n t  to  d ominan t  t rend s ,  such  as  Erns ta lbrech t  S t ieb ler.

c o m i n G  t o  t e r m s 
W i t h  s o u n d

b y  b J ö r n  G o t t s t e i n

I n  the  ear l y  20 th cen tur y,  the  Aus t r i an  b i o l og i s t  Pau l  Kammerer 
co i ned  the  concepts  o f  » the  l aw o f  the  ser i es «  and  the  » dup l i c i t y  o f 
even ts « .  These  l aws  can  a l so  app l y  to  the  h i s tor y  o f  mus i c .  Much 
has  been  i nven ted  severa l  t i mes  over  w i thou t  a  d i rec t  l i nk  ever  be-
i ng  drawn be tween  even ts ,  e .g .  the  doub l e  reed ,  the  s t r i ng  quar te t , 
dodecaphony… 

At  the  same t i me ,  across  decades  and  con t i nen ts ,  mus i c i ans 
came to  the  rea l i za t i on  tha t  we  wou l d  have  to  approach  sound  d i f-
fe ren t l y  than  i n  the  pas t ,  tha t  we  mus t  c rea te  a  d i f f e ren t  sens i t i v i t y 
to  sound  i n  order  to  s i gn i f i can t l y  expand  the  exper i ence  o f  mus i c . 
Tha t  th i s  was  recogn i zed  by  such  d i verse  mus i c i ans  and  composers 
such  as  Gi ac i n to  Sce l s i ,  E l i ane  Rad i gue ,  K l aus  Schu l ze ,  or  Bernhard 
Günter  to  name on l y  a  few,  and  tha t  these  mus i c i ans  were  ma i n l y 
no t  aware  o f  each  o ther,  i l l us t ra tes  the  fac t  tha t  the  h i s tor y  o f  i deas 
o f  mus i c  cannot  be  der i ved  f rom b i ograph i es  o f  i nd i v i dua l  a r t i s t s 
bu t  mus t  be  seen  as  a  soc i a l  movement . 

E rns ta l brech t  S t i eb l er  i s  ye t  another  mus i c i an  to  have  con t r i b-
u ted  to  a  new unders tand i ng  o f  sound  s i nce  the  1 960 s .  S t i eb l er, 
born  i n  Ber l i n  i n  1 93 4,  had  s tud i ed  compos i t i on  i n  Hamburg  and 
a t tended  c l asses  w i th  Kar l he i nz  S tockhausen  i n  Darmstad t .  Even  i n 
the  1 950 s ,  he  i nward l y  rebe l l ed  aga i ns t  the  codes  o f  ser i a l  mus i c , 
wh i ch  de termi ned  mus i c  th rough  ser i es  and  parameters  by  us i ng 
cons tan t  change  and  the  non- i den t i ca l ness  o f  even ts ,  thus  c rea t i ng 
a  cons tan t  s ta te  o f  mus i ca l  unres t .  I n  the  l a te  1 950 s ,  th i s  uneas i -
ness  w i th  the  teach i ngs  o f  h i s  mentors  l ed  to  a  f i r s t  encounter  w i th 
J ohn  C age ,  who was  then  preach i ng  a  d i f f e ren t  mus i c ,  one  tha t  i s 
no t  sub j ec t  to  the  w i l l  and  tas te  o f  the  composer,  bu t  un fo l ds  i n  a 
random and  d i s j o i n ted  manner.  S t i eb l er,  who  a t  tha t  t i me  was  a l -
ready  fami l i a r  w i th  the  teach i ngs  o f  yoga ,  cou l d  re l a te  to  C age ’s 
Zen  Buddh i s t- i nsp i red  thought ,  even  i f  today  he  admi t s  tha t  C age ’s 
monas t i c  essence  appea l ed  to  h i m l ess  than  the  f reer  and  more  i n-
forma l  use  o f  sound  and  form pursued  by  Mor ton  Fe l dman . 

As  a  resu l t  o f  these  i mpress i ons  and  thoughts ,  S t i eb l er  com-
posed  the  s t r i ng  t r i o  » E xtens i ons  I «  i n  1 963 .  Wi th  l ong  tones ,  l i t t l e 
movement ,  and  much  repe t i t i on ,  S t i eb l er  took  the  s tep  towards  a 
mus i c  i ncreas i ng l y  f ree  o f  express i on  and  ges ture .  By  focus i ng  on l y 
on  a  few notes ,  by  repea t i ng  tones  and  i n te r va l s ,  and  by  choos i ng 
s l ow tempi ,  S t i eb l er  gave  sound  new oppor tun i t i es  fo r  deve l op-
ment .  Th i s  l eads  to  a  d i f f e ren t  sens i t i v i t y,  where  the  l i s tener  a l mos t 
i nev i tab l y  en ters  i n to  the  i n te rna l  s t ruc ture  o f  the  sound .  For  exam-
p l e ,  i f  t he  pressure  o f  the  bow i s  i ncreased  on  a  ce l l o  s t r i ng ,  then  the 
sound  no t  on l y  ge ts  l ouder,  bu t  the  over tones  a l so  change .  To  per-
ce i ve  these  changes  takes  t i me ,  however,  and  the  composer  mus t 
gran t  the  sound  tha t  t i me . 

S t i eb l er,  a l ongs i de  composers  l i ke  Gi ac i n to  Sce l s i ,  coun t 
among the  f i r s t  to  have  shaped  the  i nner  work i ngs  and  phenom-
enons  o f  sound  to  make  them tang i b l e .  Around  1 960,  composed 
mus i c  began  to  i nc l ude  an  exper i ence  o f  sound  as  can  be  found  i n 
t rance  and  r i tua l  mus i c ,  and  w i th  i ns t ruments  l i ke  the  d i dger i doo. 
S t i eb l er  does  no t  fundamenta l l y  re j ec t  sp i r i tua l  connota t i ons ;  med-
i ta t i on  i s  a  ver y  prec i se  exerc i se  tha t  requ i res  a  h i gh  l eve l  o f  con-
cen t ra t i on  and  u l t i ma te l y  enab l es  another  s ta te  o f  consc i ousness , 
and  such  a  s ta te  i s  someth i ng  tha t  one  can ,  or  even  shou l d ,  w i sh  to 
ach i eve  f rom an  aes the t i c  exper i ence . 

Through  reduc t i on i sm,  repe t i t i on ,  and  s l owi ng  down ,  o ther  phe-
nomena  en ter  i n to  the  l i s tener ’s  consc i ousness ,  i nc l ud i ng  space . 
The  tempora l  extens i on  o f  the  sound  a l l ows  the  phys i ca l  ( sound)
wave  to  spread  ou t  i n  space ,  and  th i s  phys i ca l  space  then  g i ves  way 
to  o ther  spaces ,  wh i ch  S t i eb l er  ca l l s  » i n te r i or  spaces« .  I n  descr i b i ng 
» i n te r i or  spaces«  S t i eb l er  makes  re ference  to  the  space-body  con-
cepts  o f  Tao i sm,  where  i n  add i t i on  to  the  rea l  body  o f  space ,  there 
ex i s t s  an  aura l  body  o f  space ,  an  emot i ona l  body  o f  space ,  a  men-
ta l  body  o f  space ,  and  so  on .  Mus i c  can  no t  on l y  c rea te  a l l  o f  these 
spaces  and  make  them tang i b l e ,  bu t  c ruc i a l l y  a l so  a l l ows  them to 

f l ow and  merge  i n to  one  another.  Through  h i s  work  in  d i f f e ren t ia t-
i ng  son i c  spaces  i n  h i s  compos i t i ons  and  h i s  exp lora tor y  work  w i th 
m i cro tones ,  S t i eb l er  he l ped  open  peop les ’  ears  to  the  fac t  tha t  we 
a l so  can  s t i l l  l earn  to  hear  someth ing  be tween  we l l -known in ter va l s . 

The  fac t  tha t  S t i eb l er ’s  pos i t i on  has  no t  qu i te  been  ab le  to  as-
ser t  i t se l f  among o ther  aes the t i c  s tandpo in t s ,  and  tha t  he  i s  f a r  f rom 
be i ng  recogn i zed  as  a  p i oneer  and  v i s ionar y,  has  var ious  causes .  As 
a  rad i o  producer  ( 1 969-95 a t  Hess i scher  Rund funk)  S t ieb ler  cou ld 
no t  devote  h i s  fu l l  commi tment  to  h i s  own mus ic ,  and  as  a  concer t 
promoter  he  re fused  to  have  h i s  own works  per formed .  Fur ther-
more ,  the  pos i t i on  the  composer  adopted  i s  one  o f  res t ra in t ;  S t ie -
b l er  and  h i s  mus i c  do  no t  draw a t ten t ion  to  themse lves  and  they 
a re  no t  meant  to  be  heard  l oud l y.  Wi th  such  a  d i scree t  a t t i tude ,  one 
wonders  whether  S t i eb l er  had  asked  many  ques t ions  be fore  the i r 
t i me ,  and  whether  h i s  body  o f  work  shou ld  be  reassessed  in  re t ro-
spec t .  I ndeed ,  ques t i ons  abou t  mus ica l  space ,  abou t  the  mean ing 
o f  repe t i t i on ,  abou t  the  rad i ca l  reduc t ion  o f  mater ia l ,  o r  the  sp i r-
i tua l i t y  o f  sound ,  have  been  ra i sed  aga in  and  aga in  in  recen t  years , 
and  i n  some cases  have  l ed  to  s im i la r  conc lus ions  as  S t ieb ler ’s 
work .  E xampl es  i nc l ude  the  reduc t ion i s t  phase  o f  Ber l in ’s  impro-
v i sed  mus i c  scene  Ech tze i tmus i k  ( l i t e ra l l y  t rans la ted  as  » rea l - t ime 
mus i c« ) ,  the  J apanese  O nkyo  movement ,  the  auscu l ta t ion  o f  space 
tha t  can  be  found  i n  sound  ar t ,  o r  the  recen t  preoccupat ion  w i th 
Gi l l es  De l euze ’s  D i f fe rence  and  Repet i t ion  in  mus ica l  d i scourse , 
among o thers . 

At  the  same t i me ,  there  i s  one  mis take  tha t  mus t  no t  be  made , 
name l y  to  ascer ta i n  fundamenta l  s im i la r i t i es  in  mus ica l  charac ter 
based  on  s i m i l a r i t i es  found  under  cer ta in  c i rcumstances  in  the  ac-
tua l  sounds ,  the  sound  des i gn ,  or  even  in  the  aes the t ic  premises  o f 
works .  What  Gi ac i n to  Sce l s i  sugges ted  in  1 959 wi th  h i s  »Quat ro 
pezz i  su  una  so l a  no ta« ,  wha t  E l i ane  Rad igue  ach ieved  in  1 971  w i th 
» C hr y-p tus« ,  wha t  K l aus  Schu l ze  a t tempted  in  1 972 w i th  h i s  a lbum 

I r r l i ch t  –  each  o f  these  a re  en t i re l y  d i s t inc t  a t tempts  to  come to 
te rms  w i th  sound . 

I t  i s  i mpor tan t  to  unders tand  tha t  S t ieb ler ’s  works  a re  no t  com-
posed  i n tu i t i ve l y  or  o f f  the  cu f f :  even  i f  a  four th  i s  s imp ly  s t ruck  in 
four  d i f f e ren t  oc taves  on  the  p i ano,  there  a re  compos i t iona l  s t ra t-
eg i es  a t  work .  Repet i t i ons  and  p i tch  sh i f t s  do  no t  occur  based  on 
the  moment ,  bu t  a l ways  w i th  a  v i ew o f  the  who le .  Micro- in ter va l s 
a re  care fu l l y  se t  i n  advance  to  s i x ths ,  e tc . 

Even  i f  i t  i s  a  fo r tuna te  co i nc i dence  tha t  i n  the  2 1 st cen tur y  one 
can  l ook  back  on  so  many  s i m i l a r i t i es  in  such  d iverse  mus ica l  cur-
ren ts ,  the i r  d i f f e rences  a re  a t  l eas t  as  s ign i f i can t .  The  ques t ion  then 
i s  no t  so  much  to  wha t  exten t  E rns ta lbrech t  S t ieb ler  and  the  d i scov-
er y  o f  s l ow tempos  i n  the  syn thpop o f  the  seven t ies  share  a  common 
bas i s ,  bu t  ra ther  how they  came to  s im i la r  ques t ions  f rom such  d i f-
fe ren t  ang l es .  Such  a  ques t i on  touches  on  the  soc ia l  psycho logy  o f 
an  era ,  wh i ch  mer i t s  a  s i gn i f i can t  ana lys i s . 
   
B j örn  Got t s te i n  i s  a  mus i c  j ourna l i s t  and  mus ico log i s t  based  in 
Ber l i n .  He  wr i tes  abou t  e l ec t ron ic  mus ic  and  the  h i s tor y  o f  the 
avan t-garde .  S i nce  20 13  he  the  ed i tor  fo r  Neue  Mus ik  a t  the  Süd-
deu tscher  Rund funk  SWR i n  S tu t tgar t .

Trans l a ted  f rom the  German by  A lexander  Pau l i ck-Th ie l . 

Photo  by  Barbara  Fah le .
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t h i b a u t  d e  r u y t e r :  We w i l l  beg i n  w i th  the 
l i nks  be tween  e l ec t ron i c  and  acous t i c  mu-
s i c .  You  have  no t  made  mus i c  on  mach i nes 
s i nce  20 0 4.  Yes terday  we  heard  an  acous -
t i c  concer t ,  and  ton i gh t  we  w i l l  hear  a  p i ece 
for  syn thes i zer.  However,  I ’ ve  a l ready  heard 
you  say  tha t  » I t ’s  the  same th i ng« … !

e l i a n e  r a d i g u e :  N ot  exac t l y.  I  am ver y  ob-
s t i na te  and  s tubborn .  At  a  cer ta i n  per i od  o f 
t i me ,  my  ana l ogue  syn thes i zer  was  br i ng-
i ng  me c l ose  to  the  k i nd  o f  mus i c  I  wan t-
ed  to  c rea te ,  bu t  now mar ve l ous  mus i c i ans 
come c l oses t  to  my  research .  The  f i r s t  t i me 
I  heard  them per form my  work  » N a l d j or-
l ak« ,  I  t hanked  them,  because  a t  l as t  I  was 
f i na l l y  hear i ng  the  mus i c  tha t  I  had  a l ways 
dreamed o f.  There  i s  such  sub t l e ty  i n  acous-
t i c  i ns t ruments .  E l ec t ron i c  mus i c  i s  rough-
er,  rasp i er.  Less  de l i ca te  and  sub t l e .  Tha t  i s 
why  my  syn thes i zer  and  I  separa ted ,  a f te r 
fo r ty  years  o f  marr i age . 

td r :  Th i s  means  tha t  you  wou l d  no t  have 
made  e l ec t ron i c  mus i c  for ty  years  ago  had 
you  met  mus i c i ans  capab l e  o f  p l ay i ng  your 
mus i c  back  then? 

e r :  I  wou l dn’ t  have  dared !  O r  ra ther,  yes , 
d i f f e ren t  mus i c i ans  had  con tac ted  me on 
two or  th ree  occas i ons ,  bu t  when  we  wou l d 

meet  and  when  they  saw what  I  was  ask i ng 
o f  them they  wou l d  run  o f f.  When  C har l es 
C ur t i s  approached  me he  knew per fec t l y 
we l l  wha t  I  was  do i ng ,  and  he  knew tha t  I 
was  no t  go i ng  to  wr i te  h i m a  new Bach  su i te ! 
I t  i s  my  persona l  mus i ca l  genre ,  my  dream, 
ca l l  i t  wha t  you  want .

td r :  Bu t  there  ex i s t ,  none the l ess ,  ana l -
ogous  e l ements  be tween  e l ec t ron i c  and 
acous t i c  mus i c .  For  exampl e ,  dura t i on  i s  an 
essen t i a l  component  i n  your  work… 

e r :  There  a re  var i ous  l eve l s  o f  response 
for  th i s .  I  w i l l  s ta r t  w i th  the  mater i a l  as-
pec t .  When  I  worked  w i th  w i l d  e l ec t ron i c 
sounds ,  d i s tor t i on ,  and  feedback  be tween 
a  l oudspeaker  and  a  m i crophone ,  one  mus t 
be  ext reme l y  de l i ca te  and  prec i se .  When 
you  ge t  a  l i t t l e  too  c l ose  i t  shr i eks ,  when 
you  move  away  i t  d i sappears .  I t  on l y  takes  a 
sma l l ,  abrupt  movement  …  Bu t  when  I  found 
the  r i gh t  ba l ance  I  cou l d  evo l ve  the  sound 
for  as  l ong  as  I  l i ked .  There fore  i t  requ i red 

s l owness .  I t  was  the  same s tor y  w i th  the  re-
i n j ec t i on  method  us ing  two tape  recorders . 
I  bare l y  had  to  touch ,  bare ly  had  to  brush 

aga i ns t  the  poten t iometers .  Th i s  a l lowed me 
to  overcome my  impat ience .  Because ,  and 
th i s  i s  the  second impor tan t  aspec t :  dura-
t i on  and  s lowness  go  hand- in-hand .  I  was 
a l ways  par t i cu la r l y  sens i t i ve  to  s low move-
ments  i n  c lass ica l  mus ic .  For  example ,  wh i le 
the  second movement  o f  Maur ice  Rave l ’s 
» C oncer to  in  G Major«  i s  sub l ime ,  I  cou ld 
no t  bear  to  l i s ten  to  the  scherzo  a t  the  end . 
I  wou l d  a lways  s top  the  record  be fore  the 
end  so  as  to  s tay  in  the  second movement ’s 
a tmosphere .  I  th ink  I  am s low,  no t  a lways , 
bu t  l i s ten i ng  takes  some t ime  and  the  move-
ment ’s  tone  pro found ly  su i ted  me .  In  add i -
t i on ,  when  the  syn thes izer  a l lowed me to 
beg i n  to  approach  my  mus ica l  v i s ion ,  I  no-
t i ced  tha t  one  had  to  s tay  w i th in  ver y  low 
reg i s te rs  in  order  to  be  more  prec i se  w i th 
respec t  to  wha t  was  go ing  on  be tween  the 
d i f fe ren t  sound  layers  and  leve l s .  Th i s  i s 
why  ever y th ing  I  do  rare ly  reaches  a  mez-
zo- for te ,  and  a lways  s tays  in  low p i tch .  And 
th i s  fo rms  a  who le  tha t  I  am on ly  now beg in-
n i ng  to  unders tand .  One mus t  a l so  take  in to 

J ’a i  r ê v é  d ’ u n e  m u s i q u e  é t r a n G e  e t 

b e l l e  q u i  n e  s o i t  J a m a i s  l a  m ê m e  n i 

t o u t  à  fa i t  u n e  a u t r e * 1 )

t h i b a u t  d e  r u y t e r  i n  c o n v e r s at i o n  W i t h  e l i a n e  r a d i G u e ,

b e r l i n ,  f e b r u a r y  1 s t  2 0 1 2

I n  2 0 1 2 ,  CT M p a id  a  sp ec ia l  homage  to  French 
e l e c t ron i c  mus ic  comp oser  E l i ane  Rad igue .  Ac-
t i ve  f or  over  4 0  years ,  Rad igue  i s  cons idered 
by  m a n y  a  p ioneer  in  e lec t ron ic  mus ic ,  us ing 
syn th es i zer  and  tap e  t o  c rea te  p ieces  o f  long 
d u ra t i on  and  d eep  cont empla t ion .  By  reduc ing 
he r  com pos i t ions  t o  a  few sound  even ts  tha t 
g ra du a l l y  ap p ear,  over lap ,  recede ,  and  osc i l -
l a te  i n  c r i t i ca l  f req uenc ies  over  long  per iods  o f 
t im e ,  Ra d ig ue  p rod uces  a  hyper-a t ten t i ve  en-
v i ron m e n t  in  wh ich  each  sound  i s  max ima l l y 
ch a rged .  Next  t o  p er formances  o f  her  works 
»Na l d j or l ak«  and  »P S I -8 47«  ( the  record ing  o f 
wh i ch  wa s  p ub l i shed  in  20 13  by  Canad ian  l abe l 
Ora l ) ,  Ra d ig ue  ap p eared  a t  CTM Fes t i va l  fo r  an 
in te r v i ew  w i t h  T h ib au l t  d e  Ruy ter.  Her  s t rong 
ar t i s t i c  presence ,  coup led  w i th  a  re len t less ,  d r y 
hu m ou r,  evokes  a  v i s ion  where  the  d i s t inc t ions 
b e twe e n  sound  and  s i l ence ,  sameness  and  d i f-
fe ren ce ,  a re  comp le t e ly  b lu r red .

E l i ane  Rad i gue  w i th  Bruno  Mar t inez ,  Caro l  Rob inson  and 
C har l es  C ur t i s ,  Bo l ogna  20 1 0.  Photo :  Mass imo Gol f ie r i
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account  the  qua l i t y  o f  s i l ence ,  no t  i n  te rms 
o f  i t s  genera l  use  as  a  punc tua t ion  mark  in 
mus ic ,  bu t  as  the  s i l ence  w i th in  wh ich  sound 
can  in tegra te  comple te ly,  tha t  can  l i ve  w i th 
t he  mus ic .  As  i f  s i l ence  was  space  and  mus i -
ca l  v ibra t ions  an imate  i t .  Yes terday  even ing 
I  was  par t i cu la r l y  sens i t i ve  to  i t :  a t  f i r s t  you 
do n’ t  hear  any th ing  a l though  the  sound  i s 
a l ready  there ,  i t  comes  l i t t l e  by  l i t t l e ,  there 
i s  never  a  d i scree t  un i t  o f  s i l ence .  A l l  o f  th i s 
requ i res  pa t ience ,  t ime ,  and  leads  to  the  ne-
ce ss i t y  fo r  a  long  dura t ion .  I  d id  no t  seek 
dura t ion  for  the  sake  o f  dura t ion .  I t  i s  s im-
p ly  my  work ing  mode ,  my  cho ices ,  and  my 
opt ions  tha t  compe l led  me to  do  so.  Bu t 
t ha t  d id  no t  bo ther  me ,  qu i te  the  oppos i te 
in  f ac t !

td r :  At  the  same t ime ,  when  we  en ter  a  dark 
s pace ,  i t  a lways  takes  some t ime  for  the  pu-
p i l s  to  d i l a te  and  ad jus t  to  the  ambien t  l igh t-
ing  be fore  s ta r t ing  to  d i scern  cer ta in  con-
t ours  and  then  to  see .  The  s i l ence  you  speak 
o f,  i s  i t  no t  a  way  to  force  our  ear  to  open , 
t o  cap ture  our  a t ten t ion?

e r :  Abso lu te ly !  I  w i l l  use  a  b ig  word  bu t 
i t  i s  a  way  to  sa t i s f y  my  deep  long ings ,  my 
»ques t « .  I ’m  f i n i shed ,  I  w i l l  say  no  more  on 
t h i s  sub jec t .  I n  order  for  there  to  be  a  un-
ion  be tween  s i l ence  and  sound ,  and  in  order 
t o  perce ive  th i s  un ion ,  we  mus t  f i r s t  l i s ten 
t o  s i l ence .  Bu t  i t  i s  t rue ,  you  are  per fec t l y 
r igh t ,  our  percept ion  sharpens ,  i t  requ i res 
our  a t ten t ion ,  a l l  o f  wh ich  can  lead  to  a  s ta te 
o f  concent ra t ion  tha t  enab les  a  much  w ider 
s e ns i t i v i t y.  The  image  o f  the  pup i l  i s  a  n ice 
example . 

td r :  Bu t  there  i s  a l so  someth ing  abou t  the 
low vo lume in  your  works .  I ’ ve  a lways  had 
t he  impress ion  tha t  th i s  i s  re la ted  to  your 
approach  to  s i l ence .

e r :  The  low vo lume i s  necessar y,  and  i t  i s 
a  t h i rd  aspec t  o f  my  inves tment  in  mus ic ;  to 
exp lore  sub t le t ies  in  the  re la t ionsh ips  be-
t we en  over tones ,  harmon ics ,  sub  harmon-
ics .  I  t h ink  I  owe tha t  to  the  s tud io  d ’Essa i 
on  t he  rue  de  l ’Un ivers i té ,  and  to  the  f i r s t 
t ime  I  heard  the  sound  o f  a  be l l  where  we 
removed the  a t tack .  I t  was  a  to ta l l y  d i f f e ren t 
s t or y,  ver y  r i ch .  We can  a lways  exper ience 
t h i s  when  a  be l l  r i ngs  in  the  mounta ins .  I t 
s t ops ,  bu t  there  i s  a  superb  mus ic  tha t  con-
t inues .  I f  t he  fundamenta l  no te  i s  too  loud , 
eve n  i f  th i s  no te  i s  necessar y  s ince  w i thou t 
i t  t here  i s  no  sound ,  i t  sounds  aggress ive , 

over whe lmi ng  our  hea r ing .  Bu t  i f  i t s  vo lume 
i s  low enough  we  ca n  be t te r  hea r  w ha t  f o l -
lows  –  i t  s ings  on  i t s  ow n .  Ac tua l l y  no,  a bove 
a l l  i t  i s  my  ma r ve lous  mus ic ia ns  tha t ,  w i th 
the i r  movements  a nd  brea ths ,  ma ke  the i r  i n -
s t ruments  s ing !

td r :  The  brea th  i s  a nother  word  tha t  a p-
pears  to  me to  be  essen t ia l .  I  o f ten  have  the 
fee l ing  tha t  your  mus ic  brea thes  a nd ,  i n  a 
cer ta in  way,  tha t  we  cou ld  ma ke  a n  a na lo-
gy  be tween  the  ins t r umenta l i s t ’s  b rea th  a nd 
the  h i ss  o f  the  a ud io  ta pe . 

e r :  Yes ,  i t ’s  impor ta n t .  Bu t  l e t  me  go  ba ck 
to  the  f i r s t  d i scover ies  I  ma de  th rough  w i ld 
e lec t ron ic  sounds .  These  a lwa ys  ha d  the 
tendency  to  behave  e i ther  a s  a  sus ta ined 
no te ,  o r  as  pu l ses  a nd  bea ts .  Bea ts  a lwa ys 
con ta in  rhy thms  tha t  cor respond to  some-
th ing :  the  hea r t ,  b rea th ing .  In  i t se l f  I  t h ink 
tha t  yes ,  there  i s  brea th ,  bu t  I  d id  no t  look 
for  i t  as  suc h ,  i t  i s  pa r t  o f  the  sound .  I  a d-
mi t  tha t  there  a re  s im i la r i t i es ,  bu t  I  have  no 
theor y,  I  have  no  b ig  s ta tement ,  no th ing  so-
ph i s t i ca ted ,  no th ing  in te l l ec tua l  to  propose . 

td r :  D id  mus ica l  scores  f or  your  wor k  ex-
i s t  a t  tha t  t ime? 

e r :  No.  And  a nother  ques t ion  tha t  ha s  o f-
ten  been  asked  o f  me  i s  w hether  or  no t  th i s 
mus ic  can  b e  p la yed  l i ve .  The  a nswer  i s  de f-
in i te l y  no.  Even  w i th  s i x  or  seven  syn the-
s izers ,  i t  on ly  ta kes  a  t i ny  someth ing  in  the 
vo l tage  con t ro l  f o r  i t  to  become a nother 
s tor y.  Tha t  i s  the  rea son  w hy  I  ha d  to  wor k 
on  tape  and ,  once  f i n i shed  w i th  a  p iece ,  ha d 
no th ing  more  to  a dd .  I  ha d  no  rea son  to  a p-
pear  on  s ta ge  w i th  my  super b  ins t r ument 
and  pre tend  to  be  do ing  someth ing .  Tha t  i s 
why  I  wou ld  p la ce  myse l f  o f f s ta ge  to  per-
form the  wor k s ,  a s  we  w i l l  do  ton igh t .  There 
i s  on ly  the  sound . 

td r :  Bu t  how  do  you  proceed  toda y  w i th 
your  mus ic ia ns  i f  t here  i s  no  shee t  mus ic? 
How do  you  commun ica te  w i th  them?

e r :  I t  i s ,  f i r s t  a nd  f oremos t ,  the  mus ic ia ns 
who ask  me .  Cha r les  Cur t i s  ha d  sen t  me  a 
CD wi th  severa l  mus ica l  e lements  a nd  I  to ld 
h im » I  do  my  shopp ing .  I  wa n t  tha t ,  tha t ,  no t 
tha t ,  no t  tha t . . . « .  I nc iden ta l l y,  w hen  he  wa s 
asked  what  i t  wa s  l i ke  to  wor k  w i th  me  he 
responded :  »Oh ,  i t ’s  ver y  s imp le ,  she  sa ys 
Yes  or  No! « .  Bu t  i t ’s  a l so  more  complex  tha n 
tha t .  As  for  e lec t ron ic  mus ic ,  I  a lwa ys  have  a 

theme tha t  becomes  the  sp i r i t  o f  the  p i ece . 
Jus t  a s  a n  a rch i tec t  needs  a  p la n ,  sca f fo l d-
ing .  Bu t  once  the  wor k  i s  there ,  we  can  to-
ta l l y  f o rge t  a bou t  those .  I  ca n  te l l  you ,  fo r 
exa mple ,  a bou t  the  p iece ,  »Na ld jor lak« .  The 
word  on ly  ser ves  us  a s  po in t  o f  depar ture 
a nd ,  i n  genera l ,  a l l  t he  processes  a re  con-
ta ined  in  the  t i t l es .  »Na ld jor«  i s  a  Ti be tan 
theme f or  Yoga ,  a nd  s ign i f i es  »un ion« .  » Lak« 
i s  a  su f f i x  o f  de f erence ,  o f  respec t ,  and  tha t 
a l so  s ign i f i es  › the  ha nd ‹ .  Bu t  the  te r m » N a l d-
jor la k«  does  no t  ex i s t .  There  a re  the  mascu-
l ine  Na ld jor pa  yog is ,  the  Na ld jor ma…  Th i s 
wa s  my  in i t i a l  theme .  From i t  deve loped  a 
wor k  bu i l t  on  th ree  p ieces :  yoga  o f  the  body, 
yoga  o f  speech ,  yoga  o f  the  sp i r i t .  Th i s  de-
f ined  a  s t r uc ture ,  a  pre lude  o f  s t r uc ture .  The 
re f erence  to  the  body,  f o r  exa mple ,  i s  obv i -
ous  now  tha t  the  cyc le  o f  the  th ree  p i eces  i s 
comple ted .  Per f or ming  so lo,  Cha r les  C ur-
t i s  s t r ips  h i s  i ns t r ument  a nd  tha t  i s  obv i ous-
l y  the  yoga  o f  the  body,  w herea s  the  duo  o f 
Ca ro l  Rob inson  a nd  Br uno  M a r t inez  rep-
resen t  speech  a s  the i r  brea ths  a nswer  one 
a nother.  La s t l y,  the  th ree  mus ic ia ns  per form 
together,  a nd  the i r  osmos i s  represen ts  the 
sp i r i t .  Now,  we  do  no t  have  to  k now a l l  th i s 
w hen  we  l i s ten  to  them.  I t ’s  obv ious .  We 
k now  i t .  Tha t  ha ppens  qu i te  ins ta n t l y.  I n  any 
ca se ,  w i th  my  syn thes izer,  w hen  I  k new ex-
a c t l y  w ha t  I  wa n ted  to  do,  I  f ound  my  way 
ver y  ea s i l y.  One  da y  my  f r iend  Mi chè l e 
Boka nowsk i  a sked  me to  ma ke  he r  some 
sounds  o f  » the  s i l ence  o f  s ta rs « .  I  to l d  her 
th i s  wou ld  be  no  prob lem;  I  ha d  sor ted  eve-
r y th ing  ou t  be f ore  ho ld ing  the  l i s ten i ng  ses-
s ion .  Then ,  w hen  I  tuned  on  the  ma s ter  vo l -
ume ,  the  sound  wa s  exa c t l y  i t !  S t i l l ,  i t  was  a 
s t roke  o f  l uck  ( l a ughs) .  I  wa s  a ga in  re fe r r i ng 
to  the  Tibe ta n  cu l tu re ,  f o r  w h ich  the  sp i r i t 
i s  s i tua ted  in  the  hea r t  a nd  no t  the  bra i n . 
A n  emot iona l  f o r m o f  commun ica t ion  a l so 
ex i s t s .  A nd  non-ver ba l  commun ica t ion  a l so 
wor k s ,  w i th  f a r  l ess  m isunders ta nd ings  than 
w i th  words .  S o  I  commun ica te  w i th  my  mus i -
c ia ns  w i th  ges tures ,  a nd  I  don’ t  depr i ve  my-
se l f  o f  a ny th ing .  Wi th  »Yes  or  No« .  And  we 
recogn ize  the  moment  a  p iece  i s  f i n i shed . 
A l l  o f  a  sudden  i t ’s  there .  However,  i t  be-
comes  more  a nd  more  ext ra ord ina r y  ever y 
t ime  they  p la y  i t .

td r :  S o  these  a re  p ieces  by  them,  f o r  them, 
c rea ted  w i th  them…

e r :  And  on l y  fo r  them!  However,  they  a re  capab l e 
o f  t ransmi t t i ng  the  p i eces  verba l l y,  i f  t hey  so  des i re . 
C har l es  C ur t i s  had  a l ready  rece i ved  such  a  reques t . 
When  he  asked  me I  to l d  h i m :  » i t ’s  up  to  you« .

td r :  You  speak  o f  con t ro l  and  o f  dura t i on .  For  me  th i s 
evokes  an  i mage  o f  a  l i ne ,  wh i ch  i s  a l so  a  word  tha t 
you  empl oy.  C har l es  C ur t i s ’  movements  on  h i s  ce l l o 
a re ,  fo r  tha t  mat te r,  ex t reme l y  l i near.

e r :  Tha t  goes  back  exac t l y  to  wha t  I  sa i d  i n  the  be-
g i nn i ng ,  abou t  the  i ssue  o f  keep i ng  a  d i s tance  be-
tween  a  l oudspeaker  and  mi crophone ;  i t ’s  acroba t i c , 
i t ’s  l i near,  and  there  i s  ver y  room to  manoeuvre .  Bu t 
when  i t  works ,  there  i s  a  resu l t !  There  you  go,  we  can 
s top  here ,  I  have  come fu l l  c i rc l e… 

a u d i e n c e :  You  say  tha t  each  work  has  a  s tor y,  tha t 
each  sound  has  a  p l ace  i n  each  s tor y.  What  i s  the  l i nk 
be tween  s tor y  and  sound  and  what  do  you  d i scuss 
w i th  your  mus i c i ans? 

e r :  Harmony  a l ways  cons t i tu tes  our  genu i ne  foun-
da t i on ,  the  fundamenta l  sounds  w i th  wh i ch  we  work . 
Wi th  C har l es  C ur t i s  i t  was  obv i ous  f rom the  s ta r t , 
s i nce  the  ce l l o ,  l i ke  mos t  s t r i ng  i ns t ruments ,  con ta i ns 
someth i ng  tha t  i s  feared  by  c l ass i ca l  ce l l i s t s :  the  wo l f-
tone .  I  have  the  fee l i ng  tha t  the  two soundboards  o f 
s t r i nged  i ns t ruments  can  knock  sounds  ou t  o f  phase , 
p roduc i ng  a  magn i f i cen t  sound .  I  o f  course  j umped on 
th i s  sound  r i gh t  away.  Th i s  sound  i s  o f  a  d i f f e ren t  p i tch 
depend i ng  on  the  i ns t rument ,  and  i t  i s  ver y  d i f f i cu l t  to 
f i nd  i t s  fundamenta l  no te .  As  w i th  a l l  mus i ca l  i ns t ru-
ments ,  t i ny  var i a t i ons  resu l t  f rom c l i mate  parameters 
such  as  h i gher  or  l ower  tempera ture ,  humi d i ty  ver-

sus  dr yness .  In  any  case ,  tha t ’s  where  we  s ta r t .  Tun-
i ng  the  i ns t ruments  backs tage  i s  un th i nkab l e ;  we  have 
to  f i nd  the  bes t  resonance  th resho l d  f rom the  i ns t ru-
ment ’s  body.  I t ’s  abou t  how the  i ns t rument  behaves  on 
a  g i ven  day.  What  fu r ther  i n te res t s  me  i s  the  p l ay  o f 
over tones .  The  fundamenta l  no te  does  no t  move ,  and 
there  a re  l ow pu l ses  and  some sma l l  tones  tha t  I  ask 
the  mus i c i ans  to  con t ro l .  We a l l  know tha t  E uropean 
mus i c  had  to  be  tempered  or  e l se  we  wou l d  have  a 
huge  d i f fe rence  be tween  the  l ow and  h i gh  ranges .  Bu t 
persona l l y,  I  don’ t  care  abou t  tha t .  O n the  con t rar y, 
tha t  ver y  sma l l  e l ement  o f  uncer ta i n ty,  o f  i ndec i s i on , 
i n te res t s  me .  What  has  a l ways  fasc i na ted  me i n  c l as-
s i ca l  mus i c ,  as i de  f rom s l ow movements ,  a re  the  few 
bars  o f  modu l a t i on  where ,  by  chang i ng  the  sca l e ,  you 
reach  the  f i r s t  acc i den ta l .  Th i s  br i ngs  us  i n to  a  c l i mate 
o f  s l i gh t  uncer ta i n ty.  I  adore  ambi va l ence .  I  adore  am-
b i gu i ty.  I n  th i s  regard  I  quote  Ver l a i ne ,  on l y  chang i ng 
one  word :  » I  d reamed o f  a  p i ece  o f  mus i c ,  s t range  and 
beau t i fu l ,  wh i ch  was  never  the  same ,  ye t  never  qu i te 
someth i ng  d i f fe ren t « .  Bu t  Ver l a i ne  was  re fer r i ng  to 
a  woman .  I  do  no t  know i f  tha t  answers  your  ques-
t i on ,  bu t  ever y th i ng  revo l ves  a round  th i s  ext reme l y 

nuanced  and  de l i ca te  con tac t .  Le t  us  go  back  to  the 
exampl e  o f  C har l es  C ur t i s .  I  wou l d  have  never  ac-
cepted  the  mi s t rea tment  o f  an  acous t i c  i ns t rument .  By 
p l ay i ng  on  the  ce l l o ’s  ta i l p i ece  and  endp i n ,  he  en ters 
the  pr i vacy  o f  the  i ns t rument .  He  showed me what  he 
cou l d  do  and  the  s t ruc ture  appeared  by  i t se l f.  I t  was 
there fore  na tura l  to  p l ay  the  s t r i ngs  f i r s t ,  t hen  the  ta i l -
p i ece ,  then  the  endp i n  and ,  f i na l l y,  the  two s t r i ngs  tha t 
f i x  the  ta i l p i ece  to  the  i ns t rument ’s  body.  And  there , 
I  was  f l abbergas ted  by  tha t  sound .  I  wou l d  want  so 
much  to  be  ab l e  to  record  i t  and  s l ow i t  down s ince 
I  am cer ta i n  i t  deve l ops  numerous  harmon i cs .  I  don’ t 
know i f  someone  cou l d  do  th i s  someday.  I  cou l d  have 
done  i t  w i th  my  o l d  magnet i c  tape  recorder  sys tems , 
wh i ch  I  cons t ruc ted  and  f i dd l ed  w i th  my  en t i re  l i f e . 
Bu t  apparen t l y,  i n  our  d i g i ta l  age  i t  has  become ver y 
compl i ca ted .

a u d i e n c e :  I  heard  C har l es  C ur t i s  per form » N a ld jor-
l ak«  i n  th ree  d i f fe ren t  venues  and  I  wou l d  l i ke  to  know 
how the  a rch i tec ture  i n f l uences  the  techn i que ,  the  in -
te rpre ta t i on?

e r :  The  f i r s t  th i ng  i s  to  eva l ua te  the  venue ’s  acous-
t i c  response .  In  R i ga  he  per formed i n  an  o l d  indus-
t r i a l  bu i l d i ng  tha t  was  no t  ver y  good ,  and  the  f i r s t 
task  was  to  f i nd  the  bes t  l oca t i on  to  p l ace  ourse lves 
i n  order  to  c rea te  op t i ma l  acous t i cs .  Tha t  thea ter  i s 
ver y  beau t i fu l ;  i t  does  no t  have  a  f l a t  acous t i c  bu t  i s 
no t  too  resonan t  e i ther.  They  p l ayed  i n  N ew York ,  i n 
a  b i g  ha l l  made  en t i re l y  ou t  o f  reverbera t i ng  marb le . 
For tuna te l y  the  ha l l ’s  acous t i cs  changed when  400 
spec ta tors  a r r i ved .  By  the  way,  i f  you ’ve  heard  the 
p i ece  th ree  t i mes ,  you  mus t  have  heard  th ree  s l igh t l y 
d i f f e ren t  vers i ons?

a u d i e n c e :  Yes !

e r :  N ever  the  same th i ng ,  ye t  never  qu i te  someth ing 
d i f fe ren t .  Accord i ng  to  each  day ’s  base  harmony  or 
the  acous t i c  response  o f  each  l oca t i on  –  each  t i me  an 
or i g i na l  s tor y  tha t  con t i nues .

t h i b a u t  d e  r u y t e r  i s  a  Ber l i n -based  arch i tec t ,  c r i t i c , 
and  cura tor  tha t  harbours  a  l i f e l ong  pass i on  for  mu-
s i c .  He  i s  a  regu l a r  con t r i bu tor  to  a r t  p ress ,  I l  Gior-
na l e  de l l ’Arch i te t tu ra ,  Fuck i ng  Good Ar t ,  and  has 
wr i t ten  essays  for  var i ous  ca ta l ogues .  He  cura ted  the 
exh i b i t i on  » Ghos ts  O f f  the  She l f «  fo r  CTM Fes t i va l ’s 
20 12  ed i t i on .

Trans l a ted  f rom the  French  by  C ather i ne  Genes t .

* 1 )  » I  d ream ed o f  a  p iec e  o f  m u s ic ,  s t ran ge  an d  beau t i fu l ,  wh ic h
 was  n ever  th e  sam e ,  ye t  n ever  qu i te  som eth in g  d i f fe ren t «  i s  E l i ane
 Rad igu e ’s  reph ras in g  o f  Pau l  Ver la in e ’s  » Mon  rêve  fam i l i e r« .
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te m p o r ( e ) a l i t i e s :  a r c h i v a l  e i g e n z e i t

The  te rm » tempor(e)a l i t i es «  osc i l l a tes  be tween  tempora l i t i es  and 
tempo-rea l i t i es .  Th i s  re fe rs  to  the  i nheren t  tempora l  essence  o f  a r-
ch i ves  as  memor y  i ns t i tu t i on  and  s torage  appara tus .  There  a re  con-
f l i c t i ng  t i me  reg i mes  a t  work  i n  the  a rch i ve :  on  the  one  hand ,  i t  i s 
meant  to  suspend  t i me  to  keep  i n format i on  for  fu ture  memor y  (ne-
gent rop i c  t i me) ;  on  the  o ther  hand ,  i t  i s  sub j ec t  to  t i me  a t  work  (en-
t rop i c  processes ,  mater i a l  decay) ;  th i rd l y,  the  speed  o f  access ,  m i -
gra t i on ,  and  shor t- t i me  memor i a l  f unc t i ons  o f  the  a rch i ve  i ncrease .

For  cen tur i es ,  the  a rch i ve  has  been  an  agency  o f  d i s -con t i nu i t y,  se t-
t i ng  the  memor y  o f  pas t  records  apar t  f rom the  admi n i s t ra t i on  o f  the 
presen t .  Th i s  spa t i o- tempora l  d i s tance  i mp l odes  once  arch i va l  da ta 
i s  e l ec t ron i ca l l y  coup l ed  on l i ne  to  In te rne t-based  access .  More  or 
l ess  i mmobi l e  cu l tu ra l  mater i a l i t i es  o f  memor y  l ose  the i r  he tero-
top i c  and  he terochron i c  qua l i t y  o f  res i s tance  aga i ns t  the  l ogocen-
t r i s t i c  t y ranny  o f  presence  i n  f avour  o f  i mmedi acy. * 2) Aga i ns t  tha t 
background ,  o l d- fash i oned  arch i va l  res i s tance  becomes  a  v i r tue  i n 
the  t i me  o f  ne tworked  records  wh i ch  d i sso l ve  i n to  cache-bu f fe red 
s t reami ng  da ta .

Wi th  i t s  cur ren t  theme » D i s   C ont i nu i t y«  CTM 20 14 re f l ec t s  on  the 
growi ng  tendency  to  re fe rence  the  pas t .  Th i s  sugges ts  tha t  wh i ch 
marks  the  popu l ar  and  exper i menta l  cu l tu re  o f  today  i s  no t  j us t 
cu l tu ra l  nos ta l g i a  o f  a  soc i e ty  wh i ch  has  l os t  i t s  avan t-garde  b i as 
bu t ,  as  we l l ,  a  d i rec t  func t i on  o f  i t s  s torage  techno l og i es  wh i ch  be-
come an  i n tegra l  par t  o f  p resen t  da ta  c i rcu l a t i on  and  process i ng . 
When  the  t rad i t i ona l  a rch i ve  thus  ge ts  mob i l i zed ,  i t  t rans forms  i n to 
a  shor t- t i me  i n te rmed i ar y  memor y  o f  the  presen t  i t se l f.

What  l ooks  l i ke  an  i ncreas i ng  dr i ve  for  h i s tor i c  » re t ro«  re fe rences 
i n  f ac t  decons t ruc ts  the  domi nan t  t i me  mode l  o f  h i s tor y  i t se l f.  Ap-
p l i ed  to  son i c  cu l tu re ,  th i s  a rgument  becomes  a l mos t  se l f- re fe r-
en t i a l .  Whereas  be fore  the  phonograph  any  son i c  express i on  (be 
i t  speech  or  mus i c )  had  to  be  symbol i ca l l y  t rans formed i n to  mu-
s i c  no ta t i on  i n  order  to  sur v i ve  i n  t i me ,  w i th  techn i ca l  record i ng 
sound  i mmedi a te l y  becomes  i nscr i bed  i n to  a  non-h i s tor i ca l ,  non-
human ,  s i gna l -based  arch i ve  o f  a  new k i nd  wh i ch  l i t e ra l l y  has  to 
ge t  i n  mot i on  ( l i ke  the  tu rn i ng  d i sc  or  the  hard  dr i ve)  i n  order  to 
ge t  re-presenced :

»The  concept  o f  l i near,  h i s tor i ca l  t i me  i s  den i ed ,  i f  no t  ac tua l l y  e l i m i -
na ted ,  by  the  e l ec t roacous t i c  med i a .  [ . . . ]  t he  concept  o f  a  l i near  f l ow 
o f  t i me  becomes  an  anachron i sm. « * 3 ) N on l i near  tempora l  shor t-cu ts 
undo nar ra t i ve  and  s tor y te l l i ng  wh i ch  a re  the  under l y i ng  too l s  to 
ach i eve  the  h i s tor i c i s t  e f fec t .  The  former l y  » h i s tor i c «  re l a t i on  be-
tween  presence  and  pas t  i s  rep l aced  by  a  cyberne t i c  concept  o f  i m-
med i a te  feedback  and  dynami c  resonance ;  thereby  i t  becomes  son-
i c  i t se l f  –  w i th  the  neo l og i s t i c  te rm son i c i t y  re fe r r i ng  here  no t  to  the 
aud i b l e  man i fes t  sound  bu t  to  the  i mp l i c i t  tempor(e)a l i t y  wh i ch  i s 
connec ted  w i th  v i bra t i ng ,  osc i l l a tor y  and  f requent i a l  a r t i cu l a t i on . * 4)

CTM 20 14 Fes t i va l  D i s   C ont i nu i t y  exp l i c i t l y  re fe rs  to  pas t  a r t i s t i c 
exper i menta t i on ,  p ro tagon i s t s ,  and  movements  o f f s ide  we l l -bea ten 
pa ths .  Th i s  approach  i s  a rch i va l  ra ther  than  h i s tor ica l .  Whereas 
mos t  nar ra t i ves  o f  mus i ca l  evo l u t ion  over  the  pas t  cen tur ies  f avour 
except i ona l  pro tagon i s t s  whose  ach ievements  a re  und ispu ted ,  the 
a rch i va l  co-ex i s tence  o f  records  does  no t  sugges t  any  h ie rarchy 
i n  i t se l f.  The  texture  o f  the  a rch i ve  i t se l f  m i r rors  the  complex  fab-
r i c  o f  mus i ca l  th reads .  Whereas  h i s tor iography ’s  task  i s  to  iden t i f y 
and  dec i de  upon  ma i n  s tor y l i nes ,  t ru l y  a rch iva l  nav iga t ion  de tec ts 
i n te rconnec t i ons ,  para l l e l s ,  and  shor t-c i rcu i t s .  The  s imu l taneous 
a r rangement  o f  f i l es  a l l ows  for  jumps  to  o ther  addresses  l i ke  in 
d i g i ta l  compu ter  s torage .  Synchron i sa t ion  rep laces  the  h i s tor ica l 
d i scourse  here ,  l ead i ng  to  an  aes the t ics  o f  many  pas t s  fo lded  in to 
the  presen t  i n  l a tency.  Whereas  such  moves  in  textua l  records  a re 
necessar i l y  hyper textua l ,  w i th  son ic  records  hyper tempora l  nav iga-
t i on  i s  poss i b l e  s i nce  they  represen t  t ime  ob jec ts  themse lves .  Jus t 
l i ke  access  to  records  i n  an  a rch ive  i s  a  ra ther  spa t ia l  and  topo-
l og i ca l  ac t ,  non l i near  l i nks  o f  the  presen t  to  the  pas t  requ i res  a  d i f-
fe ren t  descr i p t i on ,  wh i ch  Mi che l  Foucau l t  once  te rmed archéo lo-
g i e .  In  h i s  Archaeo l ogy  o f  Knowl edge  (FO Par i s  1 969)  he  a rgued 
for  an  ac t i ve  se l f-d i s tanc i ng  o f  the  presen t  and  a  new respec t  fo r 
d i s -con t i nu i t i es .

The  arch i ve  i s  no t  a  coheren t  depos i tor y  for  memor y  supp ly  bu t  a 
mu l t i p l i c i t y  o f  l ayers  to  be  un fo l ded  w i th  and  w i th in  memor y  tech-
no l og i es .  These  techno-arch i va l  tempora l i t i es  can  be  iden t i f i ed  as 
chronopoet i c  once  they  a re  no t  pass ive  s torage  bu t  dynamica l l y 
dr i ven  by  a l gor i thms  wh i ch  f i na l l y  a f fec t  the  human sense  o f  t ime . 
S i nce  the  no t i on  o f  the  a rch i ve  has  been  extended  to  the  s torage  o f 
aud i o  s i gna l s ,  a  memor y  has  emerged  wh ich  i s  capab le  o f  address-
i ng  human percept i on  i n  repea tab le  hyper-presence ;  th i s  does  no t 

on l y  represen t ,  bu t  ac tua l l y  enac ts  d i f f e ren t  aggrega t ions  o f  the 
pas t .  Th i s  l eads  to  an  ep i s temol og ica l  l ibera t ion  o f  a rch iva l  memor y 
f rom i t s  reduc t i ve  sub j ec t i on  to  the  d i scourse  o f  h i s tor y  in  f avour  o f 
an  agency  o f  mu l t i p l e  tempora l  poe t ics .

t h e  a r c h i v a l  c h a l l e n g e  t o  h i s t o r i o g r a p h y

Arch i ves  have  the i r  i nheren t  tempora l i t y,  the i r  E igenze i t  as  memor y 
i ns t i tu t i on  and  s torage  techno l ogy.  The  tempo-rea l i t i es  they  gener-
a te  re fe r  to  the  func t i on  o f  the  a rch ive  both  w i th in  h i s tor ica l  t ime 
and  as  the  cond i t i on  ( the  Kan tean  a  pr ior i )  o f  wr i t i ng  h i s tor y.  For 
h i s tor i ca l l y  or i en ta ted  d i sc i p l i nes ,  the  a rch ive  prov ides  the  funda-
ment  to  wr i te  h i s tor i ography.  The  no t ion  o f  a  macro tempora l  co-
herence  ca l l ed  h i s tor y  and  i t s  d i scurs ive  power  –  as  f requent l y  em-
phas i zed  by  the  med i a  ph i l osopher  Vi lém F lusser  -  has  i t s  essen t ia l 
p recond i t i on  i n  the  l i near  wr i t i ng  o f  the  phonet ic  a lphabet ;  one-d i -
mens i ona l  tex tua l i t i es  un fo l d  i n  a  l i t e ra l l y  progress ive  sense  o f  t ime . 
Bu t  as  a  symbol -ca l cu l a t i ng  mach ine  the  a rch ive  i t se l f  i s  rad ica l l y 
d i f f e ren t  f rom nar ra t i ve  h i s tor y,  c loser  to  »da ta  bank  aes the t ics « *5) 
wh i ch  i s  ah i s tor i ca l  and  ra ther  represen ts  a  d i f f e ren t  tempora l  ag-
grega t i on  o f  wha t  i s  commonl y  ca l led  the  pas t .

c h r o n o p o e t i c s  o f 
t e c h n o - a r c h i va l 
m e m o r y * 1 )  b y  W o l f G a n G  e r n s t

T h e  a rch ive  i s  no t  l im i t ed  to  textua l  records  for  h i s tor i -
c a l  res e arch  any more .  As  an  agency  o f  memor y  supp ly 
t h e  n ew  arch ive  cons i s t s  o f  a  mu l t ip l i c i t y  o f  t ime  layers 
wh i ch  a sk  t o  b e  d i s -covered  w i th  advanced  techno log ies .  
Techno-archiva l  memor y can be ident i f ied as   »chronopoet ic« 
s i n ce  i t  i s  no t  a  no t  p ass ive  con ta iner  o f  records  f rom 
th e  pa s t  b u t  d y namica l l y  c rea tes  forms  o f  tempora l  
a f f ec t  a n d  ins ig h t  when  coup led  w i th  human sensa t ion  and 
 a l gor i th mic  d ecod ing .  S ince  the  no t ion  o f  the  a rch ive  has 
be e n  extend ed  t o  t he  s t orage  and  process ing  o f  s igna l s 
f rom  th e  p as t  (no tab ly  op t ica l  and  phonograph ic  s torage 
m e d i a ) ,  a  memor y  comes  in to  ex i s tence  wh ich  address-
es  pe rcep t ion  as  an  ongo ing  or  repea tab le  presence ,  
re s u l t i n g  in  a  d i f f e ren t ,  a lmos t  son ic  aggrega t ion  o f  l ayered 
te m pora l i t i es .  Once  arch iva l  memor y  i s  l ibera ted  f rom i t s 
s u b j ec t i on  t o  t he  h i s t or ica l  d i scourse ,  i t  i s  re- ins ta l l ed  as 
a n  a ge n cy  o f  t emp ora l  knowledge  in  i t s  own r igh t .
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T he  arch iva l  o rder  i s  a  non-nar ra t i ve  a l te rna t i ve  to  h i s tor i ogra phy. 
Arch ivo logy  i s  no t  j us t  an  aux i l i a r y  d i sc ip l ine  to  h i s tor y  bu t  a  gen-
u ine ly  a l te rna t i ve  mode l  o f  p rocess ing  da ta  f rom the  mater ia l  a r-
ch ives  o f  the  pas t .  Whi le  h i s tor ica l  d i scourse  s t r i ves  for  na r ra t i ve 
co herence ,  a rch iva l  aes the t ics  dea l s  w i th  d i scre te ,  ser ia l  o r  d i s -
co n t inuous  s t r ings  o f  i n format ion  wh ich  in  the  age  o f  compu t ing 
ga ins  new p laus ib i l i t y  aga ins t  l i t e rar y  forms  o f  h i s tor ica l  ima g ina -
t io n  as  deve loped  in  the  1 9 th cen tur y.

As  da ta  bank  s t ruc tures ,  the  a rch iva l  mode  o f  memor y  a s  record 
management  i s  a  non-nar ra t i ve  a l te rna t i ve  to  h i s tor iography,  i n  the 
be s t  t rad i t ion  o f  ear l y  20 th cen tur y  avan t-garde  wh ich  »ques t ioned 
a l l  mode ls  o f  memor y  (espec ia l l y  nar ra t i ve  ones) ,  f avour ing  open ly 
dynamic ,  d i scon t inuous  forms  con t iguous  w i th  the  modern  mea ns 
o f  t echno log ica l  reproduc t ion ,  espec ia l l y  photography  and  f i lm« *5). 
An  arch iva l  co l lec t ion  o f  photography  (d i f fe ren t  f rom pr iva te  pho-
t o  a lbums)  does  no t  a im a t  a  mean ing fu l  s tor y ;  on  the  con t ra r y,  i t 
ra t her  decons t ruc ts  nar ra t i ve .  Arch iva l  log i s t i cs  in  the  cor re la t ion 
o f  da ta  undercu ts  the  nar ra t i ve  by  d i scre te  count ing  (a lphanumer ic 
me tada ta) .  The  t igh t  coup l ing  o f  symbol ica l  ev idence  in  f o r ms  o f 
o ra l  o r  l i t e rar y  s tor ies  i s  be ing  rep laced  by  a  loose  arch iva l  cou-
p l ing  ( t ru l y  med ium in  te rms  o f  Fr i t z  He ider *6)) ,  as  becomes  ma n i -
fe s t  i n  the  genea logy  o f  photograph ic  a rch ives :

»A l t hough  ind iv idua l  sequences  o f  p ic tures  were  o f ten  orga n ized 
accord ing  to  a  nar ra t i ve  log ic ,  [ . . . ]  t he  overa l l  s t ruc ture  wa s  in -
fo rmed not  by  a  nar ra t i ve  parad igm,  bu t  by  the  parad igm o f  the 
a rch ive .  Af te r  a l l ,  t he  sequence  cou ld  be  rear ranged ;  i t s  te mpora l -
i t y  was  inde termina te ,  i t s  nar ra t i ve  re la t i ve ly  weak .  The  p lea sures 
o f  t h i s  d i scourse  were  grounded not  in  nar ra t i ve  necessar i l y,  bu t  i n 
a rch iva l  p lay  [ . . . ] . « *7 )

When  the  pas t  i s  con fused  w i th  h i s tor y,  any  a rch iva l  record  i s  im-
med ia te ly  sub jec ted  to  con textua l  knowledge .  Th i s  t rans f or ms  i t 
f rom be ing  an  au tonomous  phys ica l  monument  in to  a  h i s tor ica l 
do cument .  Foucau l t  dec ided  to  reverse  th i s  opera t ion :

»T here  was  a  t ime  when  archaeo logy,  as  a  d i sc ip l ine  devoted  to  s i -
le n t  monuments ,  i ner t  t races ,  ob jec ts  w i thou t  con text ,  and  th ings 
le f t  by  the  pas t ,  asp i red  to  the  cond i t ion  o f  h i s tor y,  and  a t ta ined 
mean ing  on ly  th rough  the  res t i tu t ion  o f  a  h i s tor ica l  d i scourse ;  [ . . . ] 
i n  o ur  t ime  h i s tor y  asp i res  to  the  cond i t ion  o f  a rchaeo log y,  to  the 
in t r ins ic  descr ip t ion  o f  the  monument . *8)

a r c h i v a l  t i m e  l a y e r s

I n  i t s  d i f f e ren t  fo rmat ions ,  the  a rch ive  cons i s t s  o f  d iverse  tempora l 
l ayers  wh ich  demand for  a  descr ip t ion  in  te rms  wh ich  a re  no t  l im-
i t e d  to  the  semant ics  o f  cu l tu ra l  h i s tor y  in  order  to  re-con f igure  i t 
fo r  fu tu re  demands  in  the  age  o f  ne tworked  t rad i t ion  o f  know ledge 
by  t echno log ica l  med ia .  The  ver y  te rm » t rad i t ion«  sh i f t s  f rom i t s 
e mphat ic  macro- tempora l  no t ion  to  the  ana lys i s  o f  the  t ime-ba sed 
and  t ime-bas ing  micro-mechan i sms  o f  t ransmiss ion .  Whi le  t ra d i -
t ion  has  been  assoc ia ted  w i th  long- t ime  memor ies  across  d eep  h i s -
t or ica l  t ime  so  fa r,  th i s  emphat ic  hor izon  now seems  to  shr ink  to  a 
mere  extens ion  o f  the  presen t  (as  i t s  re-  and  pro ten t i ve  shor t- t ime 
»work ing  memor y« )  -  a  dramat ic  sh i f t i ng  o f  the  tempora l  pre f i x .  A r-
ch ives  a re  in  t rans i t ion  on  the i r  ver y  opera t i ve  leve l  o f  e lec t ron ic 
s igna l  and  da ta  process ing .

The  t ra d i t iona l  a rch ive  mode l  i s  s ta t i c ,  res iden t ia l ,  a  s tora ge  space 
w h ich  de la ys  a nd  de f ers  t ime  in  the  empha t ic  sense  o f  anc i en t 
Greek  ka techon .  »S iegecra f t ,  once  the  a r t  o f  de f end ing  the  s t ra-
teg ic  c i t i es  o f  Europea n  s ta tes ,  ha s  become the  a r t  o f  de fend i ng 
the  a rch ive« *9) –  pro tec ted  spa ce  in  order  to  bea t  t ime .  In  te rms  o f 
Ha ro ld  Inn i s ,  the  a rch ive  a s  a  memor y  ba se  be longs  to  the  too l s 
o f  empi res  w h ich  a re  tempora l l y  »b ia sed«  to  keep  lega l  c la i ms  and 
imper ia l  l aws  in  long- t ime  endura nce . *1 0)

Bu t  w i th  the  a cce lera t ion  o f  t ra nspor t  a nd  commun ica t ion  med i a 
s ince  the  a ge  o f  the  Indus t r i a l  Revo lu t ion ,  a  sh i f t  o f  empha s i s  f rom 
empha t ic  long- t ime  preser va t ion  to  u l t ra -shor t  i n te r med ia r y  s tor-
a ge  took  p la ce  –  a  d i rec t  e f f ec t  o f  e lec t ron ic  med ia  cu l tu re  i t se l f. 
The  t ra d i t iona l  ma nda te  o f  the  a rch ive  to  preser ve  records  for  fu-
tu re  use  i s  i nver ted  on  the  micro- tempora l  s ta ge  o f  d ig i ta l  opera-
t ions  in  the  presen t .  I n te r med ia r y  s tora ge  here  i s  necessar y  for 
ca lcu la t ing  the  immedia te  f u ture  f rom the  immedia te  pa s t  –  the 
extended  presence  in  t imes  o f  pred ic t i ve  a lgor i thms  a nd  Markov 
cha ins ,  a s  f a mi l i a r  f rom Edmund Husser l ’s  phenomeno logy  o f  sub-
jec t i ve  t ime  sensa t ion  in  te r ms  o f  re-  a nd  pro- ten t ion . *1 1 )

Whi le  w i th  the  grow ing  d ig i t i z a t ion  o f  a rch iva l  records  the  t rad i -
t iona l  a rch ive  loses  i t s  de ta chment  f rom the  a dmin i s t ra t ion  o f  the 
presen t ,  p resence  i t se l f  i n  re tur n  becomes  coup led  to  a n  expo-
nen t ia l l y  grow ing  a rch iva l  memor y.  The  new  immedia cy  o f  a rch i va l 
p resence  in  te r ms  o f  on l ine  a ccessa b i l i t y  ma y  be  compa red  to  a 
s i tua t ion  f rom the  a rea  o f  v i sua l  record ing  o f  movement .  The  pro-
duc t ion  a nd  pro jec t ion  o f  documenta r y  f i lms  s ince  the  beg inn i ng  o f 
c inema togra phy  ha s  been  a  ra ther  heav y  a nd  s low  a ppa ra tus-based 
a nd  -dependent  process ,  a nd  cop ies  were  ex pens ive .  Bu t  i n  the  l a te 
1 960s  the  f i r s t  S ony  por ta b le  v ideo  recorders  ( used  by  Nam J une 
Pa ik )  a l lowed f or  immedia te  p la yba ck  o f  the  recorded  presen t . * 1 2)

a r c h i v a l  m o n u m e n t a l i t y  a s  s u s p e n s e 
( e p o c h é )  f r o m  t h e  t e m p o r a l  e c o n o m y

Toda y,  i n te r med ia r y  s tora ge  a s  inbe tween  t ime  ( in  i t s  A r i s to te l ean 
sense  o f  to  meta x y)  increa s ing ly  d i s loca tes  the  ten ta t i ve ly  e terna l 
monumenta l i t y  o f  the  c la ss ica l  a rch ive  ( a nd  i t s  records)  on  severa l 
l eve l s :  bo th  a s  a n  ins t i tu t ion  o f  tempora l i t y  a nd  in  i t s  ma ter ia l  sense 
( the  vo la t i l i t y  o f  e lec t ron ic  da ta ) .  Wi th  the  cur ren t  l ibera l ,  b road-
ened ,  e lec t ron ica l l y  b ia sed  ( thus  l ibera ted  f rom spa t ia l  a nd  mate-
r ia l  res t r i c t ions)  use  o f  the  te r m a rch ive ,  »on l ine  da ta  co l lec t i ons 
l a be l led  a rch ives  cou ld  in  f a c t  be  be t te r  cha ra c ter ized  a s  perpe tua l 
t ra nsmiss ion  ra ther  tha n  per ma nent  s tora ge« *13) .  Wha t  used  to  be 
secre t  spa ces ,  sec luded  f rom pub l ic  ins igh t  –  the  a rca na  o f  po l i t i ca l 
a dmin i s t ra t ion  a nd  o f  the i r  a rch iva l  memor y,  the  » secre t  a rch i ve«  – , 
i s  now  d i rec t l y  w i red  to  the  commun ica t ion  c i rcu i t  o f  the  presen t . 
The  a rch ive  loses  i t s  tempora l  exc lus iv i t y  a s  a  spa ce  remote  f rom 
the  immedia te  presen t  ( a ccess) .

In  a n  a ge  o f  vo la t i l e ,  ephemera l  e lec t ron ic  memor ies ,  memor y  i t se l f 
ha s  become t ra ns i tor y. *14) Wi th  such  increa s ing  mob i l i t y  a nd  acce l -
era t ion ,  shou ld  we  ra ther  a sk  f or  a n  immobi le  a rch ive  a s  counter-
memor y?

Th is  l ea ds  to  a  w ish  to  a r res t  movement  f o r  longer  in te r va l s  or  a t 
l ea s t  f o r  moments .  I n  the  a ge  o f  YouTube  a nd  UbuWeb,  movement 
i t se l f  ge ts  a rch iv ized . *15) The  idea  o f  a n  a rch ive  in  mot ion  i s  a  para-

dox :  the  a rch i ve  i s  t rad i t i ona l l y  tha t  wh i ch  a r res t s  t i me ,  wh i ch  s tops 
a l l  mot i on .  For  1 9 th cen tur y  h i s tor i ans ,  the  a rch i ve  was  i n  i t s  essence 
an  i ns t i tu t i on  tha t  made  i t  poss i b l e  to  access  f rozen  sec t i ons  o f  pas t 
t i me .  The  arch i ve ,  i n  th i s  sense ,  cannot  be  i n  mot i on  or  produce  mo-
t i on .  Bu t  the  techno l og i ca l  deve l opments  i n  the  20 th cen tur y  have 
i nev i tab l e  forced  the  a rch i ve  to  con f ron t  the  ques t i on  o f  mob i l i t y, 
bo th  prac t i ca l l y  and  conceptua l l y.  Techn i ca l l y  the  a rch i ve  o f  mo-
t i on  was  i n t roduced  dur i ng  the  l a te  1 9 th cen tur y,  w i th  the  sc i en t i f i c 
des i re  to  s tore  and  ana l yze  tempora l  phenomena  cu l m i na t i ng ,  w i th 
the  phonograph  and  c i nematography.  The  t rans i t i on  f rom an  ar-
ch i ve  o f  mot i on  to  the  no t i on  o f  an  a rch i ve  i n  mot i on  i s  assoc i a ted 
w i th  the  adven t  o f  compu ter  techno l og i es  and  u l t i ma te l y  the  In ter-
ne t ,  where  cons tan t  t rans fer  and  updat i ng  rede f i ne  the  tempora l i t y 
o f  the  a rch i va l  document .

Soc i e ty  i s  no  l onger  based  upon  emphat i c  memor y  (as  once  sug-
ges ted  by  É mi l e  Durkhe i m)  bu t  on  the  permanent  re-c i rcu l a t i on  o f 
i mmedi a te  pas t s ;  there fore  N i k l as  Luhmann  de f i ned  soc i e ty  i n  t i mes 
o f  techno l og i ca l  med i a  ra ther  as  a  fo rm o f  commun i ca t i on .  App l i ed 
to  memor y  agenc i es  and  espec i a l l y  the  » d i g i ta l  a rch i ve« ,  th i s  de-
mands  a  new i n terpre ta t i on  o f  i t s  ep i s temol og i ca l  d i mens i on .  Whi l e 
the  t rad i t i ona l  a rch i va l  fo rmat  ( spa t i a l  o rder,  c l ass i f i ca t i on)  w i l l  i n 
many  ways  necessar i l y  pers i s t ,  t he  new arch i ve  i s  rad i ca l l y  tempo-
ra l i zed ,  » ephemera l « * 1 6) ,  mu l t i sensua l ,  cor respond i ng  w i th  a  dynam-
i c  user  cu l tu re  wh i ch  i s  l ess  concerned  w i th  records  for  e tern i t y  bu t 
w i th  order  by  f l uc tua t i on .  N ew k i nds  o f  search  eng i nes  deve l op  i n to 
a  new ar t  o f  the  a rch i ve .  The  on l i ne  pub l i c  ra ther  uses  the  Googl e 
search  mach i ne  than  the  In terne t  por ta l s  o f  na t i ona l  l i b rar i es  to  ge t 
access  to  pr i n ted  and  aud i o-v i sua l  memor y.  Wi l l  Web 2 .0  and  the 
emerg i ng  Rea l -Ti me N et  rep l ace  the  t rad i t i ona l  guard i ans  o f  mem-
or y  (a rch i ves ,  l i b rar i es ,  museums) ,  j us t  as  In te rne t  rad i o  and  IP-T V 
i s  rep l ac i ng  the  t rad i t i ona l  broadcas t i ng  med i a?

tr a n s f o r m a t i o n s  o f  m e m o r y ’s  m a n d a t e 
f r o m  e n d u r a n c e  t o  i m m e d i a c y

I n  Gr i mmel shausen’s  f i c t i t i ous  nove l  Baron  Münchhausens  Aben -
teuer ,  the  sound  o f  a  t rumpet  wh i ch  i s  t rans i en t  by  de f i n i t i on  i s  be-
i ng  f rozen  l i ke  w i n ter  i ce ,  to  be  re l eased  i n  spr i ng  to  sound  aga i n . 
Presence  usua l l y  i s  be i ng  memor i zed  by  f reez i ng  the  s i tua t i on 
wh i ch  means  s tor i ng  or  f i x i ng  the  s i gna l s .  Record i ng  i s  conver t i ng 
a  t i me  func t i on  i n to  a  p l ace  func t i on  –  a  t rans format i on  i n to  a rch i -
va l  s ta tes .  Trad i t i ona l l y  nonhuman agenc i es  o f  memor y  such  as  a r-
ch i ves ,  l i b rar i es  and  museums  have  been  pers i s ten t  over  t i me  based 
upon  s tab i l i t y  o f  s torage  as  opposed  to  the  vo l a t i l i t y  o f  sub j ec t i ve 
or  co l l ec t i ve  memor y.  Bu t  the  presen t  a rch i va l  cond i t i on  i s  accom-
pan i ed  by  a  rad i ca l  t rans format i on  on  the  techno l og i ca l  s i de .  The 
un i ta r y  zero  /  one  process i ng  o f  a l l  k i nd  o f  da ta  w i th i n  one  meta-
med i um o f  d i g i ta l  compu t i ng  has  the  consequence  tha t  the  empha-
s i s  i s  no t  on l y  on  preser va t i on  o f  cu l tu ra l  her i tage  anymore ,  bu t  a l so 
on  i mmedi a te  c i rcu l a t i on  –  a  cybern i za t i on  o f  memor y  as  feedback 
opera t i ons .  Memor y  i n  the  age  o f  e l ec t ro-mathemat i ca l  med i a  has 
become t rans i tor y,  more  than  ever  known f rom so-ca l l ed  ora l  cu l -
tu res .  In  ana l ogy  to  Wal te r  O ng ’s  f amous  ana l ys i s * 1 7 ) ,  a  k i nd  o f  » sec-
ond  mem/ora l i t y«  takes  p l ace .

t h e  n e g e n t r o p i c  e f f o r t :  a r c h i v e s  a s 
e x t e n d e d  p r e s e n c e

Phys i ca l  en t ropy  has  been  the  sc ien t i f i c  j us t i f i ca t ion  o f  the  no t ion 
o f  an  emphat i c  t i me  ar row ( » progress«  respec t i ve ly  »evo lu t ion« )  i n 
h i s tor y  and  h i s tor i ca l  d i scourse .  Th i s  i s  cur ren t l y  be ing  rep laced  by 
a  f l a t ,  a l mos t  anachron i s t i c  tempora l i t y.  D ig i ta l  med ia  tend  to  d ives t 
themse l ves  compl e te l y  f rom the i r  mater ia l  body.  Th i s  t rans forma-
t i on  has  a  dramat i c  ep i s temol og i ca l  d imens ion :  The  c lass ica l  car r i -
er-based  arch i ve  (mater i a l  s torage)  becomes  an  e-mot iona l  a rch ive 
( i n  e l ec t ron i c  mot i on)  w i th  e l ec t romagnet ic  ephemera l i t y  and  la -
tency.  The  ga i n  o f  f l ex i b i l i t y  and  compu tab i l i t y  i s  pa id  w i th  a  loss  o f 
durab i l i t y.  When  years  ago  the  C ologne  Mun ic ipa l  Arch ive  bu i ld ing 
co l l apsed ,  i t  became apparen t  tha t  mos t  mater ia l  records ,  though 
be i ng  d i r ty  and  mu t i l a ted ,  sur v i ved  th i s  ca tas t rophe ,  as ton i sh ing ly 
res i s tan t  aga i ns t  the  pressure  o f  s tones  and  aga ins t  tempora l  en-
t ropy ;  the  same i s  s t i l l  t rue  for  mos t  ana logue  aud iov i sua l  s torage 
med i a  l i ke  ear l y  daguerreo types .  Once  the  s igna l s  mechan ica l l y 
engraved  (phonograph)  or  magnet ica l l y  embedded (magnetophon) 
on  mater i a l  car r i e r  has  been  t rans formed in to  d ig i ta l ,  immater ia l  i n -
format i on ,  i t  can  be  (v i r tua l l y  l oss less )  »m igra ted«  f rom one  s torage 
compu t i ng  sys tem to  another.  Permanence  and  arch iva l  endurance 
thus  i s  no t  be i ng  ach i eved  i n  the  t rad i t iona l  way  any  more  (wh ich 
has  been  monumenta l  f i xa t i on ,  s tas i s  so  fa r ) ,  bu t  by  dynamic  re-
f resh i ng .  The  no t i on  o f  » the  mater ia l «  becomes  dynamic  i t se l f  –  as 
i den t i f i ed  by  Henr i  Bergson . * 1 8)

So  fa r  the  essen t i a l  a rch i va l  des i re  has  been  a  negent rop ic  cu l tu r-
a l  e f fo r t  aga i ns t  cu l tu ra l  memor y  loss .  Bu t  phys ica l  records  them-
se l ves  –  be  i t  t ex t ,  sound ,  or  i mages  –  a re  sub jec t  to  en t ropy  wh ich 
the  human eye  and  ear  i mmedi a te ly  no t ices  –  e .g .  the  mater ia l  de te-
r i ora t i on  o f  Ed i son  sound  cy l i nders  and  magnet ic  v ideo  tapes .  Pro-
gress i ve l y,  such  records  became d i s -cont inued  f rom the  presen t .  I n 
con t ras t  to  th i s ,  a f te r  d i g i ta l i za t i on  ( sampl ing  in to  b inar y  symbols ) , 
a  new k i nd  o f  a rch i va l  permanence  i s  ach ieved :  As  code ,  records 
become a l mos t  t i me- i nvar i an t ,  sub la ted  f rom change ,  l ead ing  to 
ah i s tor i ca l  i mmedi acy  i n  the  moment  o f  re-p lay. *1 9)

fr o m  s p a c e - b a s e d  t o  t i m e - c r i t i c a l  a r-
c h i v e s :  k a i r o t i c  i n t e r n e t  t e m p o r ( e ) a l i t i e s

N owadays ,  w i th  the  d i rec t  coup l ing  o f  the  a rch ive  to  on l ine  com-
mun i ca t i on ,  a  reconnec t i on  o f  the  former ly  separa te  a rch ive  to  the 
cyberne t i cs  o f  the  presen t  takes  p lace ,  sh i f t i ng  the  a rch ive ’s  ep i s -
temol og i ca l  s ta tus  and  tempora l i t y.  Whi le  in  fo rmer  admin i s t ra t ion 
there  has  been  a  c l ear  separa t i on  be tween  the  reg i s te r  ( the  shor t-
t i me  depos i tor y  for  admi n i s t ra t i ve  records  wh ich  a re  no t  i n  cur ren t 
use  bu t  m i gh t  a t  any  moment  be  reac t i va ted  and  there fore  a re  kept 
i n  the  opera t i on  room i t se l f )  and  the  »arch ive«  (phys ica l l y  separa ted 
i n to  a  d i s tan t  p l ace  for  l ong- t i me  lega l  c la ims) ,  today  the  a rch ive 
merges  w i th  the  reg i s te r  i t se l f.  Th i s  compares  w i th  wha t  happens 
w i th i n  the  compu ter  i mposes  i t se l f :  I n  the  Cent ra l  Process ing  Un i t , 
» reg i s te rs «  ser ve  to  s tore  da ta  for  in te rmed iar y  ca lcu la t ions  –  no t  to 
be  ca l l ed  an  emphat i c  » memor y«  a t  a l l .  D i rec t l y  assoc ia ted  w i th  the 
C PU  bu t  externa l  to  i t  i s  the  work i ng  memor y  wh ich  s tores  a )  ac tua l 
p rograms  and  b)  the  da ta  to  be  processed ,  d iv ided  in to  ROM (Read 
O nl y  Memor y)  and  R AM (Random Access  Memor y) .
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I n  med ia  a rch ives  o f  sound  mov ing  images ,  once  the  car r ie rs  a re 
prov ided  w i th  a  t ime  code  for  non l inear  access  to  s ing le  f requen-
c ie s  and  even  ind iv idua l  p ixe l s ,  memor y  becomes  a  func t i on  o f  i t s 
t e chno-mathemat ica l  encod ing  and  compress ion .  Wi th  increa s ing 
d ig i t i za t ion  o f  t rad i t iona l  mater ia l  records ,  a rch ives  a re  becoming 
t ime-cr i t i ca l .  As  opposed  to  the  procedures  in  the  ins t i tu t iona l  a r-
ch ive ,  the  t ime  i t  t akes  for  access  to  records  in  the  e lec t ron ic  a r-
ch ive  shr inks  to  a  momentar y  f l ash .  The  new focus  o f  a rch iva l  the-
o r y  i s  i t s  tempora l  d i spos i t ion .  H is tor ica l  memor y  t rans for ms  in to 
a rch iva l  addresses  (and  more  prec i se ly  URLs) .  Accord ing  to  M a r-
s ha l l  Mc luhan  th i s  i s  due  to  the  fac t  tha t  a rch ives  and  l ib ra r ies  a re 
no  longer  based  on  the  Gu tenberg  Ga laxy  o f  s ta t i c  text s  bu t  i n  the 
age  s t reaming  e lec t rons  and  b i t s  become the  f l u id  techn ic a l  cond i -
t io n  o f  i ns tan t  memor i sa t ion . 

From a  med ia-archaeo log ica l  po in t  o f  v iew,  the  t rad i t iona l  a rch ive 
i s  decons t ruc ted  by  the  imp l ica t ions  o f  on l ine  techn ique s .  S ince 
an t iqu i ty  and  the  Rena i ssance ,  mnemotechn ica l  s torage  ha s  l i nked 
me mor y  to  space .  Bu t  nowadays  the  res iden t ia l  a rch ive  a s  per-
manent  s torage  i s  be ing  rep laced  by  dynamic  tempora l  s tora ge , 
t he  t ime-based  arch ive  as  a  topo log ica l  p lace  o f  permanent  da ta 
t rans fer.  Cr i t i ca l l y  the  a rch ives  t rans forms  f rom s torage  spa ce  to 
s t o rage  t ime ;  on ly  processua l l y  i t  can  dea l  w i th  s t reaming  da ta  in 
e le c t ron ic  sys tems .  The  arch iva l  da ta  lose  the i r  spa t ia l  immobi l i t y 
t he  moment  they  a re  prov ided  w i th  a  t ru l y  med ia- tempora l  i ndex . 
In  c losed  c i rcu i t s  o f  ne tworks ,  the  u l t ima te  c r i te r ion  for  the  a rch ive 
–  i t s  separa tedness  and  d i scon t inu i t y  f rom ac tua l  opera t i v i t y  –  i s 
no t  g iven  any  more .  The  essen t ia l  f ea ture  o f  ne tworked  compu t ing 
i s  i t s  dynamic  connec t i v i t y.  Cyperspace  i s  an  in te rsec t ion  o f  mo-
b i le  e lements ,  wh ich  can  be  t rans fer red  by  a  ser ies  o f  a lgor i thmic 
o pe ra t ions .  In  e lec t ron ic ,  d ig i ta l  med ia ,  the  c lass ica l  p ra c t ice  o f 
t en ta t i ve ly  e terna l  s torage  i s  be ing  rep laced  by  dynamica l  s tora ge 
»o n  the  f l y« .  C lass ica l  a rch iva l  memor y  has  never  been  in te ra c t i ve , 
w he reas  documents  in  ne tworked  topo log ies  such  as  Web 2 .0  be-
co me t ime-cr i t i ca l  fo r  user  feedback .

Whi le  emphat ic  memor y  t ransmiss ion  over  t ime  for  re leva n t  re-
co rds  has  been  t rad i t iona l l y  based  on  the  a rch ive ,  e lec t ron ic  l i ve 
t ransmiss ion  med ia ,  per forming  commun ica t ion  across  spa ce ,  by 
de f in i t ion  o f  the i r  s igna l s  have  been  essen t ia l l y  memor y- l ess .  Th i s 
aga in  changed w i th  d ig i ta l  commun ica t ion  wh ich  no t  on ly  requ i res 
in t e rmed iar y  m icro-s torage  in  the  ver y  na ture  o f  d ig i ta l  ca lcu la t ion 
bu t  a l so  s tores  da ta  on  ser vers  to  ne tworked  access .  In  the  f u ture 
t hough ,  the  Rea l -Time Web w i l l  be  a  se t  o f  techno log ies  and  pra c-
t i ces  wh ich  enab le  users  to  rece ive  in format ion  as  soon  as  i t  i s  cod-
ed ,  » ra ther  than  requ i r ing  tha t  they  or  the i r  so f tware  check  a  source 
pe r iod ica l l y  fo r  upda tes . « *20) Search  mach ines  l i ke  Goog le  a l rea dy 
pe r form such  rea l - t ime  ana lys i s  based  on  g ian t  ser vers  f a rms  w h ich 
re presen t  the  un iversa l  a rch ive  o f  web  s i tes  a l ready.  Tak i ng  p la ce 
in  and  be ing  connec ted  to  » jus t- in- t ime«  sys tems ,  techno log ies  o f 
me mor y  become ( t rans- )miss ion  cr i t i ca l .  Wi th  ins tan t  messa g ing , 
t he  message  o f  the  med ium ( in  McLuhan’s  sense)  i s  immedia cy 
w h ich  i s  the  e f fec t  o f  co-presence  in  commun ica t ion :  cyber t ime 
w h ich  compresses  t ime  i t se l f. *21 )  The  long- t ime  chrono-empha s i s 
o f  a rch iva l  memor y  i s  thus  be ing  rep laced  by  ka i ro t ic  ins ta n ta n iz a -
t io n .  The  core  func t ion  o f  m i rco- tempora l  s torage  dev ices  i s  to  le t 
t he  da ta  immedia te ly  become pas t .  The  f igure  o f  t ime  he re  i s  the 
grammat ica l  » fu ture  in  the  pas t « ,  based  on  a  feedback  opera t ion .

c o n f l i c t i n g  a r c h i v a l  t e m p o r ( e ) a l i t i e s : 
s y m b o l i c  o r d e r  v e r s u s  o r d e r  i n 
f l u c t u a t i o n

D i f f e ren t  f rom the  t ra d i t iona l  sc r ip t-ba sed  ins t i tu t iona l  a rch i ve ,  the 
e lec t r i f i ed  a rch ive  ( a s  orga n ized  by  the  in te r ne t )  becomes  rad i ca l -
l y  tempora l i zed .  I t  i s  ra ther  hyper tempora l  tha n  hyperspa t i a l ,  be-
ing  ba sed  on  the  a es the t ic  o f  immedia te  f eedba ck ,  recyc l ing  and 
re f resh  ra ther  tha n  on  the  idea l  o f  locked-awa y  s tora ge  f or  e ter-
n i t y.  The  a es the t ics  o f  recyc l ing ,  sa mpl ing ,  a nd  cu l tu ra l  j ammi ng 
i s  a  d i rec t  f unc t ion  o f  the  open ing  a nd  o f  the  on l ine  ava i l a b i l i t y  o f 
mu l t imed ia  a rch ives .

Once  the  a rch ive  i s  coup led  to  the  on l ine  economy o f  t ime ,  such 
a  da ta  d i spon ib i l i t y  ha s  c rea ted  a  cyber ne t ic  sys tem o f  permanent 
recyc l ing  o f  the  immedia te  a nd  remote  pa s t . *22)

The  a ge  o f  e lec t r i c  med ia  genera ted  w ha t  the  a r t  wor ld  spot ted  as 
»F lux us« ,  l i t e ra l l y :  the  f low  ( inc lud ing  s tea dy-s ta te  in  f low  a nd  order 
by  d i sorder ) .  D oes  the  a rch ive  in  mot ion  lea d  to  F lux us?  Ins tead 
o f  ma na g ing  s ta t i c  words  a nd  ima ges ,  »F lux us«  in te r pre ts  l i f e  pr i -
ma r i l y  i n  te r ms  o f  mus ic :  over la yed  waves ,  resona nces ,  chang i ng 
pa t te r ns .  Le i f  Da h lberg  ( KTH Compu ter  S c ience  a nd  Communi ca-
t ion ,  S tock ho lm)  a c tua l l y  proposes  the  » s t rea ming  a rch ive« *23 ).  Wi th 
such  a rch ives- in-mot ion ,  a  prob lem rema ins :  How  ca n  the  concept 
o f  the  a rch ive  be  opened  to  »he terochron ic«  ex per imenta t i on  and 
a t  the  sa me t ime  f u l f i l  i t s  t ra d i t iona l  ta sk  o f  keep ing  a  we l l -de f i ned 
order  in ta c t  f o r  t ra nsmiss ion  in to  f u ture  memor y?  A s  symbol i c  or-
der  ( w h ich  a lwa ys  a l rea dy  imp l ies  the  ma ch in ic *24)) ,  a rch ives  a re  no 
t ime  ma ch ines  a t  a l l .  They  need  exter na l  tempora l i z a t ion  to  gener-
a te  a  sense  o f  h i s tor y.  From a rch iva l  s ta t i s t i cs  ( memor y  based  on 
scr ip tura l  a rch ives ,  l i s t i ngs ,  a nd  cha r t s  a s  d i s t r ibu t ion  in  space) 
we  move  to  s tocha s t ic  t ime  ser ies  a na lys i s  ( dyna mic  remembrance 
ba sed  on  a lgor i thmic  s igna l  a na lys i s  o f  tempora l  ser ies ) . *25)

A s  long  a s  the  a rch iva l  records  cons i s t  o f  s t r ings  o f  symbols  ( i .  e .  a l -
pha bet ic  w r i t i ng) ,  a  cogn i t i ve  d i s ta nce  –  in  sp i te  o f  the  a ura t i c  qua l -
i t i es  o f  ha ndw r i t ten  ma nuscr ip t s  or  a u togra phs  –  ca n  be  more  or 
less  kep t ,  s ince  a n  a c t  o f  decod ing  ha s  to  ta ke  p la ce  w h ich  invo l ves 
the  cogn i t i ve  a ppa ra tus .  Bu t  once  photogra phy  a nd  phonography, 
the  f i r s t  a ppa ra tus-ba sed  med ia  in  i t s  moder n  sense ,  beca me sub-
jec t  o f  the  a rch ive ,  the  sense-a f f ec t i ve ,  p resence-genera t ing  pow-
er *26) o f  s igna l -ba sed  med ia  cu ts  shor t  the  d i s ta nce  w h ich  i s  a  pre-
requ i s i te  f o r  h i s tor ica l  a na lys i s ,  i n  f avour  o f  mnemon ic  immedi acy 
–  the  e lec t r i c  shock .

A rch ives  emerged  w i th  the  symbol ica l  code  o f  w r i t i ng .  The  sym-
bo l ica l  code  ca n  be  t ra nsmi t ted  ( now  »migra ted« )  w i th  a  h i gh  de-
gree  o f  f ide l i t y  i n  copy ing ,  rega rd less  the  ma ter ia l  suppor t .  Thus 
the  symbol ic  code  ( l i ke  the  gene t ic  code) ,  esp .  i n  the  a lphabet ,  i s 
mos t l y  i nva r ia n t  towa rds  h i s tor ica l ,  i .e .  en t rop ica l  t ime .  D ig i ta l  da ta , 
w h ich  i s :  » i n f or ma t ion« ,  per  de f in i t ionem ( Nor ber t  Wiener )  a re  ne i -
ther  ma t te r  nor  energy. * 27 )

Cent ra l  to  s t rea ming  med ia  a re  the  a lgor i thms  w h ich  proce ss  and 
compress  d ig i ta l  med ia  f or ma ts  l i ke  sound  a nd  mov ing  ima ge s ;  such 
a lgor i thms  a re  the  rea l  a rch ive  ( the  cond i t ion)  o f  the  d ig i ta l  age . 
D ocumenta r y  sc ience  there f ore  ha s  deve loped  the  no t ion  o f  » l og i -
ca l  p reser va t ion« *28).  At  the  sa me t ime ,  i t  i s  sea rch  a lgor i thms  and 
o ther  a na ly t i c  too l s  w h ich  se t  a n  a rch ive  o f  d ig i ta l  da ta  in  mot i on 
a s  opposed  to  the  meta da ta  or ien ta t ion  f or  c la ss ica l  a rch iva l  o rder.

a g a i n s t  i m m e d i a t e  a c c e s s : 
a r c h i v a l  r e s i s t a n c e

Wi th  a l l  t ha t  ge t t i ng- i n-mot i on  o f  the  t rad i t i ona l  a rch i ves ,  l e t  me 
t r y  a  counter-ana l ys i s  o f  a rch i va l  i ns i s tence  as  res i s tance .  The  ar-
ch i ve  mi gh t  now as  a  re t ro-e f fec t  red i scover  i t s  v i r tue  as  i ns t i tu t i on-
a l  monument :  to  i n te r rup t  the  ever-speed i ng  c i rcu l a t i on  and  e l ec-
t ron i c  economy,  to  a r res t  and  f i x  and  ma i n ta i n  chosen  i tems ,  thus 
tu rn i ng  f l oa t i ng  records  f rom re l a t i ona l  documents  ( f i l es ,  da ta )  i n to 
d i scre te  monuments  aga i n ,  as  epoché  taken  ou t  o f  t i me .  Arch i ves 
o f  phys i ca l  memor y  med i a  (paper  records ,  photograph i c  nega t i ves , 
phonograph i c  Ed i son  cy l i nders  and  gramophone  d i scs ,  ce l l u l o i d 
f i l m ,  aud i o  and  v i deo  magnet i c  tape)  ask  for  l i m i ta t i ons  on  access 
no t  j us t  because  o f  the i r  mater i a l  f rag i l i t y  bu t  fo r  ep i s temol og i ca l 
p ro tec t i on  aga i ns t  i mmedi a te  consumpt i on . * 29) 

E mphat i c  s torage  wa i t i ng  for  ( re- )c i rcu l a t i on  be l ongs  to  the  l og i c 
o f  l a te  cap i ta l i sm and  thus  i s  par t  o f  a  memor y  economy.  In  a  con-
t ra r y  way,  a  v i r tue  o f  the  t rad i t i ona l  a rch i ve  has  been  exac t l y  tha t 
i s  was  ou ts i de  (h i s tor i ca l )  t i me .  Th i s  re fug i um,  th i s  tempora l  ex i l e 
f rom h i s tor y,  i s  i n  f ac t  a  k i nd  o f  a rch i va l  res i s tance  aga i ns t  com-
p l e te  mob i l i t y  wh i ch  i s  the  s i gna ture  o f  modern i s t  d i scourse .  The 
o l d  i ns t i tu t i ona l  a rch i ve  ser ved  as  a  bedrock  aga i ns t  the  compl e te 
mob i l i za t i on  o f  records ,  as  opposed  to  d i s t r i bu ted  d i g i ta l  a rch i ves 
and  the i r  open  access  i n  the  In terne t  o f  today.  More  and  more ,  a r-
ch i ves  f i nd  themse l ves  bo th  i ns i de  and  ou ts i de  the  Web 2 .0  or  » so-
c i a l  Web«  economy.  A  gap  opens  be tween  the  necess i t y  fo r  a rch i -
va l  ser v i ces  to  the  pub l i c  versus  de fend i ng  arch i va l  secrecy  ( the 

a rcanum)  aga i ns t  the  d i scurs i ve  ty ranny  o f  open  access .  Wi th  i t s 
becomi ng  e l ec t ron i ca l l y  on l i ne  the  a rch i ve  i s  be i ng  depr i ved  f rom 
i t s  t rad i t i ona l  power :  i t s  » pr i vacy«  i n  the  l i t e ra l  sense ,  i t s  secrecy 
f rom pub l i c  d i scourse .  The  former  a rch i vum secre tum (be  i t  i n  the 
Roman Vat i can ,  be  i t  i n  the  case  o f  the  Pruss i an  S ta te  Arch i ves)  i s 
no t  j us t  an  o l d-aged  power  i ns t rument  to  be  overcome i n  f avour 
o f  i mmedi a te  access .  The  ac tua l  a rch i va l  secrecy  i s  o f  a  new k i nd , 
h i dden  i n  techno l ogy  i t se l f.

t h e  s o u n d  o f  t h e  a r c h i v e :  s i l e n c e

Let  us  f i na l l y  l i s ten  to  the  sound  o f  the  a rch i ve .  The  t rad i t i ona l  sono-
spher i c  exper i ence  i n  rea l  a rch i ves  i s  s i l ence ;  h i s tor i ca l  i mag i na t i on 
(as  expressed  by  the  Romant i c  French  h i s tor i an  J u l es  Mi che l e t * 3 0)) 
though  ha l l uc i na tes  the  vo i ces  o f  the  dead .  What  i s  the  sound  o f  s i -
l ence?  A l ber t  Mayr  who ca l l s  h i mse l f  a  » t i me  des i gner«  i s  compos-
i ng  mus i c  w i th  s i l ence  as  the  essen t i a l  e l ement ;  J ohn  C age ’s  f amous 
p i ece  for  p i ano  was  (non-)p l ay i ng  4 ’33  mi nu tes  o f  s i l ence .  Pure  en-
durance  i s  a  Bergsonean  t i me  wh i ch  passes .  Whi l e  an  empty  space 
w i th i n  a  pa i n t i ng  pos i t i ve l y  endures  w i th  t i me ,  s i l ence  i n  acous t i cs 
i s  a l ways  a  tempora l  ( though  nega t i ve)  even t  i t se l f.  H i s tor i ans  w i l l 
a l ways  remi nd  us  tha t  there  i s  no  unmed i a ted  access  to  the  pas t . 
Bu t  i n  the  nega t i ve  sound  o f  the  a rch i ve ,  i t s  s i l ence ,  we  l i s ten  to  the 
pas t  i n  i t s  t rues t  a r t i cu l a t i on .  Le t  us  pay  respec t  to  absence  i ns tead 
o f  conver t i ng  i t  i n to  the  spec t res  o f  a  f a l se  memor y.

S i nce  20 03  Wo l f g a n g  e r n s t  i s  Fu l l  Pro fessor  for  Med i a  Theor i es 
a t  Humbol d t-U n i vers i t y  Ber l i n .  H i s  ma i n  research  focus  covers  me-
d i a  a rchaeo l ogy  as  method ,  a  theor y  o f  techn i ca l  s torage  ,  techno l -
og i es  o f  cu l tu ra l  t ransmi ss i on ,  t i me-spec i f i c  techn i ca l  aes the t i cs , 
and  sound  f rom a  med i a-ep i s temol og i ca l  po i n t  o f  v i ew ( » son i c i t y« ) .

* 1 )  Th i s  text  i s  based  on  argu m en ts  wh ic h  have  be e n  d i s cuss e d  a t  t he  co n fe re nce 
 Tec h n o log ies  o f  Mem or y  (w i th in  th e  »Arch ive  in  M o t io n«  re s e arch  pro je c t )  o n 
 Dec em ber  9/ 1 0,  20 1 1 ,  a t  th e  Nat ion a l  L ibrar y  in  Os lo.
* 2)  O n  su c h  » h e tero top ic «  agen c ies  see  Miche l  Fo ucau l t ,  D e s  e s pace s  au t re s  [ * 1 967] ,
 i n :  A rc h i tec tu re .  Mou vem en t ,  Con t in u i t é ,  no.  5,  Oct o be r  1 984,  page  46 – 49;  o n 
 spa t io- tem pora l  » c h ron otopes«  see  th e  w r i t i ngs  o f  M icha i l  Bach t in .
* 3)  Bar r y  Tru ax ,  Ac ou s t ic  Com m u n ic a t ion ,  No r wo o d ,  N .  J . :  Ab lex ,  1 984,  page  1 15.
* 4)  For  a  s im i la r  approac h ,  see  S teve  Good man ,  T he  Ont o lo gy  o f  Vibra t io na l  Fo rce ,  i n : 
 sam e au th or,  Son ic  War fare .  Sou n d ,  Af fe c t  and  t he  Eco lo gy  o f  Fe ar ,  Cambr idge , 
 Mass . :  MI T  Press ,  2009,  page  81 – 84.
* 5 )  See  L ev  Man ov ic h ,  Da ta  ban k  as  Sy m bo l ic  Fo rm,  in :  s ame  au t ho r,  T he  Language  o f 
 New Media ,  Cam br idge ,  Mass . :  MI T  Pre ss ,  200 1 ;  Vic t o r ia  Ve s na ,  Da tabas e 
 Aes th e t ic s .  A r t  i n  th e  Age  o f  I n form at io n  Ove r f low ,  M inne apo l i s :  Un ive rs i t y  o f 
 Min n esota  Press ,  2007.
* 6)  See  Fr i t z  He ider,  D in g  u n d  Med iu m ,  in :  Sympo s io n ,  Vo l .  1 ,  No.  2  ( 1 927 ) , 
 page  1 09 –1 57 ( t ran s l .  1 959 as  Th in g  and  M e d ium) .
* 7 )  A l lan  Sek u la ,  Th e  B ody  & th e  A rc h ive ,  i n :  Oct o be r ,  Vo l .  39 ( 1 986) , 
 page  3 – 64 (5 8) .
* 8)  Mic h e l  Fou c au l t ,  A rc h aeo logy  o f  K n owle dge  [*Par i s  1 969] ,  Lo ndo n/New  Yo rk : 
 Rou t ledge  Class ic s ,  2002,  » I n t rodu c t io n« ,  page  3 – 1 9  (7 f ) .
* 9)  Th om as  R ic h ards ,  A rc h ive  an d  Utop ia ,  i n :  Re pre s e n ta t io ns  37 ,  Win t e r  1 992, 
 page  1 04 – 1 35  ( 1 25 ) .
* 1 0)  Haro ld  I n n i s ,  Th e  B ias  o f  Com m u n ic a t io n ,  To ro n t o :  Un ive rs i t y  o f  To ro n t o 
 Press ,  1 99 1 .
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 I ssu e« ,  t ran s la t ion :  J im  B oek b in der ) .
* 1 3)  Fran k  Kess le r  an d  Mik ro  Tob ias  Sc h ä fer,  Nav iga t ing  Yo uTube :  Co ns t i tu t ing  a  H ybr id
 I n form at ion  Man agem en t  Sys tem ,  in :  Pe l le  Sn ickars  and  Pa t r ick  Vo nde rau  (e ds . ) , 
 Th e  You Tu be  Reader ,  S toc k h o lm :  Nat io na l  L ibrar y  o f  Swe de n ,  2009,
 page  275 – 292 (276) .
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 Ju l y  1 945.
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* 1 6)  See  Wen dy  Ch u n ,  Th e  En du r in g  Eph eme ra l ,  o r  T he  Fu ture  I s  a  M e mo r y,  i n : 
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* 1 9)  O n  th e  c u r ren t  » a tem pora l «  c u l tu ra l  c ond i t io n ,  s e e  S imo n Re yno lds ,  Re t ro man ia . 
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Wi th i n  the  semant i cs  o f  commerc i a l  aud i o,  the  remas ter i ng  process 
opera tes  as  an  umbre l l a  te rm somewhere  be tween  mas ter i ng  ( the 
ac t  o f  p repar i ng  a  f i na l i zed  aud i o  produc t i on)  and  remi x i ng  (a  re-
i mag i n i ng  o f  a  song  or  compos i t i on  th rough  son i c  and  s t ruc tura l 
man i pu l a t i on) .  At  i t s  core ,  a  » remas ter«  i s  mos t  commonl y  under-
s tood  as  a  we l l - i n ten t i oned  res tora t i on  o f  an  a rch i va l  record i ng  tha t 
preser ves  the  charac ter  and  i n tegr i t y  o f  the  or i g i na l .  However,  th i s 
premi se  has  over  the  years  been  demons t rab l y  prone  to  cer ta i n  p i t-
fa l l s  and  i n te rpre t i ve  deve l opments .

As  record  compan i es  se t  abou t  c rea t i ng  d i g i ta l  mas ters  d i rec t l y 
f rom or i g i na l  LP  and  ana l ogue  tape  mas ters  dur i ng  the  f i r s t  wave 
o f  C D produc t i on ,  they  empl oyed  f l a t  equa l i za t i on ,  p roduc i ng 
what  were  i n  essence  non-man i pu l a ted  d i g i ta l  cop i es  o f  or i g i na l 
ana l ogue  record i ngs .  However,  these  ear l y  C Ds  were  o f ten  heav i l y 
c r i t i c i zed  due  to  the  fac t  tha t  LP  and  tape  mas ters  were  opt i m i zed 
for  the  ana l ogue  format  and  no t  the  spec i f i ca t i ons  o f  a  d i g i ta l  me-
d i um.  I t  was  no t  uncommon for  ear l y  C D re- i ssues  to  be  l abe l ed 
w i th  the  fo l l ow i ng  pub l i c  d i sc l a i mer :

»The  mus i c  on  th i s  C ompact  D i sc  was  or i g i na l l y  recorded  on 
 ana l ogue  equ i pment .  We have  a t tempted  to  preser ve ,  as  c l ose l y  as 
poss i b l e ,  the  sound  o f  the  or i g i na l  record i ng .  Because  o f  i t s  h i gh 
reso l u t i on ,  however,  the  C ompact  D i sc  can  revea l  l i m i ta t i ons  o f  the 
source  tape . «

The  s ta tement ,  much  l i ke  cur ren t  deba tes  be tween  HD v i deo  and 
ce l l u l o i d ,  i mp l i ca tes  the  h i gh  reso l u t i on  o f  a  d i g i ta l  sys tem as  the 
source  for  expos i ng  prev i ous l y  unperce i ved  er rors  i n  the  med i um. 

Whi l e  there  was  an  i nheren t  techn i ca l  t ru th  i n  the  d i sc l a i mer,  i t  was 
o f ten  empl oyed  as  a  conven i en t  excuse  for  l abe l s  l ook i ng  to  cu t 
corners  i n  produc t i on .  For  exampl e ,  the  h i gh  reso l u t i on  o f  C Ds  was 
b l amed for  genera l  bad  prac t i ce ,  such  as  us i ng  tape  casse t te  cop i es 
o f  a l bums  as  source  mater i a l  fo r  d i g i ta l  t rans fers .  I n  para l l e l ,  i n  the 
rush  to  br i ng  C Ds to  marke t  i n  th i s  ear l y  per i od ,  record  compan i es 
o f ten  worked  w i th  cheap  chemi ca l  produc t i on  processes  tha t  l ed  to 
l ow-qua l i t y  phys i ca l  C Ds .  When  coup l ed  w i th  the  prob l ems  o f  ear l y 
genera t i on  C D p l ayers  w i th  pr i m i t i ve  ana l ogue- to-d i g i ta l  conver t-
ers ,  th i s  c rea ted  resu l t s  tha t  were  w i de l y  regarded  as  sound i ng 
both  br i t t l e  and  ho l l ow.  I t  was  on l y  i n  the  mi d-1 98 0 s ,  when  d i g i ta l 
techno l ogy  had  deve l oped  and  the  C D marke t  had  grown ,  tha t  re-
cord  compan i es  s ta r ted  mas ter i ng  spec i f i ca l l y  fo r  the  C D format .  I t 
was  a t  th i s  t i me  tha t  the  ac t  o f  p roduc i ng  a  spec i a l i zed  d i g i ta l  C D 
mas ter  f rom or i g i na l  ana l ogue  record i ngs  resu l ted  i n  wha t  i s  now 
w i de l y  unders tood  as  » d i g i ta l  remas ter i ng« .

C ommerc i a l l y,  the  po ten t i a l  o f  the  d i g i ta l  remas ter  prov i ded  s i g-
n i f i can t  oppor tun i t i es  fo r  record  compan i es .  As  a  resu l t  o f  ear l y 
remas tered  a l bums  crea t i ng  b l ockbus ter  sa l es ,  l abe l s  rea l i zed  tha t 
re- i ssued  arch i va l  record i ngs  f rom the i r  back  ca ta l ogues  were  i n 
f ac t  capab l e  o f  compet i ng  w i th  new re l eases  i n  the  marke tp l ace . 

Hence  f rom the  mi d-1 98 0 s  onwards ,  the  ma jor  l abe l s  looked  to 
cap i ta l i ze  on  the i r  commerc i a l  l i b rar ies ,  rev i s i t i ng  c lass ic  re leas-
es  f rom the  l i kes  o f  K i ss ,  The  Bea t les ,  Led  Zeppe l in ,  and  the  Ro l l -
i ng  S tones ,  o f fe r i ng  fans  the  oppor tun i ty  to  exper ience  what  were 
marke ted  as  super i or  record i ngs  to  the  prev ious ly  ava i l ab le  d i rec t 
ana l ogue  t rans fer red  C D re l eases .  The  process  was  de f ined  as  pro-
v i d i ng  res tora t i on  to  the  ana l ogue  mas ters  and  cr i sper,  h igher  res-
o l u t i on  record i ngs ,  w i th  a  focus  p laced  on  no i se  reduc t ion  and  a 
cosmet i ca l l y  c l eaner  sound .

However,  by  the  ear l y  1 990 s ,  remas ter ing  had  become an  accepted 
i ndus t r y  prac t i ce ,  and  grea ter  consumer  pressure  mounted  for  re-
mas tered  a l bums  to  be  ab l e  to  j us t i f y  the i r  ex i s tence  and  commer-
c i a l  va l ue .  There  emerged  an  expec ta t ion  tha t  these  re leases  wou ld 
presen t  aud i b l e  deve l opments  and  enhancements  f rom not  on ly  the 
or i g i na l  ana l ogue  mater i a l ,  bu t  a l so  prev ious ly  remas tered  vers ions 
o f  the  same record i ng .  Wi th i n  th i s  con text ,  the  s tud io  eng ineers  re-
spons i b l e  for  remas ter i ng  came under  grea ter  pub l ic  pressure  to 
tang i b l y  j us t i f y  the i r  work .  I t  was  w i th in  th i s  c r i t i ca l  moment  tha t 
an  evo l u t i on  o f  remas ter i ng  prac t ice  occurred ,  mov ing  beyond i t s 
prev i ous  foundat i on  o f  res tora t i on  and  t ransparency  and  sh i f t i ng 
towards  an  i n te rpre t i ve  method  o f  re t rea tment  tha t  se t  ou t  i ns t inc-
t i ve l y  to  genera te  more  demons t ra t i ve  aes the t ic  resu l t s .

O ne  o f  the  mos t  con t rovers i a l  con temporar y  remas ter ing  methods 
to  emerge  f rom th i s  per i od  was  the  app l ica t ion  o f  aud io  compres-
s i on .  C ompress i on  has  been  employed  in  recen t  years  as  a  means 
to  boos t  the  overa l l  perce i ved  l oudness  o f  record ings  by  squeez ing 
the  aud i o  s i gna l  i n to  a  dynami ca l l y  f l a t te r  ye t  compara t i ve ly  louder 
mas ter.  E xcess i ve  compress i on  i s  app l ied  to  con temporar y  pop  mu-
s i c  to  genera te  max i mum i mpact  dur ing  p layback  on  mp3 p layers 
and  s te reo  sys tems .  The  i n f l uence  th i s  has  had  on  the  remas ter ing 
process  has  been  the  emergence  o f  heav i l y  compressed  re- i ssues , 
such  as  remas tered  a l bums  by  N i r vana ,  The  S tooges ,  and  Meta l l i -
ca ,  reeng i neered  to  be  capab l e  o f  compet ing  w i th  the  overa l l  loud-
ness  o f  con temporaneous  pop  and  rock  records .  Th i s  method  was 
genera l l y  mos t  preva l en t  i n  remas ters  o f  rock  and  pop  a lbums  tha t 
were  focused  on  son i c  i mpac t  and  h igh  energy,  and  i t  s ign i f i can t-
l y  a f fec ted  genres  such  as  meta l ,  punk ,  hard  rock ,  i ndus t r i a l ,  and 
h i p-hop.  Mos t  no tab l y,  The  S tooges ’  1 997 remas ter ing  o f  the  cu l t 
a l bum Raw Power  was  no tor i ous  for  i t s  re len t less  use  o f  compres-
s i on  tha t  resu l ted  i n  a  v i r tua l l y  f l a t  wave form and  one  o f  the  loud-
es t  C Ds  ever  made .

From a  techn i ca l  po i n t  o f  v i ew,  compress ion  works  as  a  prac t ica l 
too l  fo r  boos t i ng  l eve l s  on  record ings .  However,  compressors  u l -
t i mate l y  have  to  make  a  t rade-o f f,  and  th i s  comes  in  the  form o f 
dynami c  range ,  the  aud i b l e  d i f f e rence  be tween  loud  and  qu ie t  e l -
ements  w i th i n  a  m i x ,  wh i ch  i s  l os t  as  the  aud io  s igna l  i s  squashed 
i n to  a  f l a t te r  wave form tha t  sounds  louder  bu t  u l t ima te ly  possesses 
d i m i n i shed  overa l l  dynami cs .  The  resu l t  o f  excess ive  compress ion 
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S i nce  t he  es tab l i shment  o f  the  Compact  D isc  as  a  
s tand ard ized  d ig i ta l  med ia  format ,  the  mus ic  indus t r y 

h a s  b een  p reoccup ied  w i th  the  poss ib i l i t i es  o f  remas ter-
i ng .  T he  p rac t ice  in i t i a l l y  s temmed f rom the  sw i tchover 
f rom p rod uc ing  CDs by  d i rec t l y  t rans fer r ing  ana logue 

LP  and  tap e  mas ters  to  d ig i ta l ,  to  produc ing  d ig i ta l -
l y  op t im ized  CD mas ters .  Th i s  ac t  o f  t rans la t ion  was 

f ra med  as   » remas t er ing« ,  a  means  o f  descr ib ing  what  has 
s ince  d eve lop ed  in to  a  hybr id ized  prac t ice  o f  cosmet ic 
aud io  res t ora t ion ,  re-equa l i za t ion ,  and  the  in te rpre t i ve  

modern iza t ion  o f  mus ic .

d i G i ta l  a u d i o : 
r e m a s t e r i n G  &  r a d i c a l 

r e v i s i o n i s m  b y  pa u l  p u r G a s
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i n  remas ter ing  has  been  less  d imens iona l l y  r i ch  rev i s ions  o f  v in ta ge 
records ,  wh ich  o f ten  sound  sha l low when  compared  to  the i r  con-
s iderab ly  more  dynamic  or ig ina l  record ings  p layed  a t  equa l  l eve l s .

T he  secondar y  process  o f ten  excess ive ly  app l ied  w i th in  rema s ter-
ing  i s  equa l i za t ion .  In i t i a l l y  employed  as  a  means  o f  remov i ng  no i se 
and  h i ss  f rom ana logue  mas ters ,  i t  has  more  recen t l y  been  used  to 
impose  more  modern  tas tes  and  aes the t ics  on to  o ld  rec ord ings . 
T h i s  po ten t ia l  i n te rpre t i ve  reappra i sa l  o f  the  f requency  spec t r um 
u l t imate ly  l i es  in  the  hands  o f  the  remas ter ing  eng ineer,  and  the  ex-
t en t  to  wh ich  a  cosmet ic  enhancement  c rosses  over  in to  the  te r r i -
t o r y  o f  man ipu la t ion  i s  u l t ima te ly  dependent  on  the  persp ec t i ve  o f 
t h i s  i nd iv idua l .  Unwarran ted  or  excess ive  equa l i za t ion  and  br igh t-
en ing  are  s ign i f i can t  f ac tors  in  d i scern ing  why  cer ta in  rema s tered 
a lbums  by  bands  such  as  New Order,  The  Cure ,  and  B lack  S a bba th 
have  been  re jec ted  by  the i r  core  fan-base ,  w i th  compla in t s  ra ng ing 
f ro m a  loss  o f  or ig ina l  f ee l ing  to  more  ext reme reac t ions  p inpo in t-
ing  a  s te r i l e  and  homogen ized  sound .  In  the  case  o f  equa l i z a t ion , 
s pe c i f i c  f requenc ies  a re  e i ther  excess ive ly  removed or  boos ted , 
w h ich  can  in te r rup t  the  overa l l  son ic  s igna ture  and  ba lance  o f  the 
re cord ing  and  beg in  to  des t roy  the  pr imar y  essence  o f  the  or ig ina l .

See ming ly  in  compar i son  to  commerc ia l  pop  and  rock ,  the  i ssue  o f 
re mas ter ing  has  ra re ly,  un t i l  recen t l y,  been  a  po in t  o f  conce r n  w i th in 
e le c t ron ic  dance  mus ic .  The  genera l  p rac t ice  o f  the  re- i ssue  wa s 
focused  on  the  v iny l  12 ”  record ,  the  med ium o f  cho ice  for  DJs ,  a nd 
around  add ing  vo lume to  press ings  prev ious ly  cons idered  too  qu ie t 
fo r  c lub  p lay.  However,  some o f  the  mos t  ext reme man i fes ta t ions  o f 
re mas ter ing  techn iques  have  recen t l y  begun  to  emerge  w i th in  the 
s phere  o f  e lec t ron ic  dance  mus ic .

Ove r  the  l as t  f i ve  years ,  there  has  been  a  growing  nos ta lg ia  f o r 
rev i s i t i ng  ear l y  e lec t ron ic  dance  genres ,  such  as  Det ro i t  techno 
and  Ch icago house ,  par t l y  t r iggered  by  new you th  aud iences  d i s -
cover ing  th i s  mus ica l  l egacy.  These  c i rcumstances  have  c rea ted  a 
pro b lemat ic  f ramework  for  rev i s i t i ng  a rch iva l  record ings ,  i nc lud-
ing  many  f rom the  l a te  1 980s  h i s tor ica l l y  apprec ia ted  for  the i r  raw 
aes t he t ic  and  id iosyncra t ic  techno log ica l  p roduc t ion .  In  the  ca se 
o f  t he  recen t  Rush  Hour :  House  o f  Trax  remas ters  f rom Ch ica go 
house  labe l  Trax ,  the  complex i t i es  o f  rev i s i t i ng  the  pas t  th rough  the 
de mands  o f  the  presen t  have  produced  some notab ly  con t rover-
s ia l  ou tcomes .  Remas tered  Trax  re leases  s ign i f i can t l y  man ipu la ted 
t he  f requency  ba lance  o f  the  or ig ina l  record ings ,  c rea t ing  cr i sper 
t re b le  and  a  res i l i en t l y  dense  low end  prev ious ly  nonex i s ten t  i n  the 
mat er ia l ,  and  were  in ten t iona l l y  re-eng ineered  to  the  spec i f i ca t ions 
o f  cur ren t  h igh-reso lu t ion  d ig i ta l  c lub  soundsys tems  such  a s  the 
Funk t ion  One .  Whi le  commerc ia l l y  marke ted  as  remas ters ,  these 
re leases  s ign i f i can t l y  rev i sed  the  or ig ina l  record ings  th rough  the 
pe rspec t i ve  o f  a  con temporar y  dance  s tud io  eng ineer,  who  wou ld 
have  been  aware  o f  cur ren t  t rends  in  ext reme bass  produc t ion  a s 
we l l  as  con temporar y  genres  and  aud io  techno log ies .  Wi th in  these 
re mas tered  vers ions ,  the  app l ica t ion  o f  excess ive  equa l i za t ion  wa s 
s o  dominan t  as  to  quan t i f y  a  rad ica l  represen ta t ion  o f  the  or ig ina l 
re cord ings .  The  remas tered  records  were  thorough ly  d i s loca ted 
f ro m the  de f in ing  lo- f i  qua l i t y  o f  the  or ig ina l s ,  and  were  rendered 

in  the  ma nner  o f  prec i s ion-eng ineered  con tempora r y  house  and 
ba ss  mus ic .

Th i s  exa mple  i so la tes  the  complex  in te ra c t ion  in  the  remas ter i ng 
process  be tween  conser va t ion  o f  the  pa s t  a nd  the  des i re  f or  tech-
no log ica l  a nd  a es the t ic  moder n i ty.  D ra s t i c  methods  a re  perhaps 
due  to  the  ext reme son ic  dema nds  a nd  progress ion  o f  e lec t ron i c 
da nce  mus ic ,  a nd  the  evo lu t ion  o f  c lub  sound  sys tems ,  over  the 
more  s ta t i c  dema nds  o f  commerc ia l  pop.  Nonethe less ,  w ha t  emerg-
es  in  the  underground  sooner  or  l a te r  genera l l y  beg ins  to  man i fes t 
w i th in  the  cu l tu ra l  ma ins t rea m.  Ext reme rema s ter ing ,  w h i le  a t  p re-
sen t  seeming ly  i so la ted  to  underground  mus ic ,  ma y  we l l  l e ave  the 
door  open  f or  broa der  rev i s ion i s t  methods  in  mus ic ’s  f u tu re .

Th i s  s i tua t ion  demons t ra tes  tha t  the  re la t ionsh ip  be tween  a  mus i ca l 
pa s t  a nd  presen t  ha s  become seeming ly  unmoored .  There  i s  now 
a n  increa s ing ly  l iqu id  a nd  in te r pre t i ve  a pproa ch  to  the  t rea tment  o f 
pa s t  record ings  tha t  seems  des t ined  to  dr i f t  f u r ther  awa y  f rom any 
sense  o f  a  revered  or ig ina l  a r t i s t i c  record ing .  A rch iva l  remas ters 
a re  now  enga ged in  a  broa dened  d ia logue  tha t  embra ces  techno-
log ica l  a dva ncements  a nd  med ia  a es the t ics  a s  we l l  a s  consumer 
dema nds  a nd  w ider  cu l tu ra l  ta s tes ,  u l t ima te ly  c rea t ing  a  f eedback 
loop  be tween  the  pa s t  a nd  the  presen t .  Th i s  f eedba ck  e f f ec t  fo rms 
a  se t  o f  cond i t ions  l i ke ly  to  f u r ther  d i s lodge  the  a c t  o f  remas ter i ng 
f rom i t s  t ra d i t iona l  f ounda t ions  w i th in  a ud io  res tora t ion  a nd  keep 
sh i f t i ng  i t  i ncrementa l l y  c loser  towa rds  the  s ta te  o f  the  remi x .

Th i s  text  wa s  or ig ina l l y  w r i t ten  f or  the  on l ine  ma ga z ine  Aud i mat  
N°  1 .  ( S ee  pa ge  79 f or  f u l l  re f e rence) .

pa u l  p u r g a s  t ra ined  a s  a n  a rch i tec t  a nd  gra dua ted 
f rom the  Roya l  Co l lege  o f  A r t  i n  2 004.  He  ha s  cura t-

ed  con tempora r y  a r t  a nd  son ic  per f or ma nce  pro j ec ts 
f o r  Ta te  Br i ta in ,  Fr ieze  A r t  Fa i r,  Bo ld  Tendenc ies ,  and 
the  D e  La  Wa r r  Pav i l ion .  In  2 005  he  f ounded the  ex-
per imenta l  e lec t ron ics  pro jec t  Emptyse t  w i th  James 
Ginz burg .  They  a re  cur ren t l y  re lea s ing  ma ter i a l 
th rough  ra s ter-no ton  a nd  have  presen ted  pro jec ts  a t 
Kuns tha l le  Z ur ich ,  Unsound ,  the  V&A ,  a nd  A rch i tec-
ture  Founda t ion .

DJ s  remi x  the  pas t  i n to  the  presen t  as  they  cura te  a  con tempor i zed 
sense  o f  h i s tor y  f rom a  vas t  e l ec t ron i c  dance  mus i ca l  a rch i ve .  We 
have  been  danc i ng  to  recorded  mus i c  for  a  good cen tur y  now,  i n 
par t i cu l a r  to  j azz  and  R& B.  Th i s  was  i n tens i f i ed  a f te r  the  v i ny l  fo r-
mat  was  i n t roduced  by  C ol umbi a  dur i ng  the  l a te  1 940 s ,  mak i ng  re-
cord i ngs  l ess  vu l nerab l e  to  breakage  and  there fore  more  por tab l e 
than  the  br i t t l e  She l l ac  d i scs .  RCA-Vi c tor  adapted  th i s  i n  1 949 for 
the i r  45rpm 7 "  mus i c  s i ng l es ,  wh i ch  norma l l y  fea tured  one  t rack 

per  s i de  and ,  due  to  the  l a rge  ho l e  i n  the  mi dd l e ,  cou l d  be  used  i n 
a  j ukebox .  From rough l y  the  1 950 s  onwards ,  DJ s  i n  the  U K and  the 
U S s ta r ted  to  empl oy  the  dua l  tu rn tab l e  –  prev i ous l y  used  i n  c i ne-
mas  –  to  cura te  a  con t i nuous  sound t rack  for  the i r  danc i ng  crowds . 

Dur i ng  the  process  o f  m i x i ng  two record i ngs ,  the  th i rd  record  came 
i n to  ex i s tence .  For  exampl e ,  A l ber t  Gol dman repor t s  i n  h i s  1 978 
pub l i ca t i on ,  D i sco ,  how by  1 970  i n  N ew York ,  the  I ta l i an-Amer i can 
DJ  Franc i s  Grasso  mi xed  two over l app i ng  record i ngs  w i th  the  use 
o f  a  mon i tor  headphone .  In  1 982,  Dav i d  Toop noted  i n  Rap  At tack 
how h i p-hop  DJ s  mi xed  the  i ns t rumenta l  sec t i ons  o f  a  pop  song , 
» cu t t i ng  be tween  the  same few bars  on  two tu rn tab l es ,  ex tend i ng 
the  break  i n to  an  i ns t rumenta l .  O ne  copy  o f  a  record  –  forge t  i t . « * 1 )

Together  w i th  the  nar ra t i ve  s t ruc ture  o f  the  mus i c  se l ec t i on ,  the 
th i rd  record  i s  the  nomad i c  component  o f  the  DJ ’s  cura tor i a l  p rac-
t i ce ,  i n  the  sense  tha t  i t  i s  an  i mprov i sa tor y  m i x ,  a  f l ee t i ng  au then-
t i c  moment  o f  i n te rac t i on  be tween  the  var i ous  e l ements  tha t  make 
up  a  dance  n i gh t :  the  dancers ,  the  space ,  the  moment ,  the  DJ,  the 
a rch i ve  o f  ava i l ab l e  record i ngs .  O ver  the  years ,  DJ s  have  exp l ored 
a  var i e ty  o f  nar ra t i ve  s t ra teg i es ,  f rom the  hedon i s t i c  f l ow o f  funky 
d i sco  and  the  sp i r i tua l  repe t i t i on  o f  t rance  dance  to  the  an tagon i s t i c 
mus i ca l  rup ture  tha t  can  be  heard  i n  rap ,  tu rn tab l i sm ,  and  reggae 
sound  c l ashes .  Dur i ng  these  genre  spec i f i c  techn i ques ,  the  a rch i -

va l  pas t  o f  recorded  mus i c  i s  brought  in to  the  presen t  and  in to  the 
embod i ed  presence  o f  the  dance  f loor. 

S i nce  the  1 970 s ,  dance f l oor- f r i end ly  ( re )mixes  a re  produced  to 
b l end  i n  w i th  the  mus i c  m i x  o f  a  par t i cu la r  DJ,  su i t i ng  the  tas tes 
o f  the i r  spec i f i c  dance  crowds .  Accord ing  to  D ick  Hebd idge  in 
C u t ’n ’Mi x ,  reggae  sound  sys tems  in  K ings ton ,  Jama ica  upped the 
compet i t i on  aga i ns t  each  o ther  by  in t roduc ing  the  produc t ion  o f 

un i que  dubp l a tes ,  p i oneered  by  K ing  Tubby  f rom 1 968 onwards .  In 
a  para l l e l  wor l d  o f  N ew York  d i sco theques ,  the  12"  d i sco  s ing le  de-
ve l oped  as  a  DJ  too l  and  became commerc ia l l y  ava i l ab le  by  1 976. 
S tems  o f  voca l s  and  i ns t rumenta l  t racks  a re  mixed  by  the  DJ/Pro-
ducer  to  emphas i ze  rhy thm sec t i ons ,  cu t  and  g iven  a  new spot  in  the 
mus i ca l  s t ruc ture ,  and  combi ned  w i th  new ins t rumenta t ion  to  con-
tempor i ze  the  overa l l  son i c  texture .  Such  mus ic  produc t ion  prac t ic -
es  genea l og i ca l l y  connec t  spec i f i c  con temporar y  dance  mus ic  gen-
res  to  re l evan t  DJ  cu l tu res  o f  the  pas t  –  fo r  example ,  UK breakbea t 
DJ s  s t i l l  work  w i th  the  dubp l a te ,  even  i f  th i s  ex i s t s  as  a  d ig i ta l  f i l e  i n 
the  possess i on  o f  one  DJ  or  DJ  team.  Yet ,  as  the  economic  we igh t 
may  be  more  i n  the  aura t i c  exp l o i ta t ion  o f  s tud io  record ings  than 
i n  the  au then t i c  DJ  per formance ,  remixed  back  ca ta logues  can  be 
cyn i ca l l y  exp l o i ted  to  engage  crowds  o f  thousands . 

Genre  bend i ng ,  t ranscu l tu ra l  sample  hopp ing ,  sur f ing  ocean ic 
waves  o f  an  ever-growi ng  arch i ve  o f  recorded  sounds ,  the  c rea t i ve 
po ten t i a l  fo r  remi x  re-combi na t i on  i s  vas t ,  ye t  l im i ted  by  marke t  and 
i ndus t r y  demands .  A  br i e f  rappade l ic  rad io  mix  here ,  an  orches-
t ra ted  d i va  m i x  there ;  a  bang i ng  t rance  mix  for  the  backpackers , 
a  wobb l y  dubs tep  mi x  for  the  k i ds .  A l though  th i s  may  lead  some 
ag i ng  sampl e-spot t i ng  conno i sseurs  to  in te rpre t  th i s  as  a  nos ta l -
g i c  approach  to  dance  mus i c  produc t ion  prac t ices ,  I  suspec t  tha t  a 
new genera t i on  does  no t  necessar i l y  make  such  connec t ions .  H is -

c u r at i n G  t h e  pa s t,  c r e at i n G 
t h e  f u t u r e :  d J  a s  t i m e  l o r d
b y  h i l l e G o n d a  c  r i e t v e l d 

Hi l legonda  C R ie tve ld  d i scusses  the  a f te rg l ow o f  th e  p e r-
format i ve  ro le  o f  the  DJ,  po in t ing  to  the  un se t t l i n g  b l e n d 
and  f i ssure  be tween  the  s tud io  producer  a n d  th e  s ta g e d 
DJ  in  wh ich  d ig i ta l  mus ic  per formance  tech n o l o g y  p l a ys 

an  im p o r ta n t  ro l e .
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as  much  on  the i r  sk i l l s  i n  mus i c  man i pu l a t i on  as  on 
the i r  repu ta t i on  as  a  l ogo- t rad i ng  brand .

Where  crowds  become s tad i um-s i zed ,  the  i mprov-
i sa tor y  e l ement  o f  mus i c  programmi ng ,  se l ec t i on , 
and  nar ra t i ve  s t ruc ture  can  become an  i mposs i b l e 
cha l l enge ,  mak i ng  t i gh t  advance  prepara t i on  a  pr i -
or i t y.  Some o f  the  h i gh-end  DJ  shows  may  be  en-
t i re l y  rehearsed  and ,  poss i b l y,  even  pre- recorded , 
a l though  no  DJ  wou l d  admi t  to  the  l a t te r.  Mos t  l a rge 
popu l ar  shows  seem care fu l l y  pre-programmed,  re-
qu i r i ng  s i gn i f i can t  c rea t i ve  and  l og i s t i ca l  manage-
ment  to  coord i na te  the  i n te rac t i on  be tween  the 
sound  and  l i gh t  show,  wh i ch  can  i nc l ude  l i ve  cam-
era  work  and  bespoke  VJ -produced  mater i a l ,  wh i ch 
may  be  comparab l e  to  a  s tad i um rock  show.  The 
newl y  success fu l  per formers  may  never the l ess  be 
accused  o f  chea t i ng  or  » fak i ng« ,  as  occurred  when 
fans  thought  E DM DJ  Dav i d  Guet ta  was  » mi mi ng« 
h i s  mus i c  per formance  a t  the  Tomorrowl and  Fes t i -
va l  i n  20 12 .  Even  where  th i s  i s  no  l onger  the  case , 
DJ s  a re  expec ted  to  ac t  as  » r i sk- takers«  who pro-
v i de  momentar y  au then t i c  l i nks  be tween  dancers 
and  mus i c  th rough  the  cura tor i a l  exp l o i ta t i on  o f 
the i r  record  co l l ec t i on .

O f  course ,  mus i c  scenes  can  var y  i n  wha t  aud i enc-
es  expec t  f rom the i r  DJ s ,  no t  on l y  i n  te rms  o f  per-
format i ve  sk i l l  se t s ,  bu t  a l so  i n  te rms  o f  mus i c  se-
l ec t i on  or  programmi ng .  O ne can  see  a  ba l anc i ng 
ac t  be tween  the  need  for  nos ta l g i a  and  for  i nno-
va t i on .  Recorded  mus i c  enab l es  t i me  t rave l  to  the 
pas t ,  wh i ch  i s  par t i cu l a r l y  embraced  by  o l der  gen-
era t i ons  w i sh i ng  to  re l i ve  the i r  you th  for  one  n i gh t , 
as  can  be  i l l us t ra ted  by  1 970 s  and  1 98 0 s- themed 
dance  n i gh ts ,  o r  i ndeed ,  the  N or thern  Sou l  and 
tango  dance  scenes .  Sound  record i ngs  a l so  ena-
b l e  t rave l  across  geograph i ca l  l oca t i ons ,  enab l i ng 
mi gran ts  to  s tay  i n  touch  w i th  the i r  home l ands ,  as 
can  be  i l l us t ra ted  i n  the  case  o f  reggae  w i th i n  the 
J ama i can  popu l a t i on  i n  the  U K or  sa l sa  amongs t 
C ubans  and  Puer to  R i cans  i n  the  U S ,  wh i ch  next 
b l end  i n to  new forms  o f  dance  mus i c .  F i na l l y,  some 
s tud i o-genera ted  forms  o f  e l ec t ron i c  dance  mus i c 
may  he l p  dancers  to  make  sense  o f  the i r  re l a t i on-
sh i p  w i th  the i r  med i a ted  compu ter-domi na ted  l i f e 
exper i ence ,  enab l i ng  a  cer ta i n  amnes i a  to  hera l d  a 
son i c  here-and-now,  and  even  a  (perhaps  nos ta l g i c ) 
fu tu r i s t  v i s i on ,  embod i ed  i n  dance  genres  such  as 
g l i t ch ,  fu tu re  sou l ,  f u tu re  j azz ,  neuro  t rance ,  dub-
s tep ,  or  the  pop-a-de l i c  overdr i ve  o f  E DM. 

As  a  cura tor,  the  DJ  may  have  s ta r ted  ou t  as  a  d i s -
cern i ng  consumer,  a  se l ec t i ve  ga teway  be tween  i n-
dus t r y  ou tpu t  and  danc i ng  consumers .  In  th i s  l ead-
ersh i p  ro l e ,  as  a l so  R i chard  Mi dd l e ton  argues  i n 
Rad i ca l  Mus i co l ogy ,  DJ s  may  have  ga i ned  god-
l i ke  s ta tus  as  they  br i ng  to  l i f e  the  memorab i l i a  – 
those  s t i l l -dead  ob j ec ts  o f  nos ta l g i a  –  i n  the  mi x , 
ra i d i ng  the i r  a rch i ves  for  sound  b i tes  and  textures . 
The  DJ -cura tor  es tab l i shed  the i r  aura  as  au then t i c 
per former  th rough  i mprov i sa tor y  engagement  w i th 
the i r  dancers . 

As  a  c rea tor,  the  DJ  became ac t i ve  in  the  s tud io, 
f i r s t  to  c rea te  ( re )mixes  tha t  su i t  the i r  se t s .  Such 
remi xes  have ,  i n  some cases ,  expanded in to  h igh ly 
prepared  se ts .  I n  par t i cu la r,  spontaneous  engage-
ment  may  be  l os t  dur ing  DJ  mega-g igs ,  wh ich  lend 
themse l ves  we l l  to  the  de l i ver y  o f  s tud io-prepared 
soundscapes ,  as  the  c rowd i s  too  la rge  to  engage 
i n  i mprov i sed  mus ic  programming .  And ,  a l though 
even  here  there  i s  s t i l l  space  for  the  spontaneous 
par ty  DJ,  as  DJ  Ti ës to  (Mich ie l  Ver wes t )  pass iona te-
l y  c l a i ms ,  th i s  i s  espec ia l l y  a  p lace  where  s tad ium-
f i l l i ng  s tud i o  producers  seem to  have  success fu l l y 
s l i pped  i n to  the  per format i ve  ro le  o f  the  DJ,  rep-
resen t i ng  and  embody ing  the i r  t rademarked  sound 
wh i l e  ba thed  i n  spec tacu la r  l igh t  be tween  s tacks  o f 
speakers . 

I n  shor t ,  i n  the  age  o f  d ig i ta l  per format i ve  mus ic 
techno l og i es ,  the  ro les  o f  produc ing ,  c rea t i ve  DJ 
and  DJ i ng  producer  b lu r,  morph ing  the  DJ  f rom in-
v i s i b l e  en ter ta i ner  to  s tage  per former ;  f rom mus ic 
b l ender  to  mus i c  maker ;  f rom arch iv i s t  to  c rea tor ; 
and  f rom sp i r i tua l  l eader  to  logo-bear ing  copyr igh t 
earner.  Through  these  sh i f t s ,  dance  mus ica l  h i s -
tor i es  a re  con t i nued  and  d i s rup ted  in  genera t ion-
a l  waves  o f  nos ta lg ia ,  amnes ia ,  and  ( re)d i scover y. 
The  a f te rg l ow o f  the  image  o f  the  DJ  and  a  nos-
ta l g i c  popu l ar  mus ic  cu l tu re  tha t  au then t ica tes  th i s 
ro l e  can  be  fu r ther  ev idenced  in  var ious  DJ  apps 
on  smar t  phones ,  enab l ing  the  user  to  cann iba l i ze 
the  recorded  pas t  and  crea te  mus ic  for  the  presen t 
i n  the  mi n i a tur i zed  ne tworked  here-and-now o f  the 
presen t . 

Ye t ,  i n  the  unse t t l i ng  b lend  and  f i ssure  be tween  the 
s tud i o  producer  and  the  s taged  DJ,  cur ren t  d ig i -
ta l  mus i c  per formance  techno logy  p lays  an  impor-
tan t  ro l e .  For  th i s  reason ,  our  unders tand ing  o f  the 
ro l e  o f  the  DJ  needs  to  be  broadened  to  tha t  o f 
a  con temporar y  e lec t ron ic  mus ic  per former,  who 
may  work  w i th  samples  f rom arch ived  record ings 
and  who w i l l  mos t  l i ke ly  t rea t  these  e lec t ron ica l l y  to 
produce  new son i c  cu l tu ra l  fo rms ,  whether  i t  be  un-
derground  aura l  a r t  o r  popu l i s t  mass  en ter ta inment . 
Perhaps ,  then ,  we  can  unders tand  the  DJ  as  a  k ind 
o f  a  Ti me  Lord  o f  coun ter-memor y ,  no t  on ly  p lay-
i ng  w i th  the  tempora l i t y  o f  the  mus ica l  rhy thm and 
the  nar ra t i ve  s t ruc ture  o f  a  mus ica l  journey,  bu t  a l so 
enab l i ng  aud i ences  to  sur f  mu l t ip le  percept ions  o f 
h i s tor i ca l  t i me .

h i l l e g o n d a  c  r i e t v e l d  i s  Reader  in  Mus ic  and  Son-
i c  Med i a  a t  London  Sou th  Bank  Un ivers i t y  i n  the 
U K.  Wi th  Bernardo  A At t i as  and  Anna  Gavanas ,  she 
i s  co-ed i tor  o f  DJ  Cu l tu res  in  the  Mix ,  a  co l lec t ion  o f 
research  essays  regard ing  power,  techno logy,  and 
soc i a l  change  i n  e lec t ron ic  dance  mus ic ,  pub l i shed 
by  B l oomsbur y.

* 1 )  Dav id  Toop,  Rap  At tack :  Af r ican  J i ve  t o  New  Yo rk  H ip  H o p,  P lu t o 

Press ,  L on don ,  1 984,  page  14 .

t o r ica l  (a r te ) fac t s  b lu r  i n to  a  new presen t  th rough 
s l ipper y  c rea t i ve  processes  tha t  seem s im i la r  to 
wha t  Foucau l t  ( v ia  Nie tzsche)  ca l l s  coun ter-mem-
or y ;  the  prac t ice  o f  the  DJ  no t  on ly  c rea tes  and  re-
ve a l s  memor ies  o f  nos ta lg ic  or ig in ,  i t  s imu l taneous-
l y  breaks  l i near  chrono log ies  w i th in  the  mix .  In  th i s 
way,  young  dancers  can  exper ience  mixed  and  re-
mixed  mus ic  as  new,  in  a  sound t rack  tha t  i s  never-
t he less  au then t ica ted  by  sn ippe ts  f rom forgot ten  or 
unknown pas t s  tha t  a re  ye t  to  be  d i scovered  anew 
by  new keen  dance  mus ic  fans .

DJ  prac t ices  have  increas ing ly  sh i f ted  the  prac t ice 
o f  b lend ing  and  re-mix ing  in to  a  l i ve  per formance 
o f  e lec t ron ic  and  sampled  mus ic  c rea t ion .  Dur ing 
t he  1 980s ,  compet i t i ve  DJs  in  genres  such  as  e lec-
t ro  and  house  wou ld  u t i l i ze  syn thes izers  and  spe-
c ia l  e f fec t s  ( l i ke  echo  and  phas ing) ,  as  we l l  as  drum 
mach ines  to  boos t  and  change  the i r  co l lec t ion  o f 
v iny l -based  dance  mus ic ,  i n  add i t ion  to  spec i f i c  re-
mixes .  Th i s  prac t ice  i s  now fu r ther  enhanced  by 
cur ren t  d ig i ta l  DJ  techno log ies ,  f i r s t  us ing  CDs bu t 
now  so f tware-based ,  a l low ing  d ig i ta l  mus ic  f i l es  to 
be  s ampled ,  res t ruc tured ,  and  man ipu la ted  on  the 
s pot . 

Be cause  bea t-match ing ,  or  sync ing ,  can  be  au to-
mat ed  on  CDJ  mixers  and  w i th  so f tware  such  as 
Trak tor  Pro  or  Sera to,  the  focus  o f  the  DJ-dr iven 
dance  even t  re turns  to  mus ic  se lec t ion  and  to  the 
ove ra l l  s t ruc ture  o f  the  mus ica l  journey.  In  o ther 
words ,  as  Ka i  F iken tscher  po in ted  ou t  i n  20 13 ,  mu-
s ic  programming  once  more  becomes  an  impor-
tan t  aspec t  fo r  a  DJ  per formance .  DJ ing  producer 
D e admau5 ( Joe l  Z immerman) ,  whose  show incor-
pora tes  h i s  unmis takab le  mouse- l i ke  logo  tha t  i s 
worn  as  a  mask  th roughou t ,  a rgued  in  20 1 2  tha t 
w i t h  the  synch  bu t ton ,  anyone  cou ld  be  a  »cheesy« 
DJ.  Never the less ,  a  success fu l  dance  even t  re-
qu i res  more  complex  c rea t i ve  sk i l l s ,  i n  wh ich  both 
» re ad ing«  the  c rowd,  as  we l l  as  e f fec t i ve  mus ic  se-
lec t ion  p lay  a  ro le .

M us ic  ed i t i ng  so f tware  en tered  the  DJ  a rena  over 
a  decade  ago.  Ra ther  than  b lend ing  two,  th ree , 
eve n  four  record ings ,  mus ic  sequenc ing  so f tware 
l i ke  Ab le ton  L ive  enab les  l i ve  compos i t ion  though 
t he  use  o f  f ragments  f rom mu l t ip le  sources ,  as  we l l 
as  t he  repe t i t ion  o f  spec i f i c  components  f rom one 
s o urce  th rough  the  en t i re  m ix  by  way  o f  re f ra in .  E f-
fe c t s  and  d ig i ta l  i ns t rumenta t ion  can  be  added to 
t he  sound t rack  w i th  re la t i ve  ease .  Or ig ina l  record-
ings  can  be  mixed  in to  the  overa l l  mus icscape  dur-
ing  an  improv i sed  per formance  tha t  a l so  bene f i t s 
f ro m var ious  degrees  o f  s tud io  prepara t ion . 

In  t he  process  o f  d ig i ta l  m in ia tur i sa t ion ,  the  mob i le 
v i r tua l  s tud io  i s  e f fec t i ve ly  taken  on to  the  s tage , 
fu r t her  b lu r r ing  the  l i nes  be tween  DJs  and  produc-
ers .  Mus ic  produc t ion ,  remix ing ,  dubp la te  prac t ic -
es ,  and  mus ic  cura t ion  have  s ta r ted  to  rub  shou l -
de rs ,  somet imes  pr ick l ing  an  aud ience  tha t  expec ts 
t o  obser ve  a  r i sky,  ye t  re la t i ve ly  s imp le ,  improv i sed 

b lend  o f  mus ic  record ings .  In  mu l t ip l y ing  the  pos-
s ib i l i t i es  to  c rea te  the  th i rd  record ,  the  a u then t ic i t y 
o f  DJs  i s  a t  once  doubted ,  ye t  the i r  c rea t i ve  a ura 
seems  enha nced .  New  mus ica l  ma ter ia l  i s  sp iced 
up  w i th ,  f o r  exa mple ,  sa mples  or  quotes  f rom the 
»c lass ics «  to  c rea te  sense  o f  a  h i s tor ica l  con t inu-
i t y  to  leg i t im ize  a nd  se l l  one ’s  DJ  ped igree  to  the 
c rowd. 

Wi th  the  d i sa ppea ra nce  o f  the  ma ter ia l i t y  o f  v i s -
ib le  a nd  ta ng ib le  v iny l  records ,  how  do  we  k now 
what  the  DJ  does?  Nowa da ys  we  a re  less  l i ke ly  to 
see  b la ck  d i scs  be ing  phys ica l l y  se lec ted  a nd  the 
need le  meta phys ica l l y  dropped in to  the  groove , 
mag ica l l y  br ing ing  dea d  ma t te r  a l i ve .  In  the  jour na l 
Dancecu l t ,  Ber na rdo  A .  At t i a s  a nd  tob ia s  va n  Veen 
d i scussed  th roughou t  2 0 1 1 – 1 2  how  the  crea t i ve  a c-
t i v i t i es  o f  the  DJ  a re  demons t ra ted  th rough  sk i l l f u l 
man ipu la t ion  o f  i n te r f a ce  con t ro l s .  However,  we' l l 
have  to  t r us t  tha t  the  va r ious  in te r f a ces  tha t  a re 
used  by  the  d ig i ta l  DJ  a re  indeed  s teer ing  the  l i ve 
per f or ma nce  in  a n  improv i sed  ma nner. 

Such  t r us t  i n  the  DJ ’s  c rea t i ve  improv i sa t iona l  sk i l l s 
i s  o f ten  ba sed  on  the  c rowd’s  mus ica l  enga gement 
w i th  the  DJ.  A l though  the  a c t i v i t i es  o f  the  d ig i ta l 
DJ  ma y  be  mys ter ious ly  inv i s ib le ,  they  a re  indeed 
aud i b le .  Da ncers  enga ge  k ine t ica l l y  w i th  the  sound 
o f  the  se lec ted  mus ic ,  improv i s ing  the i r  pa r t  o f  the 
mus ic-ma k ing  process  on  the  da nce f loor.  A s  Pedro 
P.  Fer re i ra  a rgued  in  re la t ion  to  d ig i ta l  DJ  per f or-
mance  techno log ies  in  2 008 in  Leona rdo  M us ic 
Jour na l ,  the  a c tor  ne twor k  t igh tens  in to  a  c losed 
c i rcu i t  tha t  gr ips  a n  ensemble  o f  DJ,  c rowd ,  a nd 
mus ic  in to  a  s ing le  energe t ic  f low.

In  the  con text  o f  l i ve  mus ic  sequenc ing  a nd  son ic 
man ipu la t ion ,  we  shou ld  no t  be  sur pr i sed  to  see  the 
incre a s ing  success  o f  s tud io  producers  w ho per-

form a s  DJs .  A l though  ma ny  da nce  mus ic  produc-
ers  ma y  have  s ta r ted  the i r  mus ica l  deve lopment  a s 
DJs ,  w hether  Henr ik  S chwa r z  or  Ker r i  Cha nd ler, 
someth ing  seems  to  have  sh i f ted  in  the  c rea t i ve 
re la t ionsh ip .  Where  prev ious ly  the  DJ  en tered  the 
mus ic  s tud io  to  c rea te  a  remix ,  s tud io-ba sed  pro-
ducers  a nd  composers ,  i nc lud ing  the  f i na nc ia l l y 
succ ess f u l  Ca lv in  Ha r r i s  ( Ada m R .  Wi les ) ,  have  en-
tered  the  wor ld  o f  DJ ing  to  embody  the i r  ow n pro-
duc t ion  wor k ,  b lended  w i th  the  mus ic  tha t  i nsp i res 
and  empha s izes  th i s ,  on  s ta ge .  Th i s  no t  on ly  ma r-
ke ts  the i r  compos i t ions ,  bu t  a l so  supp lements  the i r 
po ten t ia l  copyr igh t  i ncome. 

Larg e  crowds ,  hundreds  a nd  even  over  severa l 
thousa nd  s t rong ,  tend  to  da nce  less  w i th  ea ch  o ther 
than  those  on  the  in t ima te  f loors  o f  c lubs  a nd  da nce 
par t ies .  P lea sure  i s  ga ined  f rom wa tch ing  the  DJ 
on  s ta ge  a nd  f rom s ing ing  a long  w i th  the  c rowd 
to  know n record ings ,  w h i le  a ud iences  o f ten  reme-
d ia te  the  spec ta c le  v ia  mob i le  phones  on to  soc ia l 
ne twor k s .  These  a re  the  occa s ions  w hen  the  mus ic 
prod ucer  presen ts  the i r  s tud io-genera ted  mixes  to 
c rowds  a nd  w hen  t r us t  i n  DJ  sk i l l s  ma y  be  ba sed 
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I n  h er  text ,  Ann ie  Goh takes  gender  inequa l i t i es  in  e lec t ron ic 
m u s i c  as  her  s ta r t ing  p o in t  to  sur vey  the  h idden ,  and  less- 

h id den  pre jud ices  wh ich  d omina te  the  d i scourse  tha t  sur rounds 
i t .  Wi th  a  h i s t or ica l  look  a t  cyber femin i sm,  as  we l l  as  re fe ren-

c in g  re ce n t  work  on  women in  sound  and  e lec t ron ic  mus ic ,  she  
exa m i n e s  the  comp lex i t i es  o f  a  deba te  s i tua ted  be tween  theor y 

and  prac t ice .

s o n i c  c y b e r f e m i n i s m 
a n d  i t s  d i s c o n t e n t s

b y  a n n i e  G o h

I n  mus ic  theor y,  a  » femin ine  end ing«  i s  de f ined  as  the  conc lus ion 
o f  a  me lod ic  phrase  on  a  weak  bea t ,  the  weak  par t  o f  a  bea t ,  o r 
t he  weak  par t  o f  a  bar.  The  cadence  fémin ine  or  we ib l i che  Endung 
has  been  a  common mus ico log ica l  te rm s ince  i t s  i ncept ion  in  the 
mid-e igh teen th  cen tur y  by  German mus ic  theor i s t  Hans  Chr i s t i a n 
Ko ch .  Whi le  i t  i s  s t i l l  o f ten  taught  in  schoo ls  as  such  today,  f emin i s t 
mus ico logy  has  taken  i ssue  w i th  the  equa t ion  o f  » femin in i t y«  w i th 
»we akness« ,  » imper fec t ion« ,  and  » lack« ,  and  the  te rm has  become 
increas ing ly  un fash ionab le  in  recen t  decades .

Sus an  McClar y ’s  d i ssec t ion  and  reappropr ia t ion  o f  the  te rm » f emi-
n ine  end ing«  in  her  mus ico log ica l  wr i t i ngs  h igh l igh t  the  inheren t 
s ex i sm o f  (Wes tern)  mus ica l  d i scourse  and  prac t ices .  Fear  o f  be-
ing  po l i t i ca l l y  i ncorrec t  has  led  to  a  gradua l  wan ing  o f  the  te r m, 
bu t  the  h i s tor ica l  cond i t ions  wh ich  led  to  i t s  c rea t ion  and  per pe tu-
a t io n  have  o f  course  no t  so  eas i l y  f aded-ou t .  The  remova l  or  e ra s-
ure  o f  o f fens ive  te rmino logy  p lays  a  sma l l  par t  i n  coun te r ing  rea l 
ex i s t ing  inequa l i t i es ,  be  they  rac ia l ,  gendered ,  or  w i th  re fe rence  to 
o t her  marg ina l i zed  groups ,  and  c lear l y  th i s  i s  no t  the  who le  ba t t l e . 

T he  i ssue  o f  women in  mus ic ,  more  spec i f i ca l l y  women in  e lec-
t ron ic  mus ic ,  has  been  ho t l y  deba ted  recen t l y,  as  the  s ta t i s t i cs  re-
leas ed  by  fema le :pressure  in  20 13  show shamefu l l y  how f es t i va l s 
and  labe l s  predominan t l y  i n  the  so-ca l led  deve loped  wor l d  repre-
s en t  on ly  a  meagre  average  o f  8 .2% fema le  a r t i s t s  (women-on ly 
ac t s ,  w i th  a  fu r ther  7.3% mixed  ac ts ,  no t  i nc lud ing  »women f es t i -
va l s « ) .  Las t  year ’s  CTM 20 13 Fes t i va l  i t se l f  c locks  in  w i th  a  pa l t r y 
9.9% o f  fema le  a r t i s t s  (and  a  to ta l  15.5% o f  women-on ly,  m ixed , 
and  t ransgender  ac ts ) . 

These  a re  cer ta in l y  numbers  to  chew  on ,  w i th  f a i r l y  w ide-reach i ng 
med ia  covera ge  a nd  ma ny  newspa pers  a nd  b logs  cover ing  these 
s ta t i s t i cs ,  a s  we l l  a s  women- led  f es t i va l s  such  a s  l a s t  yea r ’s  Per-
spec t i ves  Fes t i va l  i n  Ber l in  ma k ing  t ra ck s  in  counter ing  th i s  mas-
s ive  d i screpa ncy  in  f ema le  represen ta t ion  in  ex per imenta l  a nd  e l ec-
t ron ic  mus ic .  Cura tors  a nd  c lub  a nd  la be l  ow ners  a re  a l so  f orced  to 
con f ron t  the  b ia ses  in  the i r  ow n pra c t ices .  A rguments  o f  there  no t 
be ing  enough  f ema le  op t ions  s low ly  lose  ground ,  a nd  the  common 
excuse  o f  f ema le  op t ions  no t  be ing  »o f  a  h igh  enough  qua l i t y«  or 

f i t t i ng  in  the  progra mme revea l  deeper-sea ted  s t r uc tura l  p re j ud i ces 
in  mus ic  cu l tu res  a nd  the  w ider  mus ic  indus t r y. 

b e t w e e n  p a t c h b a y  n u n s  a n d  t e c h n o  q u e e n s

A s ide  f rom th i s  s t rong  cr i t ique  on  the  grounds  o f  f ema le  under-
represen ta t ion  in  e lec t ron ic  mus ic ,  ba cked  by  the  necessa r y  num-
bers ,  the  o ther  no ta b le  a rea  concer n ing  women in  e lec t ron ic  mus i c 
ha s  been  the  resur rec t ion  o f  f o rgot ten  or  neg lec ted  f ema l e  p i o-
neers .  Tha nk f u l l y  we  ca n  now  na me severa l ;  Da phne  Ora m,  E l a i ne 
Ra d igue ,  D e l i a  D er bysh i re ,  Pa u l ine  Ol iveros ,  M a r ya nne  A macher, 
La ur ie  S p iege l ,  E l l en  Fu l lma nn ,  a s  we l l  a s  no t  a s  o f ten-ment i oned 
E l se  M a r ie  Pa de ,  M a dda lena  Fa ga nd in i ,  H i ldega rd  Weste rkamp, 
S usa nne  Cia n i ,  a nd  I va na  S te f a nov i ,  to  na me on ly  a  f ra c t ion .  The 
wor k  o f  the  UK-ba sed  Her Noise  pro jec t ,  w h ich  ce lebra ted  i t s  ten th 
a nn iversa r y  in  2 0 1 2 ,  ha s  done  much  to  con t r ibu te  to  th i s  change 
in  a t t i tudes .  L ina  Dz uverov ic ,  one  o f  Her  Noise ’s  co- f ounders ,  hu-
morous ly  re f lec ted  upon  the  d i f f i cu l t i es  o f  f i nd ing  hos ts  in  the  s i x-
ty- f our  venues  they  a pproa ched  a t  the  t ime :  » the  te r ms  » f emi n i sm« 
a nd  »sound«  were  both  so  unpopu la r  tha t  the  combina t ion  o f  the 
two wa s  le tha l « .  Th i s  wa s  over  ten  yea rs  a go  a nd  g la d ly  the  s i tua-
t ion  ha s  a t  l ea s t  somew ha t  improved  f or  bo th  o f  these  prev i ous l y 
undes i red  sub jec t  a rea s  s ince .

Yet  ami ds t  th i s  l audab l e  en thus i asm for  women p i oneers ,  an  a r t i -
c l e  by  Ab i  B l i ss  i n  The  Wi re  Magaz i ne  i n  Apr i l  20 13  descr i bes  a 
prob l em l u rk i ng  here  too ;  pu t t i ng  these  composers  and  i nven tors 
on  pedes ta l s  runs  the  r i sk  o f  c rea t i ng  my ths  o f  wha t  she  j ok i ng l y  ye t 
ap t l y  re fe rs  to  as  » pa tchbay  nuns« ,  nur tur i ng  a  fe t i sh i za t i on  o f  the 
b l ack  and  wh i te  photos  o f  women s tand i ng  i n  f ron t  o f  v i n tage  syn-
thes i zers  and  hand l i ng  these  typ i ca l l y  ma l e-domi na ted  e l ec t ron i c 
mach i nes .  Th i s  now- fami l i a r  nar ra t i ve ,  wh i l s t  commendab l y  c rea t-
i ng  pos i t i ve  fema l e  ro l e  mode l s ,  i s  p rob l emat i c  i n  a  d i f f e ren t  way ; 
i t  re l ega tes  women i n to  per formi ng  cer ta i n  ro l es  and  ra i ses  them 
as  cur i ous  except i ons  w i th i n  the  domi nan t  nar ra t i ve  o f  h i s tor y.  An-
ecdotes  by  women DJ s  and  mus i c i ans ,  rang i ng  f rom amus i ng l y  pa-
the t i c  to  mora l l y  repu l s i ve ,  tes t i f y  to  the  worr y i ng  perpe tua t i on  o f 
s i m i l a r  op i n i ons  i n  many  supposed l y  » for ward- th i nk i ng«  f i e l ds . 

As  J ud i th  Bu t l e r  a rgues  i t ,  t he  task  o f  gender  s tud i es  i s  essen t i a l -
l y  two- fo l d ;  i t  i s  no t  on l y  to  enqu i re  how the  ca tegor y  o f  »women« 
mi gh t  fo r  exampl e  become more  fu l l y  represen ted ,  bu t  a l so  to  un-
ders tand  and  cr i t i que  the  ver y  ca tegor i es  and  s t ruc tures  o f  power 
i n  wh i ch  gender  d i scourses  opera te .  Whi l s t  the  former  i s  tack l ed  by 
femi n i s t  ac t i v i sm ,  such  as  the  work  o f  ne tworks  l i ke  fema l e :pressure 
and  the  a rduous  campa i gn  towards  equa l  represen ta t i on ,  the  l a t te r 
seems  l os t  i n  the  murky  depths  o f  theor y,  l eav i ng  more  fundamenta l 
ques t i on i ng  open  to  c r i t i c i sms  o f  be i ng  pure l y  academi c« ,  too  ab-
s t rac t  fo r  the  rea l  wor l d  and  un fe t te red  w i th  rea l  mater i a l  concerns . 
I t ’s  a  compl ex  ques t i on :  how can  we  ta l k  abou t  femi n i sm w i thou t 
s i mp l y  ass i m i l a t i ng  the  ro l e  and  f i gure  o f  the  fema l e  i n to  the  domi -
nan t  d i scourse?  How can  we  d i scuss  the  ca tegor y  o f  »women«  w i th-
ou t  over l ook i ng  the  res t r i c t i veness  o f  the  b i nar y  o f  b i o l og i ca l  sex 
( recen t l y  pub l i c l y  exempl i f i ed  by  Germany ’s  new l aw o f  a  th i rd  sex) .

Z e r o s  +  o n e s  ( c y b e r f e m i n i s m  1 0 1  o r 

b e t t e r  s a i d  1 1 0 0 1 0 1 )

The  te rm » cyber femi n i sm«  emerged  s i mu l taneous l y  f rom two d i f fe r-
en t  ends  o f  the  wor l d  i n  the  ear l y  1 990 s .  Wi th  bo th  to  some degree 
i ndebted  to  Donna  Harraway ’s  semi na l  1 98 5 » Cyborg  Man i fes to« , 
Aus t ra l i an  co l l ec t i ve  V N S Mat r i x  f amous l y  dec l a red  » the  c l i to r i s  i s 
a  d i rec t  l i ne  to  the  mat r i x«  i n  the  cyber femi n i s t  man i fes to  i n  1 99 1 , 
and  Br i t i sh-born  Sad i e  P l an t ’s  cyber femi n i s t  work  Zeros  +  O nes : 
D i g i ta l  Women and  the  N ew Technocu l tu re  pub l i shed  a  few years 
l a te r,  a l mos t  succeeded i n  br i ng i ng  the  te rm i n to  the  ma i ns t ream. 
As  C orne l i a  So l l f rank  summar i zes  ( see  w w w.obn .org) ,  j us t  as  femi -
n i sm be fore  i t  was  no t  a  un i f i ed  movement ,  cyber femi n i sm’s  » 1 0 0 
Ant i - theses  o f  Cyber femi n i sm«  shows  how i t  had  no  c l a i ms  towards 
compl e te  unan i mi ty,  and  how the  var i ous  unders tand i ngs  o f  the 
te rm make  i t  escape  easy  de f i n i t i on . 

Reac t i ng  aga i ns t  the  domi nan t  v iew o f  techno logy  as  a  pr imar i l y 
ma l e-occup i ed  domai n ,  cyber femin i sm ac t i va ted  concepts  o f  cy-
berspace  and  the  euphor i c  connota t ions  tha t  now g ive  the  »cyber- « 
pre f i x  a  ra ther  da ted  ye t  perhaps  endear ing  1 990s  s lan t .  I t  re in-
j ec ted  th i s  exc i tement  abou t  cybercu l tu re  in to  the  somewhat  s ta le 
energy  tha t  the  second-wave  femi n i sm o f  women’s  l ibera t ion  move-
ments  o f  the  1 970 s  had  i ncur red .  Second-wave  femin i sm was  cr i t i -
c i zed  for  i t s  essen t i a l i s i ng  » ear th-mother-na ture«  s tance  and  leav-
i ng  the  ma l e-domi na ted  rea l m o f  techno logy  prec i se ly  as  tha t  –  a 
» man- th i ng« .  Sad i e  P l an t ’s  s t ra tegy  was  man i fo ld ;  i t  i nc luded  an  a l -
te rna t i ve  h i s tor i ography  o f  d i g i ta l  cu l tu re  th rough  the  f igure  o f  the 
so-ca l l ed  » f i r s t  compu ter  programmer«  Ada  Love lace  ( 1815-1852) , 
a  re f requent i ng  o f  the  psychoana ly t i c  s ign i f i ca t ion  o f  » 1 « s  as  ma le , 
de f i n i te ,  who l e ,  a  symbol i c  pen i s  and  »0«s  as  fema le ,  no th ingness , 
» a  l ack« ,  » no t-who l e«  or  » no t-one« ,  a  symbol ic  vag ina ,  as  we l l  as 
re fe rences  to  the  h i s tor i c  and  con temporar y  con t r ibu t ion  o f  fema le 
l abour  i n  techno l ogy  ( f rom opera t ing  te lephones  to  assembl ing  ma-
ch i nes  i n  f ac tor i es ) .  I n  i t s  f ragmented  and  de l inea ted  textua l  s ty le , 
these  made  compe l l i ng  a rguments  to  a l ign  women and  techno logy 
much  more  c l ose l y  than  they  had  prev ious ly  been .  Cyber femin i s t 
theor i s t s  were  o f ten  a l so  ne t-ar t i s t s ,  hackers  and  ac t i v i s t s  us ing 
ar t  as  an  ou t l e t ,  pu t t i ng  these  i deas  in to  ac t ion  and  co-opt ing  the 
i n te rne t  to  exp l i ca te  con t i nued  norms  and  pre jud ices .  For  a r t i s t s 
such  as  V N S Mat r i x ,  who  smugg l ed  the i r  images  and  text s  i n  var i -
ous  on l i ne  and  o f f l i ne  l oca t i ons ,  the  in te rne t  had  grea t  po ten t ia l  to 
be  subvers i ve ,  ye t  prob l emat i ca l l y,  i t  s t i l l  p redominan t l y  con t r ib-
u ted  to  the  ob j ec t i f i ca t i on  o f  women and  thus  rep l i ca ted  age-o ld 
s te reo types  o f  femi n i n i t y. 

Harness i ng  and  subver t i ng  the  u top ic  po ten t ia l  o f  the  in te rne t  can 
be  broad l y  cons i dered  a  core  i n ten t ion  o f  cyber femin i s t s .  The  sup-
posed  neu t ra l i t y  o f  techno l ogy  was  under  a t tack  for  repea t ing  the 
domi nan t  s t ruc tures  under  wh i ch  i t  was  c rea ted .  Th i s  can  be  com-
pared  to  tha t  o f  t rad i t i ona l  mus i co logy  or  mus ic  theor ies ,  wh ich 
wou l d  a l so  c l a i m a  s i m i l a r  neu t ra l i t y,  ye t  the  deba te  a round  » femi-
n i ne  end i ngs«  ac t s  to  uncover  th i s ,  a t  l eas t  to  some exten t .  The  con-
t i nued  predomi nance  o f  wh i te ,  ma le ,  ab le-bod ied  ind iv idua l s  i n  po-
s i t i ons  o f  power  and  the  con t i nued  inequa l i t i es  fo r  ever yone  e l se , 
w i th i n  mus i c  and  techno l ogy,  i s  met  w i th  a  na ïve  mys t i f i ca t ion  today. 
Ye t  the  fac t  tha t  the  s ta tus  quo  goes  unques t ioned  i s  i t se l f  the  mos t 
mys t i f y i ng  aspec t  o f  the  deba te . 

Work i ng  to  c r i t i que  and  expand  the  no t ions  o f  the  femin ine  and  the 
ca tegor y  o f  »women«  i n  re l a t i on  to  techno logy  was  under taken  w i th 
cons i derab l e  success  by  cyber femin i sm in  the  1 990s .  More  than 
twenty  years  l a te r  however,  there  a re  s t i l l  f ewer  women program-
mers  by  fa r,  f ewer  con t r i bu t i ng  to  the  con ten t  o f  the  in te rne t  (w i th 
j us t  8 .5% o f  fema l e  Wi k i ped i a  ed i tors  accord ing  to  a  Wik imed ia 
sur vey  i n  20 1 1 ) ,  and  a  l a rge  and  no t-much-decreas ing  gender  gap 
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of  women in  h igh- tech  jobs .  Wi th  some incrementa l  i ncrea ses  in 
represen ta t ion ,  s ince  cyber femin i sm boomed ,  i t  i s  s t i l l  d i f f i cu l t  to 
be  opt im is t i c  abou t  assess ing  the  top ic  o f  women and  tec hno logy 
t oday.  Recent  deba te  sur round ing  the  idea  o f  a  femin i s t  p rogra m-
ming  language  and  subsequent  hoax ing  and  hos t i l i t y  make  f or  more 
worr y ing  and  fasc ina t ing  ins igh ts  in to  genera l  v iews  on  fema les  a nd 
femin i sm w i th in  techno logy.

m i c r o - f e m i n i n e  s o n i c  Wa r f a r e

Whi l s t  the  represen ta t iona l  ba t t l e  o f  women in  e lec t ron ic  mus ic  i s 
s t i l l  be ing  fought ,  o ther  s t ra teg ies  a re  requ i red  to  tack le  the  second 
par t  o f  the  two- fo ld  prob lem ou t l i ned  by  Jud i th  Bu t le r.  Tha t  i s ,  how 
t o  ques t ion  the  ver y  ca tegor ies  in  wh ich  we  th ink  and  sp ea k ,  the 
ve r y  ca tegor ies  wh ich  crea te  the  gendered  sub jec ts  we  commonly 
ca l l  »ma le«  and  » fema le« .  A l though  the  ma in  works  o f  cyber f emi-
n i s m d id  no t  dea l  a t  any  grea t  l eng th  w i th  sound ,  the  purpor ted  de-
ce n t ra l i zed ,  non- l inear  and  non-h ierarch ica l  na ture  o f  cyber ne t ic 
cu l tu re ,  and  charac ter iza t ions  o f  sound  as  an  ephemera l ,  ema na t-
ing  force ,  g ives  occas ion  to  l i nk  the  two as  son ic  cyber femin i sm.

Tara  Rodgers ’  work  towards  a  femin i s t  h i s tor iography  o f  e lec t ron ic 
mus ic  in  her  book  P ink  Noises :  Women on  E lec t ron ic  M us ic  a nd 
So und  seems  to  s t radd le  bo th  leve l s  o f  the  two- fo ld  task .  In  in -
t e r v iews  w i th  women composers ,  mus ic ians ,  DJs ,  and  sound  a r t-
i s t s ,  she  i s  on  the  search  for  ind iv idua l  approaches  and  a l te r na t i ve 
me t hods  and  prac t ices  in  the  ma le-domina ted  wor ld  o f  sound  a nd 
e le c t ron ic  mus ic .  On a  more  fundamenta l  l eve l ,  a  son ic  cyber f emi-
n i s m wou ld  de lve  deeper.  German phys ic i s t  Hermann  von  He lm-
ho l t z  made  severa l  huge  con t r ibu t ions  to  sc ience ,  and  h i s  wor k  on 
aco us t ics  l a id  the  foundat ions  for  how mos t  ana logue  syn thes izers 
we re  and  are  des igned  and  bu i l t ,  and  how d ig i ta l  sound  syn thes i s  i s 
ge nera l l y  under taken  today.  However  Rodgers  takes  i ssue  w i th  the 
unques t ioned  au thor i t y  tha t  He lmho l tz ’s  f i nd ings  have  had ,  resu l t-

ing  in  homogen ized  syn thes izer  des ign  prac t ices  up  un t i l  toda y.  The 
ide a  o f  a  god- l i ke  c rea tor,  ana lyz ing  sound  waves ,  b reak ing  them 
dow n in to  cons t i tuen t  s ine  waves ,  and  resyn thes iz ing  these  to  re-
cre a te  any  ex i s t ing  sound ,  r ings  l i ke  an  a l l - too- fami l i a r  nar ra t i ve . 

Rodgers  re fe rs  to  the  syn thes izers  and  ins t ruments  des i gned  by 
J e ss ica  Ry lan  a t  F lower  E lec t ron ics ,  wh ich  ac t i ve ly  incorpora te  cha -
o t ic  and  unpred ic tab le  sys tems .  She  cou ld  a l so  have  ment ioned 
o t her  syn thes izer  and  e lec t ron ic  ins t rument  des igners  ou ts ide  o f 
t he  ma ins t ream who,  a l though  no t  women ,  have  under taken  s im i -
la r  pursu i t s ,  fo r  example  Miche l  Waisv i sz ,  Rob  Hord i j k ,  and  Pe ter 
B lasser.  Her  focus  on  women i s  c lear  fo r  obv ious  reasons ,  bu t  there 
i s  s pace  for  a  more  nuanced  d i scuss ion ,  name ly  as  she  i s  keen  to 
emphas ize  tha t  the  perpe tua t ion  o f  dominan t  cu l tu ra l  p rac t ices  ca n 
be  e nac ted  by  ind iv idua l s  o f  any  gender ;  be ing  fema le  doe sn’ t  nec-
ess ar i l y  make  you  a  femin i s t ,  j us t  as  be ing  ma le  doesn’ t  necessa r i l y 
make  you  a  ma le  chauv in i s t . 

I f  S a d ie  P la n t ’s  a na lys i s  dow n to  the  leve l  o f  the  »0«s  a nd  » 1 « s  o f 
b ina r y  code  d id  no t  go  f a r  enough  to  decons t r uc t  the  b inar y  o f 
»ma le«  a nd  » f ema le« ,  o r  i t s  mu l t ip le  a nd  r h izoma t ic  s ty le  made  i t s 
i n ten t ion  too  d i f f use ,  a  f u r ther  a pproa ch ,  w h ich  ha s  been  deve l oped 
s ince  cyber f emin i sm a nd  boomed in  the  1 9 9 0s ,  ca n  be  cons i dered . 
Luc ia na  Pa r i s i ’s  A bs t ra c t  S ex  cha l lenges  f unda menta l  a ssumpt i ons 
in  b io logy  a nd  evo lu t iona r y  theor y  a nd  ta ck les  w ha t  i s  o f ten  tak-
en  to  be  the  una ssa i l a b le  t r u th  c la ims  o f  Da r w in i sm a nd  neo-Dar-
w in i sm,  w i th  the  a l te r na t i ve  evo lu t iona r y  theor ies  o f  Lynn  Margu l i s 
a nd  E la ine  M orga n .  The  ver y  idea s  o f  » sur v iva l  o f  the  f i t t es t « ,  com-
pet i t i veness ,  a nd  gene t ic  super ior i t y,  w h ich  per va de  modern  con-
cept ions  o f  evo lu t ion ,  mus t  a l so  be  seen  w i th in  the  soc ia l  c on texts 
under  w h ich  they  a rose  a nd  prospered .  Open ing  up  a  th i rd  way  be-
yond  the  cons t r ic t ions  o f  b ina r y  modes  o f  thought ,  a nd  zoomi ng  i n 
on  ba c ter ia l  sex  a nd  i t s  cor respond ing  b io- techno log ica l  deve l op-
ments  ( e .g .  i n  gene t ic  eng ineer ing) ,  she  o f f e rs  a nother  a l te rna t i ve 
v iew  on  w ha t  cou ld  be  ca l led  cyber f emin i sm,  though  she  herse l f 
does  no t  use  the  te r m. 

M icro- f emin ine  wa r f a re ,  f o r  Pa r i s i ,  g ra n ts  a  po ten t ia l  th i rd  way  ou t 
o f  the  prob lema t ic  b ina r y  g iven  to  us  in  the  s imp le  ca tegor i es  o f 
»ma le«  a nd  » f ema le« ,  a nd  the  domina n t  deba te  w h ich  cha ra c ter i zes 
the  f emin ine  a s  pa ss ive  a nd  d i sordered  ( na ture) ,  a nd  the  mascu l i ne 
a s  a c t i ve  a nd  ordered  ( cu l tu re  a nd  techno logy) .  Fus ing  th i s  w i th 
the  concept  »S on ic  Wa r f a re«  sur veyed  by  S teve  Goodma n i n  h i s 
book  o f  the  sa me na me ,  shows  no t  on ly  how  sound  ca n  be  used  as 
a  wea pon  in  a  l i t e ra l  sense  bu t  a l so  on  the  much  less  ta ng ib l e  l eve l 
o f  v ibra t iona l  f o rce ,  o f  bod ies  a f f ec t ing  a nd  be ing  a f f ec ted  by  o ther 
bod ies .  One  o f  the  th ree  de f in i t ions  o f  »unsound« ,  a s  sounds  no t-
ye t-hea rd ,  prov ides  the  rea lm o f  po ten t ia l i t y  l i nk ing  the  »cyber«  o f 
cyber ne t ics ,  cyber f emin i sm,  a nd  a  son ic  cyber f emin i sm. 

The  cyber f emin i s t  u top ia  w h ich  sugges ted  a  comple te  a ss im i l a t i on 
o f  the  body  in to  techno logy,  ca n  a l so  however  be  rea d  a s  r i sk i ng 
the  d i sa ppea ra nce  o f  »woma n«  in to  the  ma ch ine .  A s  Pa r i s i  p u ts  i t  i n 
re f e rence  to  cybersex  a nd  b io( d ig i ta l ) techno log ies ,  we  a re  i n  dan-
ger  o f  w i tness ing  » the  u l t ima te  drea m o f  d i sembod iment «  a s  the  t r i -
umph o f  the  pa t r i a rcha l  order.  A  new  concept ion  o f  f emin ine  des i re 
i s  needed ,  one  tha t  goes  beyond s te reo typ ica l  idea s  o f  f emin i n i t y.  I n 
a  theor y  towa rds  a n  on to logy  o f  v ibra t iona l  f o rce ,  Goodma n s ta tes , 
» i f  we  sub t ra c t  the  leve l  o f  huma n percept ion ,  ever y th ing  moves« .  I t 
i s  l ess  a  ques t ion  o f  w ha t  m icro- f emin ine  son ic  wa r f a re  m igh t  sound 
l i ke ,  a nd  more  a  ques t ion  o f  w ha t  i t  moves .

a n n i e  G o h  i s  a n  a r t i s t ,  resea rcher,  a nd  f requent  con t r i bu tor 
to  CTM  Fes t i va l .  For  the  2 0 1 4  ed i t ion ,  she  cura ted  the  pane l 
»S ound ,  Gender,  Techno logy  –  ›Where  to ‹  w i th  cyber femi -
n i sm?«  w i th  gues ts  S a d ie  P la n t ,  Fender  S chra de ,  Susanne 
K i rchma yr,  a nd  M a r ie  Thompson . 
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Fo l l ow i n g  recen t  d eb a t es  on  the  meagre  propor t ion  o f  women 
i n  tech n o log y  and  mus ic  –  a t  l eas t  i n  the  pub l ic  sphere ,  e .g .  

f es t i va l s ,  p ub l ica t ions ,  o r  i ns t i tu t ions  -  we  asked  mus ic ian  and 
au th or  A ntye  G re ie-R ip a t t i  fo r  fu r ther  re f lec t ion  on  the  ye t- to-

b e -w r i t ten  her-s t or y  o f  women in  e lec t ron ic  mus ic .  Over  the 
pa s t  f ew years ,  t he  inves t iga t ion  on  the  h i s tor y  o f  fema le 

p i on e e rs  and  ac t i v i s t s  has  f i na l l y  begun .  I t  i s  under l ined  by  
G re i e -R i pa t t i  t h roug h  a  p ersona l  co l lec t ion  o f  1 0 1  names  o f  i n -
f lu e n t i a l  f ema le  a r t i s t s ,  showcas ing  the  r i ch  po ten t ia l  and  abun-

d a n ce  o f  women in  t he  f i e ld  o f  e lec t ron ic  mus ic .  Such  a  l i s t  i s 
o f  cou rs e  in f in i t e  and  i s  imper fec t  by  na ture ,  as  i t  can  never  be 
com pl e ted .  T he  comp i la t ion's  f ragmentar y  approach  ind ica tes 
th e  n e e d  for  fu r t her  work  and  research ,  espec ia l l y  beyond  the 
We s te r n  sp here .  No d oub t  we  mus t  look  fu r ther,  and  hope fu l l y 
th i s  l i s t  o f  fo r ward - look ing  women may  ser ve  as  an  impetus  in 

th i s  d i rec t ion .  For  us  and  for  ever yone  e l se .

1 0 1  W o m e n  i n 
e l e c t r o n i c  m u s i c

b y  a n t y e  G r e i e - r i pat t i

TIME LIN E  (SO RTE D BY DATE  O F BIRTH)

b e f o r e  1 9 0 0
J o h a n n a  m a g d a l e n a  b e y e r

18 8 8 –1 944,  DE /U S:  F i rs t  recogn i zed  e l ec-
t ron i c  p i ece  o f  mus i c  ever.
L i s ten i ng  t i p :  J ohanna  M.  Beyer  Mus i c  O f 
The  Spheres  ( 1 93 8 ) .

1 9 1 0 s
c l a r a  ro c k m o r e

1 9 1 1–98 ,  U S :  Vi r tuoso  per former  o f  the 
Theremi n ,  the  f i r s t  e l ec t ron i c  mus i c  i ns t ru-
ment ;  co l l abora ted  w i th  Pro f.  Leon  There-
mi n  to  re f i ne  the  i ns t rument .

1 9 2 0 s
e l s e  m a r i e  pa d e

* 1 924,  DK:  Produced  mus i que  concrè te  and 
s l ow,  e l egan t ,  d i ssonan t  e l ec t ron i c  mus i c 
tha t  on l y  ex i s ted  on  tapes . 

c h a r l o t t e  » b e b e «  b a r r o n

1 925 –20 0 8 ,  U S :  Together  w i th  her  par t-
ner  c rea ted  the  f i r s t  e l ec t ron i c  f i l m  score  to 
Forb i dden  P l ane t  ( 1 956) .

d a p h n e  o r a m

1 925–20 03 ,  U K:  The  unsung  p i oneer  o f 
techno.  Bu i l t  her  own s tud i o  for  exper i -
ment i ng  w i th  e l ec t ron i c  mus i c  i n  the  1 940 s . 
Inven ted  the  O rami cs  drawi ng-sound  sys-
tem.  C o- founder  o f  the  BBC  Rad i ophon i c 
Workshop.

r u t h  W h i t e

* 1 925,  U S :  E l ec t ron i c  mus i c  p i oneer  us i ng 
the  Moog syn thes i zer.  C omposer  o f  F l owers 
o f  Ev i l  ( 1 969) ,  and  Shor t  C i rcu i t s  ( 1 970 ) . 

m a d d a l e n a  fa g a n d i n i

1 929–20 1 2 ,  U K:  E l ec t ron i c  mus i c i an  and 
te l ev i s i on  producer.  C o-crea tor  o f  pro to-
techno  s i ng l e ,  »Ti me  Bea t/Wal tz  In  Space« 
( 1 962) .  Member  o f  the  BBC  Rad i ophon i c 
Workshop.

1 9 3 0 s
e l i a n e  r a d i g u e

* 1 93 2,  France :  Mi n i ma l  drone  composer, 
mus i que  concrè te ,  syn thes i zer,  used  the 
ARP 250 0  modu l ar  sys tem and  tape ,  has 
been  crea t i ng  compos i t i ons  for  acous t i c  i n -
s t ruments  s i nce  20 0 1 ,  ext reme mi n i ma l  mu-
s i c ,  ver y  i n f l uen t i a l  up  and  i n to  the  2 1 st cen-
tur y.

pa u l i n e  o l i v e r o s

* 1 93 2,  U S :  In f l uen t i a l  composer,  cen t ra l 
f i gure  i n  the  deve l opment  o f  pos t-war  e l ec-
t ron i c  a r t  mus i c .  Wrote  new mus i c  theor y 
on  concept  o f  » Deep L i s ten i ng«  and  son i c 
awareness .

yo k o  o n o

* 1 933 ,  J P :  F l uxus  per formance  ar t i s t .  I n -
c l uded  e l ec t ron i c  and  sound  ar t  i n  her  ear-
l y  » happen i ng«  exper i ments .

d e l i a  d e r b y s h i r e

1 937– 20 0 1 ,  U K:  S ty l e :  mus i que  concrè te . 
J o i ned  the  BBC  Rad i ophon i c  Workshop. 
C rea ted  the  f i r s t  compl e te  e l ec t ron i c  mu-
s i c  score  for  T V.

a n n e a  l o c k w o o d

* 1 937,  N Z/U S:  C rea ted  f i e l d  record i ngs . 
F l uxus  a r t i s t .  E l ec t ron i c  mus i c  teacher  a t 
Vassar  C o l l ege .

m a r y a n n e  a m a c h e r

1 93 8 –20 0 9,  U S :  C omposer,  per former  and 
i ns ta l l a t i on  a r t i s t .  I nves t i ga ted  phys i o l og i -
ca l  and  psychoacous t i c )  phenomena ,  such 
as  » o toacous t i c  emi ss i on« ,  i n  wh i ch  the  ears 
themse l ves  ac t  as  sound-genera t i ng  dev i c-
es .  Worked  extens i ve l y  w i th  s i te-spec i f i c 
spa t i a l i sa t i on  o f  sound .  In f l uen t i a l  teacher.

We n d y  c a r l o s

* 1 93 9,  U S :  In te rpre ted  c l ass i ca l  works  and 
f i l m  scores  on  Moog syn thes i zer,  no tab l y 

The  Sh i n i ng  and  Tron . 

1 94 0 s
a n n e t t e  pe a c o c k

* 1 941 ,  U S :  Recorded  exper imenta l  e lec-
t ron i c  rap  in  1 970s ,  I 'm  the  One ( 1 972) . 
O ne  o f  the  f i r s t  a r t i s t s  to  feed  vo ice  in to  a 
syn thes i zer.

p r i l  s m i l e y

* 1 943 ,  U S :  P layed  a  s ign i f i can t  ro le  in  the 
deve l opment  o f  the  Columbia-Pr ince ton 
E l ec t ron i c  Mus ic  Center  and  i t s  programme. 
Her  f i r s t  e lec t ron ic  p iece ,  »Ec l ipse«  ( 1 967 ) , 
won  f i r s t  p r ize  a t  the  In terna t iona l  E lec t roa-
cous t i c  Mus ic  Compet i t ion . 

m i c h è l e  b o k a n o w s k i

* 1 943 ,  France :  Composer  o f  compu ter  mu-
s i c  fo r  f i l m  and  dance  w i th  s tunn ing  sound 
qua l i t y.  L i s ten ing  t ip :  Tabou  ( 1 983–1 984) .

a l i c e  s h i e l d s

* 1 943 ,  U S :  Techn ica l  d i rec tor  o f  CPEMC. 
C omposer  o f  complex  e lec t ron ic  voca l 
works ,  i nc lud ing  the  impor tan t  »S tudy  for 
Vo i ce  and  Tape«  ( 1 968) . 

l a u r i e  s p i e g e l

* 1 945,  U S :  One o f  the  f i r s t  to  exper iment 
w i th  compu ters  &  a lgor i thmic  compos i t ion .

m a g g i  pa y n e

* 1 945,  U S :  Composer,  f l u t i s t ,  v ideo  ar t-
i s t ,  record ing  eng ineer/ed i tor,  and  h i s -
tor i ca l  remas ter ing  eng ineer  who crea tes 
e l ec t roacous t ic ,  i ns t rumenta l ,  and  voca l 
works .  C urren t l y  Co-Di rec tor  o f  the  Cent-
er  fo r  C ontemporar y  Mus ic  a t  Mi l l s  Co l lege 
(Oak l and ,  CA) .  Teaches  record ing  eng i -
neer i ng ,  compos i t ion ,  and  e lec t ron ic  mus ic .

s u z a n n e  c i a n i

* 1 946,  IT/US :  Made  sound  e f fec t s  fo r  S ta r 
Wars .  S tud ied  compu ter-genera ted  mus ic 
a t  S tan ford  Un ivers i t y ’s  Ar t i f i c ia l  I n te l l i -
gence  Labs  in  the  ear l y  1 970s .

h i l d e g a r d  We s t e r k a m p

* 1 946,  DE/CA:  Composer,  rad io  a r t i s t ,  and 
sound  eco log i s t ,  g i ves  soundscape  work-
shops  and  lec tures  in te rna t iona l l y,  per forms 
and  wr i tes .

Recent l y  I  t aught  13 -year-o l ds  a  l esson  abou t  e l ec t ron i c  mus i c  –  f rom Theremi n  to  Skr i l l ex  v i a  E l i ane  Rad igue ,  Peaches ,  and  Gr imes . 
When  CTM commi ss i oned  me to  wr i te  abou t  fema l e  p i oneers  i n  e l ec t ron i c  mus i c ,  I  had  on l y  one  w i sh :  to  f i nd  as  many  as  poss ib le .  I n  the 
l as t  years ,  to  my  grea t  re l i e f,  t he  h i s tor y  o f  fema l e  p i oneers  has  begun  to  be  exp l ored .  My  own cont r i bu t ion  i s  j us t  a  beg inn ing ;  the  task 
i s  wor thy  o f  doc tora l  research .  I  hope  th i s  l i s t  w i l l  be  f i l l ed  over  t i me  w i th  the  names  o f  more  i nnova tors ,  po ten t ia l l y  f rom cont inen ts  and 
corners  o f  the  wor l d  to  wh i ch  I  have  l i t t l e  access .  E l ec t ron i c  mus i c  has  t rave l ed  f rom the  academi c  con text  o f  i t s  emergence  to  c lubs , 
f rom pr i va te  homes  to  per formances  i n  pub l i c  spaces .  Here  a re  some women who have  pushed  e l ec t ron ic  mus ic  for ward ;  d ig  deeper !
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l a u r i e  a n d e r s o n

* 1 947,  US :  Composer,  per formance  ar t i s t , 
t ape-bow v io l in  w i th  magnet ic  tape  ins tead 
o f  horse  ha i r,  MIDI ,  e tc .  She  deve loped  a 
ta lk ing  s t i ck ,  a  s i x- foo t- long  ba ton- l i ke 
M ID I  con t ro l le r  tha t  can  access  and  rep l i -
ca t e  sounds ,  and  i s  the  f i r s t  a r t i s t  to  have  an 
a r t i s t- in- res idence  a t  NASA. 

c h r i s t i n a  k u b i s c h

* 1 948,  DE :  Sound  ar t i s t ,  »E lec t r i ca l  Walks« 
s e r ies  o f  works ,  s tud ies  e lec t romagnet ic 
rad ia t ion  wh ich  tu rns  in to  e lec t ron ic  sound 
wa lks ,  and  a l so  deve loped  new headphones 
fo r  t he  purpose .

1 9 5 0 s
c h r i s t i n e  n e w b y  ( c o s e y  fa n n i  tu t t i ,

c o s m o s i s )

* 1 951 ,  UK:  Indus t r i a l  mus ic ,  roo ts  in  per-
formance  ar t ,  co- founder  o f  avan t-garde 
gro ups  Coum Transmiss ions ,  Throbb ing 
G r i s t le  and  Chr i s  &  Cosey.  L i s ten ing  t ip : 

S e l f l essness  (2004) .

i k u e  m o r i

* 1 953,  JP :  Drummer,  d ig i ta l  composer,  v i s -
ua l  a r t i s t ,  d rum mach ines ,  d ig i ta l  percus-
s ion ,  exper imenta t ion  w i th  mus ica l  fo rm.

c a r l a  s c a l e t t i

* 1 956,  US :  Harp i s t ,  composer,  and  mus ic 
t e chno log i s t .

Z e e n a  pa r k i n s

* 1 956,  US :  Bes ides  s tandard  and  e lec t r i c 
harps ,  her  work  a l so  incorpora tes  Fo ley, 
f i e ld  record ings ,  ana logue  syn thes iz-
ers ,  samplers ,  osc i l l a tors ,  and  homemade  
ins t ruments .

pa m e l a  Z

* 1 956,  US :  Processes  her  vo ice  in  rea l -
t ime  to  c rea te  dense ,  complex  son ic  l ay-
ers  in  her  so lo  works  tha t  combine  exper i -
me nta l  ex tended  voca l  techn iques ,  opera t ic 
be l  can to,  found  ob jec ts ,  tex t ,  and  sam-
p le d  concrè te  sounds .  Uses  so f tware  a long 
w i t h  cus tom MIDI  con t ro l le rs  to  man ipu la te 
s o und  and  image  w i th  phys ica l  ges tures .

l a e t i t i a  s o n a m i

* 1 957,  FR/US:  Composer,  per former,  sound 
ins ta l l a t ion  a r t i s t .  Des igns  and  uses  her  own 
ins t ruments  a long  w i th  wearab le  techno l -
o gy  for  her  compos i t ions  and  son ic  s tor y  
s t o r y te l l i ng .

e l i s a b e t h  s c h i m a n a

* 1 958. ,  AT:  Composer,  per former,  and  ra-
d io  a r t i s t  p rac t ic ing  and  research ing  mus i -
co logy,  e thno logy,  space-body  e lec t ron ics , 
ge nder,  a r t ,  and  techno logy.

c i o  d o r b a n d t  ( c i o  d ’o r )

* 1 958,  DE :  Co logne-ba sed  DJ  a nd  pro-
ducer,  ranges  f rom wa r m techno-der ived  to 
ambien t  produc t ions .

fr a n c e  J o b i n  ( i 8 u )

* 1 958,  FR/CA :  M in ima l  d ig i ta l  mus ic  com-
poser,  aud i o  a r t ,  toda y  uses  va r ious  a na -
logue  and  d ig i ta l  techno log ies ,  re lea ses  on 
the  l abe l  L INE.

m i y a  m a s a o k a

* 1 958,  US :  E lec t roa cous t ic  wor k s  f or  ko to 
and  e lec t ron ics ,  f i e ld  record ings ,  l a p top, 
v ideo  and  w r i t ten  scores  f or  ensembles , 
chamber  orches t ra s ,  a nd  mixed  cho i rs . 

1 9 6 0 s
G u d r u n  G u t

* 1 960,  DE :  Found ing  member  o f  E in-
s türzende  Neuba u ten ,  a nd  M a la r ia ! .  Found-
ed  the  l abe l  M on ika  En ter pr i se ,  f i r s t  so lo  re-
cord  2006,  techno  songw r i te r.

k a f f e  m a t t h e w s

* 1 961 ,  UK:  In f luen t ia l  sound  a r t i s t  a nd  d ig-
i ta l  mus ic  composer,  mu l t i -cha nne l  com-
pos i t ion ,  founded »M us ic  f or  Bod ies«  a nd 
bu i lds  son ic  f u r n i tu re .

a n a - m a r i a  av r a m

* 1 961 ,  RO:  S pec t ra l  mus ic  s ty le ,  a cous-
mat ic ,  he terophon ic  a nd  t ra ns f or ma t ion-
a l .  E lec t ron ic  mus ic  a nd  compu ter  a ss i s ted 
mus ic .  Work s  c lose ly  w i th  composer  Ia ncu 
Dumi t rescu .

va l e r i e  o l u k e m i  a  » ke m i «

o l u s a n y a  ( ke m i s t r y )

1 963–99,  U K :  P ioneer ing  dr um’n’ba ss  a r t-
i s t  as  par t  o f  the  DJ  duo  Kemis t r y  &  S tor m, 
co- founded  the  M eta lhea dz  la be l .

J a n e  c o n n e e l y  ( dJ  s t o r m )

UK:  H igh ly  rega rded  a s  the  f i r s t  l a dy  o f 
drum‘n’bass ,  co- f ounded M eta lhea dz  ba ck 
in  the  ear l y  1 9 9 0s ,  i nvo lved  w i th  a l l  f ema le 
DJ/MC-co l lec t i ve  Fe l ine .

s a s k i a  s l e g e r s  ( m i s s  d j a x )

* 1 962,  NL :  Techno  a nd  a c id  DJ,  f ounder  o f 
D jax  Record s .

s u s a n n e  k i r c h m a y r  ( e l e c t r i c  i n d i g o )

* 1 965,  AT:  DJ,  composer,  mus ic ia n ,  spa -
t i a l - tempora l  p la cement  o f  sub t l y  textured 
sounds ,  founded the  in te r na t iona l  co l lec t i ve 
fema le :pressure .

r i z  m a s l e n  ( n e o t r o p i c )

* 1 965,  UK:  Keyboa rd i s t ,  bu i l t  a  home s tud io 
in  the  ear l y  1 990s ,  co l l a bora ted  w i th  4hero 
and  Fu ture  S ound  o f  London . 

to n e  Å s e

* 1 965,  NO:  Wor k s  w i th  bo th  e lec t ron i c 
sound  process ing  a nd  a cous t ic  sound  on 
vo ice .

b a r b a r a  h a l l a m a  ( b a r b n e r d y )

* 1 965,  D E :  DJ  in  M un ich ,  took  pa r t  i n  1 990 s 
ga ra ge  pa r t ies ,  toda y  i s  a  cu l tu ra l  i n i t i a -
tor  f o r  Ber l in ’s  »S uppor t  Your  Loca l  Ghet-
to«  even ts ,  pub l i shes  m ixes  extens ive l y  on 
S oundCloud .

b j ö r k  G u ð m u n d s d ó t t i r  ( b j ö r k )

* 1 965,  IS :  E lec t ron ic  mus ic  producer  and 
songw r i te r,  connec ted  UK  c lub  sound  w i th 
e la bora te  song  w r i t i ng  a nd  innova t i ve  pro-
duc t ion .  In f luen t ia l  record :  D ebu t  ( 1 993 ) .

b e v  s t a n t o n  ( a r t h u r  l o v e s  p l a s t i c ,  a l p ) 
* 1 966,  BS :  D ow ntempo e lec t ron ica ,  queer 
cu l tu re .

vi c k y  b e n n e t t  ( pe o p l e  l i k e  u s )

* 1 967,  UK :  M us ic  a nd  sound  co l l a g i s t ,  rad i o 
ma ker,  mu l t imed ia  a r t i s t ,  sound  f i lms ,  cur-
ren t l y  r uns  the  show  »D O or  D IY«  on  WFMU 
ra d io.

ke i k o  u e n i s h i  ( o . b l a a t )

JP/US :  K now n f or  her  wor k s  tha t  fo rmed 
through  ex per iments  in  res t r uc tur ing  and 
a na lyz ing  one 's  re la t ionsh ip  w i th  sounds  i n 
soc io log ica l ,  cu l tu ra l ,  a nd/or  psycho l og i ca l 
env i ronments .

e l l e n  fr a t z  ( e l l e n  a l l i e n )

* 1 96 8,  D E :  Ber l in  techno  DJ  w i th  her  own 
la be l  a nd  ne twor k ,  Bp i tch  Cont ro l .

m e r r i l l  b e t h  n i s k e r  ( pe a c h e s )

* 1 96 8,  CA :  Bea t  a nd  song  w r i te r,  p i oneer-
ing  bea ts ,  sex ua l i t y,  o ther ness ,  v ideo  ar t i s t , 
i n f l uen t ia l  record :  The  Tea ches  O f  Peaches 
( 2 000) .

a n d r e a  po l l i

* 1 968,  US :  D ig i ta l  med ia  a r t i s t ,  a ddresses 
i ssues  re la ted  to  sc ience  a nd  techno l ogy  i n 
con tempora r y  soc ie ty.

te r r e  t h a e m l i t z

* 1 968,  JP/US :  Cr i t i ca l l y  combines  themes 
o f  iden t i t y  po l i t i cs  –  inc lud ing  gender,  sex-
ua l i t y,  c la ss ,  l i ngu i s t i cs ,  e thn ic i t y  a nd  race  – 
w i th  a n  ongo ing  cr i t ique  o f  soc io-ec onom-
ics ,  s ty les  inc lude  e lec t roa cous t ic  compu ter 
mus ic ,  c lub-or ien ted  deep  house ,  a nd  more .

m a r i n a  ro s e n f e l d

* 1 96 8,  US :  S ound  a nd  v i sua l  a r t i s t ,  i n f l uen-
t i a l  tu r n ta b le-a s- ins t r ument  wor k .

i r i s  G a r r e l f s

* 1 969,  D E/UK :  Composer  a nd  per f ormer  o f 
raw  vo ice  in to  ma ch ine  no i ses ,  cura tor  o f 
the  London-ba sed  S P R AWL ser ies .

b e t h  c o l e m a n  ( dJ  s i n g e )

* 1 969,  U S :  C o- founder  and  i n-house  DJ  o f 
SoundLab,  an  i nnova t i ve  tu rn tab l i sm ar t s 
group  ded i ca ted  to  c rea t i ng  l oca t i on-spe-
c i f i c  per formances  o f  sound  and  v i sua l  a r t , 
mas ter  s ty l i s t  o f  i l l b i en t  genre .

1 970 s
s a c h i k o  m a t s u b a r a  ( s a c h i k o  m )

* 1 970,  J P :  Mi n i ma l  e l ec t ron i c  compos i t i on , 
semi na l  work  S i ne  Wave  So l o  ( 1 999) .

b a r b a r a  m o r g e n s t e r n

* 1 97 1 ,  DE :  Bea t-b l as t i ng  e l ec t ron i c  mus i c 
and  songwr i te r,  f i r s t  wave  bedroom pro-
ducer  movement  i n  Ber l i n .

re k h a  m a l h o t r a  ( dJ  r e k h a )

* 1 97 1 ,  U K/U S:  A l mos t  so l e l y  respons i b l e 
for  pu t t i ng  Bhangra  mus i c  on  the  wes tern 
p l a te-os-phere ,  DJ,  p roducer,  cura tor,  and 
ac t i v i s t ,  f uses  the  Ind i an  genre  o f  Bhangra 
mus i c  w i th  i n te rna t i ona l  h i p-hop  and  drum 
bea ts .  Runs  an  i n famous  c l ub  n i gh t  i n  N Y, 
a l so  an  ac t i v i s t .

b e v i n  ke l l e y  ( b l e v i n  b l e c t u m )

1 97 1 ,  U S :  E l ec t ron i c  c razy  l ap top  punk , 
mu l t i med i a  composer.  Par tnered  w i th  Kev i n 
B l echdom to  form the  duo  B l ec tum f rom 
B l echdom.

m o n i k a  k r u s e

* 1 97 1 ,  DE :  Success fu l  techno  DJ,  mus i c  
p roducer  and  record  l abe l  owner.

l e i l a  a r a b  ( l e i l a )

* 1 97 1 ,  IR/U K:  IDM-der i ved  persona l  i r regu-
l a r  ambi en t ,  e l ec t ron i c  pop.

a n d r e a  pa r k e r

* 1 97 1 ,  U K :  DJ  and  c l ub  mus i c  produc-
er,  sampl i ng ,  remi xes ,  bass .  L i s ten i ng  t i p : 
» Ba l l b reaker«  ( 1 998 ) .

J o  t h o m a s

* 1 972 ,  U K:  U ses  mu l t i - speaker  sys tems  and 
wr i tes  fo r  v i ny l ,  t ape  casse t te ,  and  d i g i ta l 
med i a .  Gol den  N i ca  award  i n  D i g i ta l  Mu-
s i c  f rom Pr i x  Ars  E l ec t ron i ca ,  re l eases  on 
E n t r ' ac te  l abe l .

m a j a  r a t k j e  ( s o l v e i g  k j e l s t r u p )

* 1 973 ,  N O :  C omposer  and  per former,  ex-
press i ve  vo i ce  i n  d i g i ta l  mus i c ,  e l ec t roa-
cous t i c  compos i t i on ,  par t  o f  the  no i se  band 
Fe-ma i l ,  re l eases  on  Rune  Grammophone , 
p l ays  theremi n ,  l ap top,  and  v i o l i n .

c a r o l i n e  h e r v é  ( m i s s  k i t t i n )

* 1 973 ,  FR :  E l ec t roc l ash  DJ,  s i nger,  and 
songwr i te r.

ta r a  r o d g e r s  ( a n a l o g  ta r a )

* 1 973 ,  CA:  DJ  and  e l ec t ron i c  mus i c i an , 
wr i t i ng  abou t  sound  and  aud i o  techno l o-
g i es ,  pub l i shed  the  i mpor tan t  book  P i nk 
N oi ses  (20 1 0 ) .

n i c o l e  l i z é e

* 1 973 ,  CA:  C ompos i t i on  w i th  unor tho-
dox  i ns t rument  combi na t i ons  tha t  i nc l ude 
the  Atar i  260 0  v i deo  game conso l e ,  om-
n i chords ,  s ty l ophones ,  ree l - to- ree l  ma-
ch i nes ,  S i mon and  Mer l i n  hand  he l d  games , 
and  karaoke  tapes .

J e s s i c a  r y l a n  ( c a n' t )

* 1 974,  U S :  Des i gns  and  bu i l ds  modu l ar 
ana l ogue  syn thes i zers ,  rhy thm boxes ,  and 
d i s tor t i on  peda l s ,  founded F l ower  E l ec-
t ron i c ,  p roduc i ng  ed i t i ons  o f  her  un i que  
i ns t ruments .

m i s s r e p r e s e n t

U K:  Drum‘n’bass  DJ  and  producer,  per fec t-
ed  the  a r t  o f  p roduc t i on ,  now work i ng  as 
par t  o f  S i l en t  C ode .

c h a n t a l  pa s s a m o n t e  ( m i r a  c a l i x )

* 1 974,  ZA/U K:  C omposer,  per former,  DJ 
and  sound  ar t i s t ,  re l eases  on  Warp  Records .

J e n n i f e r  c a r d i n i

* 1 974,  FR :  DJ  and  producer  l i v i ng  i n  
C o l ogne ,  Germany.

e s t h e r  ve n r o o y

* 1 974,  N L :  Aud i o  a r t ,  empl oy i ng  e l ec t ron-
i c  and  d i g i ta l  techn i ques  i n  compos i t i ons , 
works  a t  the  IPE M ( Ins t i tu te  for  Psycho-
Acous t i cs  and  E l ec t ron i c  Mus i c ) .

J o h a n n a  fa t e m a n

( l e  ti g r e ,  s w i m  Wi t h  t h e  d o l p h i n s )

* 1 974,  U S :  Keyboards  and  sampl es ,  made 
a  f i ve-song  casse t te  en t i t l ed  The  S t rugg l e 
for  the  Fu l l  E xerc i se  o f  Woman's  Equa l i t y 
( 1 999) .

a l e x a n d r a  d r ö n e r  &  J o h a n n a  G r a b s c h

( s i c k  G i r l s )

DE :  DJ - team for  gr i me ,  dubs tep ,  U K un-
derground ,  gangs ta  rap ,  B-more  and  d i g i -
danceha l l .  Run  the  par ty  ser i es  » Revo l u t i on 
N °5«  –  a  sound  concept  w i th  no  l i m i t s .

h i l d  s o f i e  ta f j o r d

* 1 974,  N O :  E l ec t roacous t i c  no i se  mus i c , 
exper i menta l  e l ec t ron i cs ,  a l so  par t  o f  Spunk 
and  no i se  duo  Fe-ma i l .

y ô k o  h i g a s h i  ( h a m a y ô k o )

* 1 974,  J P/FR :  Fear l ess  e l ec t ron i c  mu-
s i c  produc t i on  and  compos i t i on ,  un i que , 
acousmat i c ,  anarch i s t i c ,  p i tch- t ransposed 
a tona l  chan t i ng ,  sampl es ,  d i s tor t i ons ,  and 
paroxysma l  rhy thms .

h e i d i  m o r t e n s o n

* 1 975,  DK:  E lec t ron ic  song  wr i te r,  s inger, 
and  producer,  sk i l l ed  energe t ic  l i ve  per-
former,  en ter ta iner,  advanced  l i ve  sample 
bea tbox- to-bea t  techn iques ,  l i ve  process-
i ng ,  empl oys  w ide  range  o f  ou tboard  e f-
fec t s ,  m i x i ng ,  and  loop  techn iques .

m a t h a n g i  » m a y a «  a r u l p r a g a s a m  ( m . i . a . ) 
* 1 975,  U K/SL :  mu l t imed ia  a r t i s t ,  p ioneer-
i ng  » res t-o f- thewor ld«  v iew approach  in  o f f-
c l ub  mus i c ,  o f f- rapper.

m a g d a l e n a  c h o j n a c k a  ( m a g d a )

* 1 975,  PL/US:  Min ima l  techno  DJ/produc-
er,  c l ose  to  R i tch ie  Haw t in ’s  Minus  l abe l .

s a r a  ( t h a t  f u c k i n g  s a r a )

* 1 975,  DK:  Ear l y  tu rn tab l i s t ,  enr iched  n igh t-
l i f e  w i th  h i p  hop,  d i sco,  e lec t ro,  g r ime ,  j azz , 
sou l ,  I t a l o  d i sco  in  Copenhagen  and  Ber l in .

m a n u e l a  b a r i l e

IT/PT:  Works  in  the  rura l  reg ion  o f  the 
mounta i n  range  o f  Gra lhe i ra  (S .  Pedro  do 
Su l  Mun i c ipa l i t y ) ,  focuses  on  p lace-based 
pro j ec ts  and  on  soc ia l  sound  /  sound  in 
commun i ty.
 
tu j i k o  n o r i k o

* 1 976,  J P :  Un ique  e lec t ron ica  songwr i te r 
and  f i l mmaker,  re leases  on  Ed i t ions  Mego, 
f avour i te  gear :  MP C 2000.

ry o k o  a k a m a

* 1 976,  J P/UK:  Composer,  d ig i ta l  mus ic  to 
e l ec t roacous t ic ,  eco logy  o f  sound ,  deve l -
ops  persona l  i ns t ruments ,  i nvo lves  a  Ge i -
ger  counter  in  her  work .

a m i  yo s h i d a

* 1 976,  J P :  Ext reme var ie ty  o f  voca l i za t ion , 
e l ec t roacous t ic  per formance .

c h l o é  t h é v e n i n  ( dJ  c h l o e )

* 1 976,  FR :  DJ,  a r t i s t ,  and  composer  a im-
i ng  to  make  the  dance  f loor  more  beau t i fu l , 
so f te r,  more  in te l l igen t ,  more  open .

G i n a  v.  d ' o r i o

* 1 976,  DE :  Ma in  former  voca l i s t  f rom Ger-
man  D i g i ta l  Hardcore  band  EC8OR and 
member  o f  Cobra  K i l l e r,  d i s tor ted  e lec t ron-
i c  hard  core  produc t ion .

a l e x a n d r a  c a r d e n a s

* 1 976,  CO:  L ive  coder,  has  a  pass ion  for 
code  and  her  e lec t r i c  gu i ta r  and  superco l -
l i der,  i nvo lved  in  the  l i ve  cod ing  scene  in 
Mex i co  C i ty.

J a m  r o s t r o n  ( p l a n n i n g t o r o c k )

U K:  Q ueer  syn th-pop e lec t ron ica  songwr i t-
i ng ,  expand ing  gender  percept ion .



J o c e l y n  s a m s o n  ( J d  s a m s o n )

* 1 978,  US :  Producer,  songwr i te r,  and  DJ 
bes t  known as  member  o f  the  bands  Le 
Tigre  and  the  MEN,  a l so  par t  o f  e lec t ro-
ac t i v i s t s  U l t ra-Disco  tha t  suppor t  the  Oc-
cupy  movement .
 
k r i s t i n  e r i c k s o n  ( ke v i n  b l e c h d o m )

* 1 978,  US :  Exper imenta l  e lec t ron ic  mus i -
c ian/per formance  ar t i s t  low- f i ,  pop  d i s tor-
t io n ,  no i se ,  comedy- lap top  anarchy.  Par t  o f 
t he  duo  B lec tum f rom B lechdom.

n a t a l i e  b e r i d z e  ( t b a )

* 1 979,  GE:  Innova t i ve  se l f-produc ing  e lec-
t ron ic  mus ic ian ,  un ique  crossover  o f  tech-
no,  i nd ie ,  c lass ica l  i n f l uences ,  f i lm  scores , 
w r i t es  a l l  her  mus ic  in  FL  S tud io.

l a u r a  e s c u d é

* 1 979,  US :  Vio l in i s t ,  mus ic  producer,  com-
pos er,  con t ro l le r- i s t ,  mus ic  techno log i s t , 
and  Ab le ton  Cer t i f i ed  Tra iner,  des igned  and 
p layed  shows  for  Jay-Z and  Kanye  West .

m e r j a  ko k k o n e n  ( i s l a j a )

* 1 979,  F I :  Her  mus ic  i s  no tab ly  psychede l ic 
and  ver y  in t imate  us ing  a  l a rge  var ie ty  o f 
i ns t ruments .

1 9 8 0 s  &  a l r e a dy 
p i o n e e r s
s a r a  a b d e l - h a m i d  ( i k o n i k a )

* 1 980,  UK:  E lec t ron ic  mus ic ian ,  p roducer, 
DJ,  garage  and  house ,  dubs tep ,
re le ases  on  Hyperdub  labe l .

m a r i a  c h a v e z

* 1 980,  PE :  Sound  ar t i s t ,  abs t rac t  tu rn tab-
l i s t ,  cura tor,  and  DJ  based  in  NYC,  uses 
broken  v iny l .

h e l e n a  G o u g h

* 1 980,  UK:  Power fu l  express ive  mus ique 
concrè te  for  the  2 1 st cen tur y.  L i s ten ing  t ip : 
M ikrok l imata  (En t r ’ ac te ,  20 1 0) .

k a t e r y n a  Z a v o l o k a

* 1 98 1 ,  UA:  E lec t ron ic  producer,  per form-
e r,  and  sound  ar t i s t ,  c r i sp  IDM- in f luenced 
produc t ion ,  un ique  co lour,  i n te r weaves 
s ampl ing  o f  Ukra in ian  fo lk  e lements  us ing 
ins t ruments  f rom Waldor f,  Dave  Smi th ,  and 
Nat i ve  Ins t ruments .

h i l d u r  i n g v e l d a r d ó t t i r  G u ð n a d ó t t i r

( h i l d u r n e s s )

* 1 982,  IS :  Use  o f  e lec t ron ica l l y  t rea ted  ce l -
lo  s ounds  for  drone  and  no i se  mus ic .
 
m e r r i s a  c a m p b e l l  ( c o o l y  G )

* 1 982,  UK:  Producer,  DJ  and  remix  a r t i s t , 
dub  organ izer,  genre-de f y ing ,  bass- in f lu -
enced  R&B- laced  t racks ,  re leases  on  Hy-
pe rdub  labe l .

ro s a  m e n k m a n

* 1 983,  NL :  A r t i s t  a nd  theor i s t  w ho  f ocuses 
on  acc iden ts  in  bo th  a na logue  a nd  d ig i ta l 
med ia  ca l led  g l i t ches ,  compress ions ,  f eed-
back  and  o ther  f o r ms  o f  no i se .

a s m a  m a r o o f  ( dJ  a s m a ,  o n e  h a l f  o f

n g u z u n g u z u )

Tour  DJ  for  M . I .A . ,  m ixed  the  Vick i  Leek x 
mix tape ,  s ty le :  f u tu r i s t i c  g loba l  ba ss ,  c la ss-
i l y  hybr id  c lub  mus ic ,  ba ss  mus ic ,  t rop ica l /
g loba l  bass ,  t ra p ,  sea punk ,  moomba hton , 
and  o ther  In te r ne t-spaw ned genres .

m a y a  J a n e  c o l e s

* 1 987,  UK:  M us ic  producer,  a ud io  eng ineer 
and  DJ,  a l so  pa r t  o f  e lec t ron ic  dub  duo  S he 
I s  Danger,  w i th  Lena  Cu l len .

vi c k y  Wi c k e n d e n  ( l a d y  v  d u b z )

UK:  London  dr um’n’ba ss .  Found ing  mem-
ber  o f  the  »Femin ine  Ta keover«  movement 
a longs ide  MC La dy  B la zer.

c l a i r e  b o u c h e r  ( G r i m e s )

* 1 988,  CA :  Bea t  a nd  songw r i te r,  i ns t r u-
ments  a re  keyboa rds  a nd  syn thes izers , 
uses  loop ing  a nd  la yer ing  techn iques ,  pa r-
t i cu la r l y  w i th  voca l s ;  ma ny  o f  her  songs 
fea ture  l ayers  o f  over  f i f t y  d i f f e ren t  voca l 
t racks  wh ich  crea te  a n  »e therea l «  sound , 
j us t  s igned  to  Ja y-Z ’s  l a be l .

b o n u s :  n e W  a rt i s t s 
to  Watc h - o u t  f o r 
l i n a  b a u t i s t a

CO:  L ive  compos i t ion  bu i l t-up  w i th  a m-
p l i f i ed  sounds  f rom the  env i ronment ,  the 
vo ice ,  and  the  genera t ion  o f  a lgor i thms  f or 
process ing  a nd  loca t ion  in  spa ce . 

k a t e  s i m k o

US/UK:  Min ima l  house  producer,  compos-
er.

ti n k e r

US:  me lod ic  ta ke  on  ins t r umenta l  h ip-hop 
and  bea t-dr i ven  ba ss  mus ic .

l a u r e l  h a l o

US:  E lec t ron ic  mus ic ia n  w r i t ten  techno, 
ambien t ,  and  syn th-pop,  us ing  syn thes iz-
ers ,  d rum ma ch ines ,  a nd  sa mplers ,  a s  we l l 
as  vo ice ,  p i a no,  e lec t r i c  gu i ta r,  a nd  v io l in .

h o l l y  h e r n d o n

US:  D ig i ta l  mus ic ,  l a p top-  a nd  so f twa re-
based  produc t ion  a nd  per f or ma nce .

c h r i s t i n a  ry a t  ( ryat )

US:  Produc er,  composer,  mu l t i - ins t r umen-
ta l i s t ,  voca l i s t ,  a nd  sound  ma n ipu la tor  on 
l i ve  e lec t ron ics ,  i ns t r uments ,  peda l s ,  a nd 
so f tware ,  s igned  to  the  Bra in f eeder  l a be l .

J e s s y  l a n z a

UK :  E lec t ron ic  RnB- in f luenced  c lub  mus i c 
w i th  ha un t ing  voca l s .

p h a r m a k o n

US :  power  e lec t ron ics/dea th  indus t r i a l  
mus ic ,  no i se .

c h r i s t i n e  c l e m e n t s  ( va c c i n e )

US :  D ubs tep  producer,  re lea ses  on  l abe l s 
Hot f lush  a nd  Nonp lus .

e m a  J o l l y  ( e m i k a )

UK /CZ :  Composer  a nd  sound  d es i gn-
er,  uses  Na t i ve  Ins t r uments ,  new,  dark , 
dow ntempo dubs tep ,  re lea ses  on  N i n j a 
Tune  la be l .

ky o k a

JP :  Heav y  rough  sound  resu l t i ng  in  a  broken 
pop-bea t  w i th  ex per imenta l  ye t  da nceab l e 
r hy thms ,  s ta r ted  w i th  ta pe  recorder  as  her 
toy  by  cu t t ing  a nd  ed i t i ng ,  l a te r  began  to 
use  syn thes izers  a nd  compu ters ,  re l eased 
her  debu t  on  ra s ter-no ton  in  2 0 1 2 .

k i t o  &  re i j a  l e e

AU:  Producer  duo  f or  dubs tep-pop tunes .

s a r a h  fa r i n a

D E:  Ber l in's  d ig i ta l  DJ  o f  gr ime ,  dubs tep  and 
f oo twor k . 

n i n a  k r a v i z

RU:  m in ima l  techno  DJ  a nd  produce r.

J e n n i f e r  l e e  ( to k i m o n s t a )

US :  DJ  a nd  producer,  uses  l i ve  ins t r uments , 
percuss ion ,  d ig i ta l  ma n ipu la t ion ,  a nd  dus ty 
v iny l .

fe r h i w o t  ta d e s s e  ( dJ  l e e )

* 1 988,  ET:  DJ  a nd  ra d io-producer  i n  E th i -
op ia .

a n t y e  G r e i e - r i p a t t i  ( * 1 969,  Ea s t  Germa-
ny)  i s  a  voca l i s t  a nd  songw r i te r,  p roducer, 
per f or mer,  poe t ,  a nd  ca l l ig ra pher,  cur ren t-
l y  l i v ing  in  Ha i luo to,  F in la nd .  S he  p roduc-
es  a nd  per f or ms  under  her  ow n name and 
a s  AGF,  a nd  ha s  re lea sed  on  la be l s  such 
a s  Or th long  M usor k ,  A sphode l ,  Nexsound , 
a nd  her  ow n AGF  Produck t ion ,  a s  we l l  as 
on  K i t t y-Yo a s  ha l f  o f  the  the  e lec t ro-avan t-
ga rde-pop duo  La ub.

The  a u thor  w ishes  to  tha nk  the 
Fema le :Pressure  ne twor k !
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Ra b i h  B ea in i ’s  Morp h ine  Records  exp lores  a  l im ina l  space 
 be twe e n  c lub  cu l tu re  and  the  avan t-garde ,  i n  wh ich  techno  i s 

u n m oo red  by  insurg en t  no i se .  The  labe l  i s  among th ree  
h i gh l i gh t ed  a t  t h i s  year ’s  CTM Fes t i va l ,  a long  w i th  PAN and  

Ed i t i on s  Meg o,  fo r  t he i r  exp lora tor y  approaches  to  genre  and 
sou n d  i t se l f.  Recen t  years  have  a l so  seen  such  labe l s  look ing 

b a ck wa rd s  in  t ime  t o  source  for ward- th ink ing  sound ,  presen t-
i n g  m us ica l  vang uard s  f rom pas t  genera t ions  a longs ide  

con tem porar y  young  ex p er imenta l i s t s .  I t  i s  f rom th i s  moment  o f 
h i s tor i ca l  d i s junc ture  t ha t  CTM 20 14 –  D is   Cont inu i t y  –  takes 
i t s  i n s p i ra t ion ,  as  d emons t ra ted  by  the  presen ta t ion  o f  Bea in i ’s 
mos t  recen t  p ro jec t  fo r  Morph ine .  In  20 13 ,  the  l abe l  re leased  a  

re t ros pec t i ve  t r i log y  o f  works  by  syn thes izer  improv i ser 
Ch a r l es  Cohen ,  whose  work  has  rema ined  la rge ly  unknown 
ou ts i de  h i s  immed ia t e  a r t i s t i c  commun i ty  desp i te  over  four  
de ca des  mak ing  mus ic .  For  CTM Fes t i va l ’s  15 th ann iversar y  
ed i t i on ,  B ea in i  and  Cohen  per form in  the  jo in t  programme,  

»Un  Cont ro l « .

t r a n s m i s s i o n s
b e a i n i  / /  c o h e n :  a  c a s e  s t u dy

b y  k at e r i n a  l e i n h a r t

Bea i n i  g rew up  on  Lebanon’s  Med i te r ranean  coas t  dur i ng  a  per i -
od  o f  c i v i l  war.  Wi thou t  fo rma l  d i sc i p l i nar y  s t ruc tures  a t  home or 
i n  schoo l ,  he  says  he  or i en ted  h i mse l f  th rough  d i rec t  exper i ence  i n 
the  con text  o f  a  somet i mes  vo l a t i l e  » sur v i va l  env i ronment « .  These 
years  spen t  deve l op i ng  cr i t i ca l  awareness  and  adaptab i l i t y  cons t i -
tu ted  h i s  ear l i es t  exerc i ses  i n  i mprov i sa t i on .  He  d i dn’ t  j o i n  up  w i th 
the  mi l i t i as ,  nor  a l i gn  w i th  the  t ra f f i ckers  a round  Be i ru t ’s  harbours . 
» My  dad  a t  th i s  t i me  d i d  no t  say,  don’ t  go  w i th  these  peop l e .  He 
never  to l d  me th i s .  I  j us t  d i d  no t  do  i t  by  myse l f.  And  my  f r i ends  a t 
tha t  t i me  knew not  to  br i ng  me i ns i de  the i r  bus i nesses .  They  never 
even  t r i ed ,  no t  even  once ,  to  i nvo l ve  me i n  any th i ng ,  no t  even  car r y-
i ng ,  or  ho l d i ng  a  gun  i n  my  hand…  And tha t  was  no t  fear,  bu t  I  knew 
there  was  someth i ng  wrong  i n  the  po l i t i ca l  sys tem.  I  cou l dn’ t  take 
any  dec i s i on  or  be  on  a  s i de  w i th  someone  e l se ’s  i dea l s ,  because 
those  i dea l s  were  o f ten  chang i ng . «

As  a  DJ  and  producer,  Bea i n i  negot i a tes  de- ter r i to r i a l i zed ,  mu tab l e 
soundwor l ds  l a rge l y  c rea ted  th rough  i mprov i sa t i on  and  recorded 
i n  one- take  sess i ons .  He  began  h i s  career  i n  mus i c  DJ i ng  f i r s t  i n 
Lebanon ,  then  I ta l y  a f te r  l eav i ng  arch i tec ture  schoo l .  Recogn i zed 
for  h i s  raw,  i ndus t r i a l - i n f l uenced  techno,  h i s  sound  i n tegra tes  re-
dempt i ve ,  f reewhee l i ng  s t rands  o f  Lebanese  fo l k  songs  and  c l ass i -
ca l  Ind i an  ragas ,  f ree ,  sp i r i tua l ,  and  cosmi c  j azz ,  no i se  and  modu-
l a r  e l ec t ron i cs  –  a l l  b rought  i n to  erup t i b l e  d i a l ogue  or  d i smant l ed 
and  recyc l ed  for  par t s ,  the i r  res i dua l  energy  s t i l l  s t i ng i ng  and  s i ng-
i ng  th rough  tona l  or  s t ruc tura l  ske l e tons .  »There ’s  a l ways  a  sense 
o f  me l ancho l y,  a  we i rd  dark  fee l i ng ,  and  there ’s  a l ways  a  br i gh t 
th i ng ,  a  b i t  o f  hope , «  he  says  o f  the  resu l t i ng  p l ay  w i th  d i ssonance . 
»And these  two th i ngs  a re  a l ways  expressed  i n  my  mus i c ,  o f ten  s i -
mu l taneous l y. «

Bea i n i  embraces  a tona l i t y  and  oppos i t i on  as  par t s  o f  l i b ra tor y  prac-
t i ce .  »You  s ta r t  rea l i z i ng  how to  l i ve  i n  i t ,  how to,  i n  a  way,  under-
s tand  the  code  o f  i t , «  he  says ,  l i ken i ng  the  process  to  acc l i mat i ng 
to  the  anarch i c  met ropo l i tan  rhy thms  o f  Be i ru t ,  o r  i n te rna l i z i ng  the 
abs t rac t ,  exp l ora tor y  l og i c  o f  avan t-garde  e l ec t ron i c  composers 
such  as  S tockhausen  or  C age .  Th i s  i s  pedagog i ca l ,  as  we l l  as  per-
sona l .  » I  l i ke  tha t  peop l e  ga i n  the i r  own consc i ousness  abou t  th i ngs 
and  know tha t  there  a re  o ther  ways ,  and  there  a re  o ther  wor l ds  – 
no t  j us t  th i s  wor l d  tha t  i s  d rawn i n  f ron t  o f  us , «  he  exp l a i ns .  »There 
i s  another  th i ng  ou t  there ,  and  you  j us t  need  to  s ta r t  l earn i ng  how 
to  l i s ten . « 

In  h i s  l i ve  and  DJ  se t s  as  Morphos i s ,  he  pushes  l i s teners  to  con f ron t 
the i r  own l i m i ta t i ons ,  even  rup ture  them.  » I  have  to  cap ture  them 
i n to  a  cage  and  s ta r t  th rowi ng  th ings  a t  them, «  he  says .  »Tha t ’s  the 
on l y  way.  Because  i f  t hey  a re  f ree  in  a  f i e ld ,  I  cannot  reach  them.« 
You  have  to  l u re  l i s teners  i n ,  he  says ,  speak  to  them in  the i r  own 
l anguage ,  then  de tona te  and  se t  them f ree . 

Bea i n i  founded Morph i ne  as  a  p la t form for  shar ing  such  mus ic , 
wh i ch  he  cons i ders  an  educa t i ona l  too l .  He  descr ibes  the  l abe l , 
known for  ana l ogue ,  ou ts i der  techno  f rom the  l i kes  o f  H ierog lyph ic 
Be i ng  (aka  J ama l  Moss  aka  IAMTHATIAM aka  The  Sun  God)  and 
Ph i l ade l ph i a-based  exper i menta l  no i se  duo  Metasp l i ce ,  as  a  mu l t i -
p l i c i t y  o f  i deas  w i thou t  s ty l i s t i c  s t r i c tu res  govern ing  i t s  ou tpu t .  The 
l abe l  ma i n ta i ns  s t rong  a l l eg i ance  to  i t s  per iphera l  pos i t ion  to  the 
dance  mus i c  i ndus t r y,  i ssu i ng  re l eases  w i thou t  much  hype  and  min-
i ma l  a r t i s t  p romot i on .  Bea i n i  i s  no t  a im ing  for  a  un iversa l l y  pa la t-
ab l e  sound ;  he  says  he  ac tua l l y  wants  to  f i l t e r  Morph ine ’s  aud ience 
to  d i scourage  appropr i a t i on .  Bu t  the  l abe l ’s  re leases  have  come to 
c r i t i ca l  recogn i t i on ,  no t  as  produc ts  o f  haphazard  exper imenta l i sm , 
bu t  de l i bera te  and  ded i ca ted  no-bu l l sh i t  f ree  form. 

» I  don’ t  wan t  to  ca l l  i t  p i oneer i ng ,  bu t  i n  a  way,  yes ,  i t ’s  i nsp i red , « 
Bea i n i  says  o f  Morph i ne .  I t  doesn’ t  subscr ibe  to  t rends ,  because 
t rends  fa l l ;  i t ’s  no t  pre ten t i ous .  I t ’s  j us t  a  s tor y,  a  con ta iner  fo r 
s t rong  and  s i ngu l a r  vo i ces .  » I  wou ldn’ t  pu t  any th ing  tha t  wou ld  age 
ou t , «  he  says .  » I  wou l d  l i ke  mus i c  on  the  l abe l  to  s tay  e terna l ,  t ime-
l ess  i n  a  way. «

Bea i n i  f i r s t  encountered  Morph i ne  l abe l  a r t i s t s  Metasp l i ce  th rough 
h i s  i n te res t  i n  the  Amer i can  no i se  scene .  »The i r  sound  was  a  new 
form o f  sc i - f i , «  he  reca l l s  i n  a  recen t  ema i l  i n te r v iew f rom Lebanon . 
» Fu tur i s t i c  tones  based  on  an  i mprov i sa t iona l  s t ruc ture ,  and  incred-
i b l e  techn i ques  on  the i r  gears . «  Through  improv i sed  d ia logue ,  the 
duo  i ns t rumenta l i zes  d i scomfor t  w i th  the  man ipu la t ion  o f  son ic  ex-
t remes .  The i r  sound  escapes  l i t e ra l  i n te rpre ta t ion ,  bu t  i t s  a f fec t i ve , 
corporea l  power  i s  unden i ab l e .  »Th i s  i s  a  ver y  ra re  case  o f  gen ius  in 
my  op i n i on , «  Bea i n i  says .  » In  a  way,  i t ’s  l i ke  go ing  ins ide  a  bar  and 
screami ng  a t  peop l e .  Peop l e  don’ t  unders tand  what  you ’ re  say ing , 
bu t  they  unders tand  tha t  there ’s  someth ing  go ing  on .  Some peop le 
w i l l  fo l l ow you  ou t ,  and  some peop le  jus t  s tay  s i t t i ng  a t  the  tab le . 
The  peop l e  tha t  go  ou t  w i l l  do  the  revo lu t ion  w i th  you ,  even  i f  they 
d i dn’ t  know i t  was  a  revo l u t i on  go ing  on .  They  were  jus t  car r ied  by 
the  s t rength  o f  th i s  screami ng  guy  in  wha tever  l anguage . « 

Ch ar les  Coh en

Rab ih  B ea in i
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Ke nneth_Lay  (aka  ha i r_ loss )  o f  Metasp l i ce  had  been  co l l a bora t ing 
w i t h  fe l low Ph i l ade lph ia  exper imenta l  mus ic ian  Char les  Cohen  a s 
Co lor  I s  Luxur y,  and  i t  was  he  who in t roduced  Bea in i  to  Cohen’s 
e ar l y  record ings  as  Ghos twr i te rs  w i th  Je f f  Ca in .  Cohen  ha s  been 
deve lop ing  h i s  own mus ica l  d i sc ip l ine ,  no tab le  for  i t s  s ty l i s t i c  con-
t inu i t y,  fo r  the  pas t  40 years .  He  i s  one  o f  the  few ar t i s t s  to  ow n 
and  have  mas tered  Dona ld  Buch la ’s  Mus ic  Ease l ,  a  ra re  por ta b le 
syn t hes izer  bu i l t  f rom two modu les  o f  the  Buch la  200 Ser ies ,  f rom 
wh ich  he  procures  an  expans ive  sound  pa le t te  w i th  the  in tu i t ion , 
nuance ,  and  care fu l  l i s ten ing  o f  a  v i r tuos ic  ins t rumenta l i s t .   

»T he  wor ld  o f  e lec t ron ic  mus ic  as  i t  was  un fo ld ing  in  the  ear l y  1 970s
res e mbled  an  Odd Fe l lows  p icn ic ,  emerg ing  pe l l  me l l  on  the  ou t-
s k i r t s  o f  the  60s  pop  exp los ion« ,  Ca in  wr i tes  in  a  re f le c t ion  on  
C o hen  pub l i shed  on  the  inner  s leeve  o f  Mus ic  for  Dance  and  Thea-
t re .  »A  new genre  o f  sound  was  be ing  con jured  f rom s t range  look ing 
boxes ,  makesh i f t  wha tno t  and  wh i r l ig ig  con t rap t ions .  An  evo lv ing 
landscape  shaped  by  an  un l i ke ly  con t inuum o f  prac t i t ioners  –  
e rud i te  and  o ther w ise ,  the  l i kes  o f  Ter r y  R i ley  and  Mor ton  S ubot-
n ick  shar ing  aud ience  subse ts  w i th  less  f l uen t  rock  and  ro l l  s ta l -
war t s .  Amids t  th i s  haphazard  backdrop,  Char les  Cohen  qu ie t l y 
s l ipped  in  th rough  a  s ide  en t rance .  Wel l ,  maybe  no t  a lways  so  qu i -
e t l y.  Char les ’  p ioneer ing  work  was ,  and  con t inues  to  be  ext ra ord i -
nar i l y  or ig ina l  and  re f resh ing… .  un ique ly  capab le  o f  br ing ing  un im-
ag ined  wor lds  to  l i f e . «

Be a in i  was  in i t i a l l y  s t ruck  by  the  drum sequences  and  pa t te r ns  f rom 
t he  Buch la  syn th  and  Mat r i xDrums  on  the  t rack  »Dance  o f  the  S p i r i t 
C at chers«  f rom Ghos twr i te rs ’  Remote  Dreaming  a lbum –  then  one 
o f  Cohen’s  few works  to  have  been  o f f i c ia l l y  re leased .  » I  thought  i t 
was  so  revo lu t ionar y  for  i t s  t ime , «  he  says .  » I t  had  no  re ference  to 
any t h ing  tha t  was  ye t  produced  un t i l  t ha t  e ra  –  ’79  –  and  [wa s ]  s t i l l 
f res h  nowadays . «  A  l im i ted  run  o f  12 ”s  had  been  i ssued  in  1 980,  a nd 
Kenneth_Lay  pu t  Bea in i  i n  touch  w i th  Cohen  to  d i scuss  the  poss i -
b i l i t y  o f  a  repress ,  wh ich  morphed  in to  a  l a rger  pro jec t  whe n  Cohen 
gave  Bea in i  access  to  decades  wor th  o f  o ld  ree l  tapes .  » I  ha ted  to 
pu t  ou t  a  s ing le  p iece  f rom an  ar t i s t ,  a  repress  and  a  remix  on  the 
B-s ide .  I t  sounded a  b i t  l i ke  a  ›DJ  f r iend ly‹  work ,  and  th i s  i s  some-
t h ing  I  a lways  t r y  to  avo id  on  the  l abe l , «  Bea in i  re f lec t s .  »The  over-
a l l  s cheme i s  to  reach  peop le  tha t  a ren’ t  necessar i l y  DJs ,  bu t  tha t 
wou ld  l i ke  someth ing  d iverse ly  re la ted  to  dance  mus ic . «

M uch  abou t  the  co l lec t ion  resona ted  w i th  Bea in i  –  the  in f luences 
o f  Af r ican  and  Ind ian  mus ic  in  Cohen’s  pa t te rns ,  h i s  comma nd a nd 
cre a t i ve  dexter i t y  w i th  ra re  ins t ruments .  (Bea in i  h imse l f  wor k s  pr i -
mar i l y  w i th  ana logue  gear  –  drum mach ines ,  syn thes izers ,  a nd  se-
quencers ,  p lus  a  coup le  o f  s t r ing  ins t ruments :  the  kudede ,  the  sa n-
tur ,  a  rababa ,  a  Ch inese  harp . )  Many  o f  Cohen’s  t racks  ha d  been 
recorded  no t  in  s tud ios ,  bu t  as  scores  for  mus ic  and  thea t re  p iec-
e s  o r  in  l i ve  per formance  or  improv i sa t ion  sess ions .  Cohen’s  mu-
s ic  a l so  had  the  added va lue  o f  i n t roduc ing  a  h i s tor ica l  perspec-
t i ve  to  Morph ine .  Whi le  Bea in i ’s  p roduc t ions  as  Morphos i s  nod  to 
v in tage  house  and  techno  cur ren t l y  exper ienc ing  a  rena i ssa nce ,  a s 
we l l  as  the  k rau t  mus ic  o f  p ioneer ing  German ar t i s t s  l i ke  Conra d 
S chn i tz le r  (w i th  whom Cohen  co l l abora ted  for  the  sp l i t  LP  C to  C 
in  1 985,  u l t ima te ly  never  re leased) ,  o r  Sun  Ra ’s  reve la tor y  a s t ra l 

j a z z ,  the  l a be l ’s  reper to i re  l a cked  a ny  d i s t inc t  chrono log ic  a f f i l i a -
t ion .  Cohen’s  wor k s ,  some produced  35  yea rs  pr ior,  exempl i f i ed  an 
ea r l y  breed  o f  e lec t ron ic  f o lk  d i scer na b le  in  more  recen t  da nce  mu-
s ic  tha t  s t i l l  sounded reso lu te ly  con tempora r y.  From here ,  the  i dea 
f or  a  re t rospec t i ve  ser ies  took  sha pe . 

Though  we l l  es ta b l i shed  in  the  improv i sa t iona l ,  ava n t-ga rde ,  and 
ja z z  scenes  o f  the  Ea s t  Coa s t ,  Cohen  ha s ,  un t i l  recen t l y,  f lown  un-
der  the  ra da r.  D ue  to  a  pre f erence  f or  process  over  produc t i on 
a nd  improv i sa t iona l  pra c t ice ,  a  re la t i ve ly  m inor  percen ta ge  o f  h i s 
mus ic  ha s  ever  a c tua l l y  been  recorded .  » Improv  sess ions  a re  o f ten 
re la ted  to  the  momentum o f  mus ic ,  the  b i r th  a nd  dea th  o f  sound« , 
Bea in i  ex p la ins .  »These  sess ions  a re  no t  regu la r l y  mea nt  to  be  re-
corded  a nd  even tua l l y  re lea sed . «  On ly  w i th  more  recen t  deve l op-
ments  in  por ta b le ,  a f f o rda b le ,  a nd  rea sona b ly  good qua l i t y  sound 
record ing  equ ipment  ha s  the  immor ta l i z a t ion  o f  such  sess ions  be-
come poss ib le ,  resu l t i ng ,  i n  Bea in i ’s  words ,  i n  documents  mark i ng 
tha t  momentum. 

Cha r les  Cohen :  A  Re t rospec t i ve  o f  Ea r l y  Wor k s ,  1 978–1 989 ,  a  v i -
ny l  t r i a d  compr i s ing  M us ic  f or  Da nce  a nd  Thea t re ,  Group Mot i on , 
a nd  The  M idd le  D is ta nce  wa s  re lea sed  in  November  2 0 1 3 ,  a l ong 
w i th  a  1 2 ”  o f  two  »Da nce  o f  the  S p i r i t  Ca tchers«  M or phos i s  remi xes . 
( The  f i r s t  M or ph ine  CD  re lea se  o f  the  ma ter ia l  i s  f o reca s t  fo r  the 
f or thcoming  yea r. )  I t ’s  no t  c lea r  exa c t l y  w hy,  a f te r  so  ma ny  years , 
Cohen  ha s  en t r us ted  Bea in i  w i th  ta k ing  ca re  o f  h i s  wor k ,  nor  can 
Bea in i  f u l l y  a r t i cu la te  w ha t  exa c t l y  ma de  the  under ta k ing  so  i mpor-
ta n t .  » I t  wa s  t ime  f or  th i s  to  come ou t , «  he  sa ys  s imp ly. 

At  CTM  2 0 1 4 ,  f o l low ing  two yea rs  o f  commun ica t ion ,  Bea i n i  and 
Cohen  w i l l  meet  a nd  p la y  toge ther  f o r  the  f i r s t  t ime .  The  pro-
gra mme inc ludes  so lo  per f or ma nces  f rom both  a r t i s t s ,  a s  we l l  as  a 
jo in t  l i ve  sess ion  w i th  Bea in i ’s  Upperground  Orches t ra ,  a  loose  co l -
lec t i ve  o f  se l f-descr ibed  ja z z  noma ds  w ho ex p lore  the  in te rsec t i on 
o f  j a z z  a nd  a na logue  e lec t ron ics  in  improv i sa t ion . 

By  co l l a bora t ing  w i th  Cohen  a nd  i ssu ing  pa r t  o f  h i s  mus ica l  l ega-
cy,  Bea in i  a l so,  i n  some wa y,  re i f i es  i t .  Bu t  he lp ing  v i ta l i ze  C ohen’s 
l ega cy  a l so  a dva nces  Bea in i ’s  b roa der  a sp i ra t ions  f or  M orph i ne , 
sha red  by  CTM  a nd ,  a rgua b ly,  mos t  w ho cont r ibu te  to  mus i c  i n 
some wa y :  to  provoke  cr i t i ca l  thought  a round  mus ic  a nd  expres-
s ive  pra c t ice ,  a nd  to  f a c i l i t a te  commun ica t ion  a cross  genera t i ons , 
spa ces ,  p la ces  th rough  » th i s  sprea d ing  too l ,  w h ich  i s  the  v iny l . «  The 
emissa r y?  »The  emissa r y,  yea h .  Tra nsmiss ion . «

k a t e r i n a  l e i n h a r t  ea r ned  her  B .A .  f rom I tha ca  Col lege  in  20 1 1 , 
w i th  a  f ocus  in  cu l tu ra l  s tud ies  a nd  cr i t i ca l  theor y.  S he  i s  a  rec i p i -
en t  o f  a  US  Fu lbr igh t  resea rch  f e l lowsh ip  in  e thnomus ico logy,  and 
conducted  f i e ldwor k  on  r i tua l  mus ic  in  M orocco  f rom 2 0 1 2 – 13 .  She 
cur ren t l y  wor k s  w i th  CTM  Fes t i va l .
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Aga i n s t  t he  b ackg round  o f  the  Mus icmakers 
H a ck l a b  a t  CT M 20 14  and  the  theme o f  D is  
Con t i n u i t y,  Pe t er  K i rn  exp lores  wha t  i t  means 
to  s h a re .  He  comp ares  fo lk  cu l tu re  and  mus ic 
te ch n o log y ’s  take  on  open  cu l tu re ,  as  a r t i s t s 
re m i x  the  ver y  t oo l s  t hey  use  to  per form. 

f r o m  f o l k  c u lt u r e  t o  o p e n 
c u lt u r e :  c o n t i n u i t y, 

d i s c o n t i n u i t y,  a n d  t h e  m u s i c a l 
h a c k  b y  p e t e r  k i r n 

O nce they  s ta r t  to  work  i n  groups ,  there  a re  para l l e l s  be tween  open 
cu l tu re  –  even  i n  tech  –  and  fo l k  cu l tu re .  Here ’s  how the  In terna t i on-
a l  Fo l k  Mus i c  C ounc i l  de f i ned  fo l k  cu l tu re  i n  a  1 954 Sao  Pao l o  con-
ference :

»The  fac tors  tha t  shape  the  t rad i t i on  a re :  ( i )  con t i nu i t y  wh i ch  l i nks 
the  presen t  w i th  the  pas t ;  ( i i )  var i a t i on  wh i ch  spr i ngs  f rom the  crea-
t i ve  i mpu l se  o f  the  i nd i v i dua l  or  the  group ;  and  ( i i i )  se l ec t i on  by  the 
commun i ty,  wh i ch  de termi nes  the  form or  forms  i n  wh i ch  the  mus i c 
sur v i ves . «

The  vers i on  con t ro l  so f tware  Gi t ,  wh i ch  i s  the  bas i s  o f  popu l ar 
ser v i ce  Gi tHub and  used  for  ever y th i ng  f rom code  to  rec i pes  (and 
now,  e l ec t ron i c  mus i ca l  i ns t ruments ) ,  has  fundamenta l  concepts  tha t 
a re  equ i va l en t .  A  » c l one«  cop i es  a  repos i tor y  o f  i n format i on  d i rec t l y, 
re ta i n i ng  the  l i nk  to  the  or i g i na l  –  con t i nu i t y.  A  » fork«  a l l ows  someone 
to  c rea te  a  vers i on  tha t  i s  the i r  own –  var i a t i on .  And  those  changes 
can  then  be  » merged«  i n to  a  shared  vers i on  –  se l ec t i on .  O f  course , 
th i s  de f i n i t i on  requ i res  an  ora l  t rad i t i on ;  the  Gi tHub webs i te  a l one 
wou l dn’ t  qua l i f y.  Bu t  i t ’s  te l l i ng  tha t  hackers  ga ther  w i th  one  another, 
and  tha t  mus i ca l  hackers  have  done  the  same .

In  20 07,  I  hos ted  C rea te  D i g i ta l  Mus i c ’s  f i r s t  » maker«  even t  i n 
N ew York  to  br i ng  toge ther  a  commun i ty  o f  mus i ca l  i nven tors ,  i nc l ud-
i ng  » hacked«  c rea t i ons .  The  ser i es  was  ca l l ed  Mus i cmakers ,  o r  Hand-
made  Mus i c ,  and  has  been  rep l i ca ted  i n te rna t i ona l l y.  I n  the  summer 
o f  20 0 9,  an  on l i ne  ge t- toge ther  ca l l ed  a  g l oba l  » hackday«  on  C rea te 
D i g i ta l  Mus i c  was  fo l l owed shor t l y  by  the  f i r s t  SoundC l oud-organ-
i zed  Mus i c  Hack  Day,  an  even t  wh i ch  has  spread  i n forma l l y  a round 
the  wor l d .

CTM Fes t i va l  has  for  some years  he l d  co l l abora t i ve  even ts ,  hos t-
i ng  Share ,  Mar i us  Watz ’  » Genera tor. x« ,  and  var i ous  o ther  pro j ec ts 
and  workshops .  Las t  year,  CTM Fes t i va l  bu i l t  on  tha t  t rad i t i on  w i th  i t s 
f i r s t  ed i t i on  o f  the  Mus i cMakers  Hack l ab .  There ,  c rea tors  –  f rom i n-
s t rumenta l i s t s  to  fash i on  des i gners  –  worked  toge ther  to  dev i se  new 
means  o f  p l ay i ng  mus i c .  Vi sua l  and  sound  ar t i s t s  worked  toge ther  to 
a l l ow the i r  c rea t i ons  to  speak  to  one  another ;  i nven tors  found  new 
ways  o f  connec t i ng  per formance  to  i mage  and  sound .  A  group  o f  a r t-
i s t s  j o i ned  U K s i nger  and  producer  Imogen  Heap to  use  her  team’s 
wearab l e  g l ove  i n te r face .  They  bu i l t  new i n ter faces  be tween  the  d i g i -
ta l l y  sens i ng  g l oves  and  more  t rad i t i ona l  fo rms ,  combi n i ng  i t s  use  w i th 
ce l l i s t s ,  s i ngers ,  and  dancers ,  measur i ng  hear tbea ts  and  tu rn i ng  the 
wagg l e  o f  a  f i nger  i n to  a  syn thes i zed  sound  or  i mage .

The  exerc i se  i s  no t  s i mp l y  techno l ogy  for  i t s  own sake ,  no t  on l y 
sc i ence  fa i r  p ro j ec ts  meant  to  dazz l e  and  i mpress .  Hack i ng  the  per-
formance  i n te r face  means  the  ab i l i t y  to  re turn  techno l ogy  to  the  hu-
man  sca l e .

Wi th  the  compl ex i t y  o f  too l s  today,  many  techno l og i es  have  to 
be  bought  i n  shr i nk-wrapped boxes ,  encased  i n  meta l  and  p l as t i c  the 
user  dare  no t  open .  And  deve l op i ng  a  sys tem i n  hardware  or  so f tware 
doesn’ t  au tomat i ca l l y  produce  someth i ng  tha t  can  make  sense  w i th 
the  human ges ture  or  u t te rance .

Perhaps  tha t ’s  why  the  hack  i s  so  i mpor tan t  –  and  why  i t  mat te rs  to 
take  th i ngs  apar t .  Even  l earn i ng  a  song  i sn’ t  a l ways  easy.  Me l od i es  can 
o f ten  be  repea ted  ro te .  Bu t  perhaps  you  want  to  l earn  the  gu i ta r  par t 
on  the  O scar  I saac  /  Marcus  Mumford  vers i on  o f  » D i nk ’s  Song« .  Tha t 
m i gh t  mean  hours  d i sassembl i ng  and  re-assembl i ng  chord  changes 
and  gu i ta r  pa t te rns  –  reverse  eng i neer i ng ,  as  the  hardware  geeks 
wou l d  say.  The  t ransmi ss i on  i s  s t i l l  o ra l ,  bu t  some assembl y  i s  re-
qu i red . 

Those  assembl y  sk i l l s  a re  then  bad ly  needed in  mus ic  too l s ,  whe ther 
eng i neer i ng  new i ns t ruments  or  s imp ly  f i nd ing  a  way  to  go  around 
prese ts .  O ther w i se ,  there  wou l d  be  l i t t l e  d i scern ib le  d i f f e rence  be-
tween  consumi ng  mus i c  and  mak ing  i t ;  t here  needs  to  be  con t inu-
i t y,  yes ,  bu t  a l so  var i a t i on .  Mak ing  mus ic  wants  to  be  more  than  jus t 
p ress i ng  p l ay.

L i kewi se ,  i f  mus i c  i s  emot i ona l  u t te rance  and  no t  j us t  the  produc-
t i on  o f  sound ,  then  you  have  to  tes t  the  ou tcome.  Mus ic  techno logy 
shou l d  s t i l l  h i t  you  i n  the  hear t ,  the  toes ,  the  gu t .  Tha t  means  tes t ing 
the  i nven t i ons  i n  the  wor l d  o f  per formance .  So,  we ’ re  p leased  th i s 
year  to  aud i t i on  these  techno l og ies  in  f ron t  o f  aud iences ,  i n  rea l  t ime , 
w i th  m i s takes  and  l i ve  p l ayers  sweat ing . 

The  Mus i cMakers  Hack l ab  a t  CTM 20 14 w i l l  cu lm ina te  no t  w i th  a 
se t  o f  p resen ta t i ons  or  a  show-and- te l l ,  bu t  a  per formance  in  HAU2. 
We have  to  p l ay  our  i nven t i ons ,  s tomachs  fu l l  o f  bu t te r f l i es ,  i n  the 
same room,  no t  sa fe l y  h i dden  beh ind  the  wor ld  o f  soc ia l  ne tworks , 
up l oad  s i tes ,  and  s t reams .

We’ l l  a l so  make  an  ensemble  ou t  o f  »WretchUp« ,  a  mob i le  app 
bu i l t  by  F l or i an  Grote  and  myse l f  i n  co l l abora t ion  w i th  Mouse  on  Mars 
and  Ruper t  Smy th ,  as  the  a r t i s t /deve loper  team p lays  the  app  l i ve .  In -
s i de  i s  an  open-sourced  mi crocosm o f  shared  cu l tu re :  the  app’s  code 
i s  ava i l ab l e  as  open  source  so f tware ,  runn ing  on  the  l ibpd  l ib rar y  bu i l t 
on  Pure  Data .  Pure  Data ,  i n  tu rn ,  bu i lds  on  years  o f  con t r ibu t ions  f rom 
a  commun i ty  o f  users ,  and  the  pa tch  WretchUp runs  on  a t  CTM bu i lds 
on  tha t  as  we l l  as  mod i f i ed  pa tches .

These  pro j ec ts  bu i l d  on  years  o f  h i s tor y.  In  the  Hack lab ,  Leon 
Theremi n’s  p i oneer i ng  1 920 s  c i rcu i t  w i l l  l i ve  aga in  in  a  remixed  de-
s i gn  by  Andrey  Smi rnov,  then  appear  in  par t i c ipan ts ’  own pro jec ts . 
Syn thes i s  l i b rar i es  now represen t  decades  o f  research  in  sound ,  code 
bases  tha t  evo l ve  over  many  years .  Th i s  i s  techno logy  tha t  i s  cons tan t-
l y  reused ,  no t  d i sposed .  And  whatever  my th  o f  f rom-scra tch  crea t ion 
peop l e  m i gh t  i mag i ne ,  ever y  e l ec t ron ic  produc t ion  –  bu i l t  on  propr i -
e ta r y  too l s  or  f ree  ones ,  s i mp l e  c i rcu i t s  or  complex  ones  –  s tands  on 
the  shou l ders  o f  g i an ts ,  to  quote  I saac  New ton .

I t ’s  easy  to  i mag i ne  tha t  these  a re  e l i t i s t  endeavours ,  ways  o f  j us-
t i f y i ng  fancy  s i l ver  l ap tops  and  tab le t s  fo r  those  w i th  the  income to 
buy  them.  N oth i ng  cou l d  be  fu r ther  f rom the  t ru th .  Embedded proces-
sors  a re  exp l od i ng  a t  a  ra te  tha t  th rea tens  to  ca tch  up  w i th  the  human 
popu l a t i on ,  new compu ters  approach  s tunn ing ly  low cos ts  ( the  Rasp-
berr y  P i  a t  $25) ,  and  sound  c i rcu i t s  can  be  made  f rom even  s imp le 
components .  These  too l s  draw a  l i ne  across  a  cen tur y  o f  techno log i -
ca l  i nnova t i on  i n  sound .

The  ques t i on ,  then ,  i s  one  o f  l i t e racy  and  commun i ty.  The  techno l -
ogy  i s  ever y where ,  as  p l en t i fu l  and  per vas ive  as  the  human popu la-
t i on .  N ow,  can  we ,  toge ther,  make  those  mach ines  s ing? 

T he  fo lk  tune  »D ink ’s  Song« ,  a l so  known as  »Fare  Thee  Wel l « ,  re-
ce n t l y  had  a  prominen t  ro le  in  the  Coen  bro thers ’  f i lm  Ins i de  L lew-
yn  Dav i s .  I t ’s  ca l led  »D ink ’s  Song«  because  the  woman who once 

s ang  i t  was  named Dink .  As  to ld  by  Amer ican  s inger  and  f o lk lor i s t 
Pe t e  Seeger,  the  s tor y  i s  tha t  mus ico log i s t  John  Lomax  found  D ink 
among labourers  work ing  on  the  Miss i ss ipp i  R iver  l evee s  dur ing 
t he  F i rs t  Wor ld  War.  D ink  sang  her  mourn fu l  me lody  in to  Loma x ’s 
re corder  wh i le  she  was  wash ing  c lo thes . 

Tha t  song  has  l i ved  on  in  covers  by  Pe te  Seeger,  Joa n  Ba ez , 
Dave  van  Ronk ,  Je f f  Buck ley,  Bob Dy lan ,  Anna  McGarr ig le ,  a nd 
Roger  McGuinn .  In  each  rend i t ion ,  the  ach ing ly  pre t ty  me lody  re-
ve a l s  some new face t  o f  i t s  ode  to  long ing  and  regre t .

Th i s  i s  the  essence  o f  how mus ic  works  –  or,  a t  l eas t ,  how  i t  ha d 
worked  in  fo lk  mus ic  for  m i l l enn ia .  Learn ing  »D ink ’s  Song«  i s  a n  ex-
erc i se  in  human- to-human access ,  shar ing ,  and  var ia t ion .  Be f ore 
t he  remix  (or  » remix  cu l tu re ‹ ) ,  there  was  the  › cover‹ .  Be fore  covers , 
t he re  were  s imp ly  peop le  s ing ing  songs .

Cou ld  e lec t ron ic  mus ic  and  the  techno logy  o f  mus ic-ma k ing 
eve r  have  the  immediacy  o f  someone  s ing ing?  Cou ld  so f twa re  or  a 
c i rcu i t  ever  be  shared  l i ke  D ink ’s  song?

Tha t  cha l lenge  i s  the  hear t  o f  the  hack . 
Mus ic  cu l tu re  i s  fundamenta l l y  abou t  con t inu i t y  and  d i scon t inu-

i t y.  I t  i s  the  ac t  o f  t ransmiss ion  –  l y r i cs  and  me lod ies ,  s t ruc tures  a nd 
t echn iques ,  l earned  f rom one  another  and  t rans formed and  sha red 
aga in .  Mus ic  techno logy  can  do  v io lence  to  those  human connec-
t io ns  in  myr iad  ways ,  f rom tec ton ic  to  sub t le .  Record ings  migh t  sug-

ges t  you  don’ t  have  to  s ing  a  song  in  order  to  recrea te  i t .  So f tware 
c rea t i v i t y  ca n  seem noth ing  more  tha n  bund les  o f  loops  a nd  sam-
p les ,  a r ra nged  by  prese t  f o r mu la .

Bu t  these  sa me techno log ies  a re  pa r t  o f  mus ic  cu l tu re .  Baez 
a nd  Buck ley  lea r ned  »D ink ’s  S ong« ,  i n  f a c t ,  tha nk s  to  Loma x ’s  por t-
a b le  Ed i son  recorder ;  now,  sure ly  tha t  a ccess  ha s  ex p loded  w i th  the 
In ter ne t .  A nd  mus ic ia ns  no t  on ly  s t i l l  s ing ,  bu t  a l so  ta ke  on  e lec t ron-
ics  a nd  ma ch ines  a s  the i r  »vo ice« .  M us ic  i s  ma de  on  ma ch ines ,  bu t 
s t i l l  by  huma ns ,  f o r  huma ns .

The  cr i t i c i sm tha t  mus ica l  too l s  sha pe  the  mus ic  they  p roduce 
i s  dea d  on .  Bu t  there ’s  a  next  log ica l  s tep  to  respond to  tha t  con-
cer n .  To  f ree ly  sha pe  mus ic  a nd  t ra de  mus ica l  idea s ,  you  need  to  be 
a b le  to  ta ke  a  ha nd  in  sha p ing  the  too l s ,  too.  You  have  to  be  ab l e 
to  ha ck  your  ins t r ument .

To  a  less  techn ica l l y  l i t e ra te  cu l tu re ,  the  word  »ha cker«  i s  as-
soc ia ted  w i th  secur i t y  prob lems  a nd  brea k- ins .  I t  re f lec t s  a  v i ew o f 
techno logy  a s  s in i s te r,  no t  to  be  ta mpered  w i th .  Bu t  deve lope r  com-
mun i t ies ,  w hose  use  o f  the  te r m preda tes  th i s  o ther  mea n ing ,  take  a 
d i f f e ren t  v iew.  » Ha ck ing«  i s  a  ba nner  f or  ingenu i ty  a nd  unexpec ted 
crea t i v i t y,  f o r  pra nk s  a nd  c lever ness  a nd  ra p id ly  concocted  t rans-
f or ma t i ve  inven t ion .  I t  rewa rds  shor tcu ts  a nd  ground-up  k nowl edge 
a nd  brea k ing  r u les .  A nd  ha ck ing  ha s  become a  communa l  even t  – 
the  techno log ica l  equ iva len t  o f  a  c la mba ke  or  a  k n i t t i ng  c i rc l e  or  a 
ba r n  ra i s ing .  D eve lopers  s ta ge  ha cka thons  a nd  ha ckda ys ,  compet-
ing  a nd  co l l a bora t ing  in  co l lec t i ve  groups .

pe t e r  k i r n  i s  a  composer,  e lec t ron ic  mus ic ian ,  and 
v i sua l i s t ,  and  runs  c rea ted ig i ta lmus ic .com.  He  i s  the 
founder  o f  Mus i cmakers  and  co-presen ts  th i s  year ’s 
Hack l ab  w i th  Darsha  Hewi t t .
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Rom a n i a n  mus ic ian  and  DIY arch iv i s t  Ion  Dumi t rescu  exp lores 
the  c re a t i ve  evo lu t ion  o f  exper imenta l  mus ic  in  Eas tern  Euro pe 
be f ore ,  du r ing ,  and  fo l low ing  the  fa l l  o f  the  I ron  Cur ta in .  He 
ad opts  O u t erna t iona l i sm as  a  f ramework  for  cons ider ing  the  
cu l tu ra l  p ro d uc t ion  o f  na t ions  per iphera l  to  Western  economic 
an d  po l i t i ca l  axes  o f  p ower,  whose  h i s tor ies  o f  mus ica l  i nnova t ion 
a re  on l y  n ow b eg inn ing  t o  ga in  broader  in te rna t iona l  awareness . 

t h e  o u t e r n at i o n a l 
c o n d i t i o n
b y  i o n  d u m i t r e s c u

i n t e r n a t i o n a l 
T hroughou t  the  20 th cen tur y,  fo r  var ious  po l i t i ca l ,  h i s tor ica l ,  a nd 

economic  reasons ,  a  wea l th  o f  wr i t i ng  has  been  pub l i shed  in  Nor th 
Amer ica  and  Europe ,  document ing ,  con textua l i z ing ,  and  ca tegor iz-
ing  ar t i s t i c  express ion  f rom g loba l  cu l tu res  and  de termin ing  the i r 
p lace  in  the  h i s tor y .

At  a  f i r s t  g lance ,  » in te rna t iona l «  m igh t  j us t  des igna te  a  neu t ra l  eco-
nomic  rea lm o f  t ransna t iona l  t rade  re la t ions ,  bu t  upon  fu r ther  in -
s pe c t ion  de l inea tes  a  con t inen ta l  separa t ion  be tween  deve loped 
and  under-deve loped  groups  o f  coun t r ies ,  w i th  f a r- reach ing  con-
s equences  for  a r t i s t i c  t ra jec tor ies  and  cu l tu ra l  p roduc t ion .  Rega rd-
ing  t he  mus ic  marke t ,  the  US ,  Japan ,  and  the  UK domina te  in  record 
s a les ,  fo l lowed by  France ,  Germany,  Canada ,  Spa in ,  Aus t ra l i a ,  a nd 
a  few more .  One  cou ld  sa fe l y  assume these  count r ies  represen t ,  to 
a  cer ta in  exten t ,  the  In terna t iona l  mus ic  indus t r y. 

Ye t  fo r  decades  now,  another  shape less  wor ld  has  been  d eve lop-
ing  a t  the  per ipher y  o f  the  In terna t iona l  sphere .  Compr i sed  o f  ma ny 
d ive rse  count r ies  w i th  complex  soc io-po l i t i ca l  h i s tor ies ,  th i s  ou ter 
domain  ho lds  some common fea tures  regard ing  modes  o f  mus ic 
pro duc t ion ,  consumpt ion ,  and  pro l i f e ra t ion .  Today  for  th i s  ou ter-
wor ld  we  have  d iverse  names .  One  o f  the  mos t  ( in ) famous  i s  »wor ld 
mus ic«  ( »mus ique  du  monde«) ;  ano ther  te rm less  f requent l y  used 
bu t  randomly  appear ing  i s  »Ou terna t iona l « . 

O f  course  i t  i s  a  b lu r r y  ma p,  w i th  lo t s  o f  i n te rsec t ions ,  except i ons , 
a nd  ind i s t inc t  border l ines .  Bra z i l  s ta nds  ou t  a s  a  pa r t i cu la r  exampl e 

w i th in  the  Ou ter na t iona l  sphere ,  a l rea dy  in  the  1 96 0s  ma nag i ng  to 
rea ch  ou t  to  the  wor ld  th rough  i t s  cu l tu ra l  p roduc t ion  in  sp i te  o f  a 
ha rsh  d ic ta torsh ip  a t  home .  A s  s ta ted  in  Oswa ld  de  A ndra de ’s  Man-
i f es to  A nt ropóf a go ,  the  Trop ica l i a  movement  ca nn iba l i zed  Western 
cu l tu re  a nd  t ra nsgressed  genres  a nd  te r r i to r ies ,  w i th  Trop ica l i a  re-
cords  re lea sed  to  grea t  success  bo th  in  Europe  a nd  Bra z i l .  Bra-
z i l i a n  mus ic ia ns  se t  f oo t  i n  the  In ter na t iona l  h i s tor y  ver y  ear l y  on . 

The  ca ses  o f  a r t i s t s  l i ke  Fe la  Ku t i  o r  Bob M a r ley  a dd  to  the  fogg i -
ness  o f  the  In ter na t iona l -Ou ter na t iona l  d i s t inc t ion .  Once  a r r i ved  i n 
London  or  New  Yor k  dur ing  the  1 96 0s  a nd  1 970s ,  the i r  mus i c  i n -
f luenced  Wester n  sounds  f orever,  revea l ing  w ho le  new  genres  and 
ins ta n t l y  becoming  in te r na t iona l l y  f a mous .

o u t e r n a t i o n a l
From the  ou tse t ,  the  Ou ter na t iona l  doma in  seems  de f ined  by  ob-
scur i t y,  g rey  ma rg ins ,  unequa l  t imes  o f  ex posure ,  da r k  spots ,  f re-
quent  a mnes ia ,  a nd  v io len t  sh i f t s .  D ue  to  to ta l i t a r ia n  reg imes ,  wars 
( wa r m or  co ld) ,  pos t-co lon ia l  l a ck  o f  a u tonomy,  or  jus t  p over ty, 
the  Ou ter na t iona l  body  occup ies  a  spa ce  ou ts ide  o f  h i s tor y,  some-
t imes  cons idered  a n  echo  o f  the  In ter na t iona l  core  bu t  mos t l y  un-
k now n .  M a ny  a r t i s t s  i n  these  per iphera l  reg ions  were  a c t i ve  for  a 
f ew  yea rs  in  the  ea r l y  1 96 0s  th rough  la te  1 970s ,  a nd  then  d i sap-
pea red  w i th  a lmos t  no  t ra ce .  In  some ca ses ,  en t i re  mus ic  scenes 

wou l d  d i sappear  or  rad i ca l l y  t rans form,  as  i n  I ran  be fore  and  a f-
te r  the  1 979 revo l u t i on ,  i n  Roman i a  a f te r  C eausescu ’s  J u l y  thes i s , 
and  i n  Turkey  be tween  coups  d ’é ta t .  A l ready  we  mus t  separa te  two 
phases  o f  O u terna t i ona l  produc t i on  i n  regard  to  the i r  spec i f i c  h i s -
tor i ca l  cond i t i ons .  The  f i r s t  wou l d  rough l y  extend  f rom the  1 960 s  to 
the  1 98 0 s ,  the  second f rom the  1 990 s  th rough  to  the  presen t  day.

U n l i ke  the  In terna t i ona l  mus i c  scene ,  the  O u terna t i ona l  i s  an  une-
ven  te r ra i n ,  per fora ted  by  numerous  ho l es  and  d i scon t i nu i t i es  and 
marked  by  l ack  o f  memor y  and  arch i va l  consc i ousness .  These  ou t-
o f-h i s tor y  a r t i s t i c  express i ons  never  conso l i da te ;  they  l i nger  i n  par-
t i a l  i so l a t i on  and  hard- to- t race  genea l og i es .  The  spec t re  o f  d i sap-
pearance  i s  a l ways  on  the  hor i zon .  Even  today,  In te rna t i ona l  and 
O u terna t i ona l  s tandards  for  mus i c  produc t i on  and  d i f fus i on  are 
compl e te l y  d i f f e ren t .  For  i ns tance ,  Roman i an  mane l e  –  the  con tem-
porar y  Rroma mus i c  tha t  has  spread  around  the  Ba l kans  w i th  d i f-
fe ren t  f l avours  and  modu l a t i ons  –  i s  l i v i ng  o f f  the  wedd i ng  i ndus t r y. 
Mus i c i ans  re l ease  s i ng l es  and  YouTube  v i deos  j us t  to  ensure  the 
f l ow o f  wedd i ng  g i gs  ( s i m i l a r  to  dabke  or  ha l ay  a r t i s t s ) .  Somet i mes 
the  mus i c  i s  hybr i d i zed  w i th  pop  and  dance  bea ts  i n  an  a t tempt  a t 
the  ma i ns t ream,  bu t  l oca l  mane l e  s ta rs  usua l l y  earn  the i r  ma i n  mon-
ey  a t  ma f i a  bosses ’  f ami l y  even ts .  Mane l e  mus i c  never  ge ts  a i red  on 
rad i o  (a  charac ter i s t i c  w i th  c l ear  shades  o f  d i scr i m i na t i on  towards 
the  Rroma peop l e)  wh i l e  T V  s ta t i ons  have  embraced  i t  per i od i ca l -
l y  i n  a  tab l o i d  way.  A l though  there  a re  hundreds  o f  mane l e  a r t i s t s , 
they  a l l  opera te  th rough  two or  th ree  agents ,  and  record i ng  and 
produc t i on  i s  l i m i ted  to  ver y  few s tud i os .

The  over l app i ng  o f  the  ma i ns t ream and  underground  i s  a  com-
mon contemporar y  O u terna t i ona l  paradox .  The  mane l e  case  i s  ver y 
te l l i ng ,  be i ng  both  underground  and  overground ,  hav i ng  mi l l i ons 
o f  l i s teners  bu t  never  showi ng  up  i n  l oca l  tops .  Even  i f  o r thodox 
(Western)  marke t  procedures  opera te  i n  some o f  these  border  so-
c i e t i es ,  w i th  s ta tes  j o i n i ng  the  E uropean  U n i on ,  o thers  ma i n ta i n  an 
O u terna t i ona l  dynami c  w i th  k i nsh i p  i ndus t r i es ,  mass  p i racy,  and 
un fe t te red  copyr i gh t  i n f r i ngement . 

d i g g i n g  i n  t h e  n e t h e r w o r l d
The  In terna t i ona l  sphere  i s  se l f- su f f i c i en t .  I t  l i ves  ou t  o f  i t s  own 
produc t i on  and  consumpt i on .  I t ’s  hard  to  pene t ra te  f rom the  ou t-
s i de ,  a l though  i t  touches  the  fa r  corners  o f  the  g l obe .  In te rna t i ona l 
mus i c  and  s tor i es  w i l l  a l ways  come to  you ;  i t ’s  hard  to  avo i d  them. 
O n ever y  channe l ,  th rough  ever y  soc i a l  ne twork  and  mus i c  p l a t-
form,  In te rna t i ona l  pa t r i mony  i s  sho t  f rom a  ub i qu i tous  cen t re  i n 
a l l  d i rec t i ons .  I t ’s  a  Shak i n’  S tevens  pos ter  i n  a  H i ma l ayan  shack 
or  a  C oca-C ol a  add  i n  a  S i ber i an  v i l l age .  By  con t ras t ,  the  O u ter-
na t i ona l  i s  a l ways  h i dden ,  mazy.  Today,  one  s t i l l  has  to  i nves t  a  l o t 
o f  e f fo r t  and  pa t i ence  to  accede  to  those  reg i ons ,  search i ng  l oca l 
YouTube  channe l s  or  Tro j an- i n fes ted  down l oad  forums ,  fo r  phone-
recorded  Kurd i sh  or  Azerba i j an  wedd i ngs ,  o r  th rough  a  j ung l e  o f 
pop-up  w i ndows .  A l though  C Ds are  somet i mes  re l eased ,  they  w i l l 
a l mos t  never  be  i ndexed  on  D i scogs  or  s i m i l a r  In te rne t  a rch i ves .

Meteor i tes  (ou ts i ders )  do  occas iona l l y  breach  the  In terna t iona l 
marke t ,  bu t  ra re l y  i s  a  who l e  O u terna t iona l  scene  or  genre  ex-
posed .  Take  the  case  o f  O mar  Sou leyman ,  who sur faced  in  the  West 
a f te r  a  few hundred  a l bums  a l ready  re leased  in  h i s  coun t r y.  I t ’s 
t rue  tha t  » a l bum«  i n  O u terna t i ona l  j a rgon  o f ten  means  a  recorded 
l i ve  wedd i ng  per formance .  Bu t  Sou leyman  i s  j us t  one  among hun-
dreds  o f  dabke  ar t i s t s  tha t  have  been  mou ld ing  th i s  genre  for  the 
pas t  twenty  years .

» i  h a t e  Wo r l d  m u s i c «  –  d a v i d  b y r n e
The  »wor l d  mus i c«  n i che  has  f l our i shed  for  the  pas t  twenty  years 
th rough  ded i ca ted  promoters ,  l abe l s ,  and  fes t i va l s .  A l ready  heav-
i l y  c r i t i c i zed ,  i t  con t i nues  to  show mus ic  f rom the  »wor ld« ,  bu t  we 
never  see  fo l k  mus i c  f rom E urope  and  Nor th  Amer ica  in  these  fes-
t i va l s ,  o r  con temporar y  sub j ec ts  per forming  the  presen t-day  mus ic 
hybr i ds  o f  the i r  »wor l ds« .

»Wor l d  mus i c«  i s  the  res t  o f  the  wor ld  tha t  the  »ma in  wor ld«  has 
accepted  i deo l og i ca l l y,  the  pro f i l e  o f  the  » savage«  reshaped and 
repacked  to  make  i t  d i ges t i b l e  (pro f i tab le )  i ns ide  the  In terna t ion-
a l  i ndus t r y.  The  concept  o f  wor l d  mus ic  seems  ext rac ted  f rom a 
PR debate ,  the  ou tcome o f  a  marke ter ’s  bra ins torming .  Under  th i s 
umbre l l a ,  mus i c i ans  (a l be i t  g rea t  ones)  and  genres  a re  o f ten  d i s -
p l ayed  as  exo t i c-pr i m i t i ve  w i th  acous t ic  ins t ruments ,  represen t ing 
the  » t rad i t i ona l «  fe l t  as  l os t  or  a r t i f i c i a l i zed  in  the  West .  Wor ld  mu-
s i c  presen ts  non-Western  mus i c i ans ,  usua l l y  w i thou t  techno logy, 
f rom areas  apparen t l y  to ta l l y  i so l a ted  and  unchanged for  hundreds 
o f  years .  The  pas t  pu l sa tes  i n  the  presen t ,  w i thou t  con textua l i za-
t i on  or  d i s t i nc t i on .  »Wor l d«  a r t i s t s  a re  represen ted  as  tamed and 
harml ess  i nd i genous ;  the  former  co lon ies  a re  aga in  in fan t i l i zed  and 
exh i b i ted  as  such .  The  marke t  s t ruc tures  p inpo in t  the  g loba l  » sur-
round«  sound ,  measur i ng  and  expos ing  the  West/Nor th  rad ius . 

For  the  Western  consumer  and  remorse fu l  fo rmer  co lon ia l i s t ,  wor ld 
mus i c  i s  pure .  I t  resona tes  w i th  New Age e thos ,  p resen t ing  mus ic 
cu l tu res  as  una l te red  by  the  t r i bu la t ions  o f  c i v i l i zed ,  u rban ,  Wes t-
ern  deve l opments .  The  occ i den ta l  spec ta tor  i s  thus  g l imps ing  h im-
se l f  as  a  l ess  ra t i ona l ,  l ess  deve l oped  sub jec t ,  bu t  more  sens i t i ve , 
over whe l mi ng l y  emot i ona l ,  and  rea l .  Th i s  i s  the  spec tac le  o f  the 
ou ts i de  sphere ,  the  exo t i c  v i t r i ne  fu l l  o f  »au then t ic «  i t ems  tha t  has 
become a  subs t i tu te  for  sp i r i tua l  exper iences .

Wor l d  mus i c  i s  no t  i n te rna t i ona l ,  bu t  i s  somehow an  in tens i f i ca-
t i on  o f  In te rna t i ona l  and  O u terna t iona l  d iv i s ions .  One  w i l l  never 
ge t  to  hear,  i n  wor l d  mus i c  fes t i va l s ,  con temporar y  hybr id ized  and 
e l ec t r i f i ed  Kurd i sh  ha l ay,  Roman ian  mane le ,  Bu lgar ian  orkes t ras 
o f  cha l ga ,  Peruv i an  ch i cha ,  Pa l es t in ian  dabke ,  Mex ican  narcocor-
r i do,  or  many  o ther  genres  and  s ty les .  The  e f fe r vescen t  con tem-
porar y  mus i c  o f  these  ne ther wor lds  i s  t ru l y  l e f t  ou ts ide  because 
o f  uncont ro l l ed  tens i ons ,  p rob l emat ic  a f f i n i t i es ,  and  hard- to- f rame 
express i ons . 
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t h e  o u t e r n a t i o n a l  s c e n a r i o
T he  h i s tor ic  pa t te rn  usua l l y  goes  l i ke  th i s :  At  some po in t  dur ing  the 
1 960s ,  (many  t imes  even  1 965 spec i f i ca l l y ) ,  there  was  an  »open-
ing« .  In  Roman ia ,  Egypt ,  I ran ,  Turkey,  Tha i l and ,  and  Braz i l ,  A mer i -
can  and  European  mus ic  sudden ly  p ie rced  th rough  wa l l s .  The  ca p i -
ta l i s t  med ia  mach ine  was  spread ing  i t s  i n format ion  fas ter  and  f a s ter 
on  a l l  con t inen ts ,  w i th  a  pro found  impac t  on  loca l  pop  cu l tu res 
a ro und  the  g lobe .  Youngs ters  in  Turkey  were  l i s ten ing  to  A mer i -

can  army  rad io  s ta t ions  based  near  I zmi r,  f eed ing  f i r s tha nd  f rom 
t he  pop  cu l tu re  o f  the  West .  I n  Roman ia ,  Genera l  Secre ta r y  o f  the 
Ro man ian  Communis t  Par ty  Nico lae  Ceausescu ’s  br ie f  »en l igh ten-
ment «  per iod  a f te r  1 965 brought  j azz  and  pop  mus ic ians  l i ke  Lou i s 
Armst rong ,  L ione l  Hampton ,  and  Cl i f f  R ichards  to  Buchare s t ,  w h i le 
Eng l i sh  and  Amer ican  mus ic  was  heav i l y  a i red  on  the  ra d io.  US 
pre s iden t  R ichard  Nixon  v i s i ted  Roman ia  in  1 969. 

A l l  t h i s  sudden  exposure  spawned the  f i r s t  hybr ids  o f  the  Ou ter na -
t iona l  sphere .  In  Turkey  there  was  an  exp los ion  o f  psychede l ic  rock : 
Bar i s

'
 Manço,  Erk in  Koray,  Cem Karaca ,  Moğo l l a r,  Üç  Hüre l .  I n  Ro-

man ia  a  bea t rock  scene  emerged :  S incron ,  Ros
'
u  s

'
i  Negru ,  S idera l , 

P hoen ix ,  and  o thers . 

T he  »open ing«  happened to  var y ing  degrees  and  las ted  be tween 
t en  and  f i f t een  years .  Usua l l y  i t  was  fo l lowed by  a  nega t i ve  c losure , 
w he ther  th rough  cu l tu ra l  revo lu t ions  or  re turns  to  soc ia l  to ta l i t a r i -
an i s m,  and  a  c l imate  o f  a r t i s t i c  and  in te l l ec tua l  regress  wa s  re in-
s ta t ed .  Wes tern  pop  cu l tu re ,  once  acceptab le ,  became reg a rded  a s 
a  s o f t  power  weapon .  Dur ing  the  1 970s  and  1 980s ,  many  count r ies 
(e s pec ia l l y  Roman ia)  res t ra ined  the  in fo- f lux  f rom the  West  a nd 
s t ee red  towards  na t iona l i s t  p ropaganda .  

The  pseudo-underground  mus ic  re t rea ted  f u r ther  in  the  1 98 0 s 
a s  i so la t ion  increa sed .  Ex per imenta l  ba nds  d i sa ppea red  or  t rans-
f or med ,  re lea s ing  on ly  na ive ly  u top ia n ,  ea sy  l i s ten ing  tunes  and  a l -
bums .  Bu t  i n  pa r t i a l  i so la t ion  o ther  genres  emerged ,  unexpec ted 
mu ta n ts  l i ke  pro to-ma ne le ,  a  sor t  o f  p ro le ta r ia n  pa r ty/res tauran t 
mus ic ,  a n  Ind ia n-Or ien ta l  8-b i t  combina t ion .  Gener ic ,  A zur,  A l -
ba t ros ,  Tomis  J r. ,  Î nger i i  Negr i  a re  emblema t ic  a r t i s t s  o f  th i s  genre 
f rom the  l a te  1 980s  to  ea r l y  1 990s . 

t h e  i r o n  c u r t a i n
Beh ind  the  I ron  Cur ta in ,  there  wa s  usua l l y  one  la be l  per  c ount r y : 
E lec t record  in  Roma n ia ,  M e lodya  in  the  S ov ie t  Un ion  ( by  fa r  the 
l a rges t  i n  the  Ea s ter n  b loc) ,  M oi ra s  in  Hunga r y,  Ba lka n ton  i n  Bu l -
ga r ia ,  Yugoton  in  Yugos lav ia ,  A miga  in  GD R.  These  l a be l s  were  no t 
a l igned  w i th  the  l aws  o f  loca l  or  g loba l  ma r ke ts .  A l though  na t i ona l 
popu la r  a r t i s t s  were  a i red  on  ra d io  a nd  T V a nd  f ea tured  in  you th 
ma ga z ines  a nd  loca l  pop  tops ,  pa r ty  po l i t i cs  s t i l l  t yp ica l l y  d i c ta ted 
the  a r t i s t i c  produc t ion ,  w i th  dec i s i ve  power  over  the  number  o f  re-
cords  pressed  a nd  the  d i s t r ibu t ion  o f  l i censes  f or  p la y ing  l i ve .  La-
be l s  ha d  c lea r  po l i t i cs  rega rd ing  the  mus ic  o f  m inor i t i es ,  a nd  were 
ob l iged  to  re lea se  a  cer ta in  number  o f  a lbums  w i th  » t ra d i t i ona l « 
mus ic ,  a s  de f ined  by  the  ideo logy  o f  the  g iven  per iod .  Ever y th i ng 
wa s  ma de  a ccord ing  to  a  p la n  tha t  ha d  to  be  regu la r l y  re-checked 
by  burea ucra cy  a nd  censorsh ip .

Consequent l y,  ba nds  a nd  a r t i s t s  concer ned  w i th  rock ,  j azz ,  and 
some o ther  Wester n- in f luenced  pop ha d  a  ha rd  t ime  p la y ing  and , 
mos t  o f  a l l ,  record ing .  Bu t  the  cu l tu ra l  p roduc t ion  p la ns  o f  the  s ta te 
were  no t  a lwa ys  so  e f f ec t i ve .  In  Roma n ia ,  be f ore  Cea usescu ’s  m i n i -
cu l tu ra l  revo lu t ion  o f  ’7 1 ,  Wes ter n  con ta mina t ions  s ta r ted  to  g i ve 
r i se  to  new  sounds ,  ba nds ,  a nd  s tudent  f es t i va l s  a nd  venues  for  th i s 
new  mus ic . 

I n  the  f i r s t  s tage  o f  the  pos t-1 989 t rans i t i on ,  S ta te-owned l abe l s 
d i sappeared  i n  a  few years  l eav i ng  a  no-man’s  l and  where  p i ra-
cy,  D IY casse t te  reproduc t i on ,  and  b l ack  marke t  behav i our  ru l ed . 
By  the  l a te  1 990 s ,  the  v i ny l  warehouse  o f  E l ec t record  i n  Roma-
n i a  was  randoml y  empt i ed ,  the  ca ta l ogue  d i scon t i nued ,  and  f i na l l y 
the  warehouse  i t se l f  d i smant l ed ,  w i th  the  rema i n i ng  records  be i ng 
( l i t e ra l l y )  dropped by  t i p  l o r r y  a t  the  dump.  Mus i c  l overs  and  do-
ers  adapted  ye t  aga i n ,  empl oy i ng  new modes  o f  mus i c  pro l i f e r-
a t i on ,  c rummy l oca l  produc t i on ,  and  unsoph i s t i ca ted  rep l i ca t i on 
techno l og i es .

re c u p e r a t i o n
The  presen t-day  mus i c  o f  the  O u terna t i ona l  sphere  i s  a l mos t  non-
ex i s ten t  on  SoundC l oud ,  Mi xc l oud ,  or  on l i ne  p l a t forms  such  as 
J uno  or  Bea tpor t .  I f  one  wanted  to  map the  mus i ca l  l andscape  o f 
E as tern  E urope  i n  de ta i l ,  one  wou l d  have  to  undergo  to ta l l y  d i f-
fe ren t  procedures  o f  d i gg i ng .  E xcava t i ng  i n  th i s  ne ther-sphere  has 
never  been  easy,  i n  c i t i es  w i th  few record  s tores  and  an  a t roph i ed 
cu l tu re  o f  a rch i v i ng .  D i gg i ng  or  research i ng  i n  Roman i a  i s  done 
w i th i n  dead  pre- ‘89 i ns t i tu t i ons  or  ghos t  a rch i ves ,  on  the  In terne t 
on  YouTube  and  l oca l  eBay- type  p l a t forms  ( t r i l u l i l u . ro,  okaz i i . ro ) , 
i n  peop l e ’s  homes ,  and  a t  f l ea  marke ts .  I t  i s  based  on  rumours  and 
l os t  and  found  tapes .

Af te r  decades ,  O u terna t i ona l  reg i ona l  h i s tor y  has  been  par t i a l l y 
» re-scanned« ,  and  f ragmented  h i s tor i es  have  come to  l i gh t .  Fo l -
l owi ng  the  co l l apse  o f  the  C ommuni s t  b l oc ,  Wes tern  E uropean  i n-
s t i tu t i ons  progress i ve l y  recupera ted  many  o f  the  v i sua l  a r t i s t s  and 
mus i c i ans  o f  the  1 960 s  and  1 970 s .  Recupera t i on ,  re-cons t ruc t i on , 
re-enac tment ,  and  d i gg i ng  have  been  the  buzzwords  o f  the  l as t  f i f -
teen  years .  Thus  a  w i de  range  o f  f r i nge  express i ons ,  sounds ,  and 
mus i c  has  been  d i scovered  i n  the  former  soc i a l i s t  coun t r i es ,  and 
connec t i ons ,  common backgrounds ,  or  endemi c  c rossbreeds  have 
been  made  v i s i b l e  and  con textua l i zed . 

Bu t  even  today,  en t i re  con temporar y  son i c  rea l ms  are  i naccess i -
b l e  to  the  Western/N or thern  hemi sphere .  Mus i ca l  mas ters  o f  the 
f i r s t  per i od  o f  O u terna t i ona l i sm have  rema i ned  exter i or  to  rock , 
j azz ,  e l ec t ron i ca ,  and  pop  h i s tor y.  To  name a  few :  Kourosh  Yagh-
mae i ,  Ahmad Zah i r,  Rod i on  G.A . ,  FSB,  Sven  Grünberg ’s  Mess ,  S i mo 
Lazarov,  Czes l aw N i emen ,  E rk i n  Koray,  Krzysz to f  Komeda ,  Mi n i , 
Mehrpouya ,  Ar i s  San ,  O ko,  C haran i t  S i ngh ,  Far i d  E l  At rache ,  O rhan 
Gencebay,  Tempano,  San  U l  L i m ,  Wi l l i am O nyeabor.  The  process 
o f  resur fac i ng  the  g i an ts  o f  the  f i r s t  per i od  o f  the  O u terna t i ona l  i s 
s t i l l  ongo i ng ,  th rough  pass i ona te  Western  l abe l s  l i ke  Grey  Pas t  Re-
cords ,  S t ru t  Records ,  F i nders  Keepers ,  Sub l i me  Frequenc i es ,  and 
Pharaway  Sounds .  

ro d i o n  G. a .
A typ i ca l  case  o f  O u terna t i ona l  des t iny  beh ind  the  I ron  Cur ta in  i s 
tha t  o f  Rod i on  G.A .  Rod i on  Ros

'
ca  began  mak ing  mus ic  dur ing  the 

Roman i an  cu l tu ra l  open  per i od  be tween  1 965 and  1 972 ,  co l lec t ing 
records  a t  home and  i n  ne i ghbour ing  Hungar y  and  exper iment ing 
w i th  mak i ng  h i s  own record i ngs .  He  deve loped  h i s  own DIY tech-
n i ques  o f  record i ng  and  ed i t i ng ,  becoming ,  by  the  l a te  1 970s ,  a 
pro to-bedroom producer.  He  was  a  p ioneer  by  mak ing  h i s  own 
echo  genera tors  ou t  o f  Tes l a  ree l - to- ree l  mach ines ,  sampl ing  par t s 
f rom prev i ous l y  recorded  t racks  w i th  Rod ion  G.A .  a t  Rad io  Clu j  i n 
order  to  manu fac ture  new t racks .  He  a l so  managed pr im i t i ve  mu l t i -
t rack  record i ng  by  sw i tch i ng  and  merg ing  le f t  and  r igh t  channe l s , 
add i ng  gu i ta r,  syn ths ,  bea ts ,  and  FX.  Af te r  f i n i sh ing  a  new t rack  he 
wou l d  send  the  tape  to  Rad i o  C l u j  to  a i r. 

A l l  t racks  fea tured  on  l as t  year ’s  h i s tor ic  re lease  The  Los t  Tapes 
(S t ru t ,  Fu ture  N uggets ,  Ambassador ’s  Recept ion)  were  made  l i ke 
th i s ,  i n  Rod i on  Ros

'
ca ’s  apar tment .  H is  to ta l l y  un ique  produc t ion 

methods  are  one  o f  the  reasons  h i s  sound  i s  hard  to  t race .  A l -
though  one  mi gh t  recogn i ze  shades  o f  k rau t rock  or  o ther  f ami l i a r 
cosmi c  syn th  textures ,  the  genea logy  be tween  h i s  c rea t i ve  ou tpu t 
and  tha t  o f  the  West  i s  b roken .  Due  to  the  par t i cu la r  c i rcumstances 
and  un i que  means  o f  produc t i on ,  h i s  mus ica l  impr in t  seems  fabr i -
ca ted  on  another  p l ane t .  Wei rd  pro le t-ga lac t ic  sk ins  w i th  v i scera l 
fuzzy  f requenc i es  domi na te  h i s  sound  un iverse ,  a long  w i th  a  focus 
on  c l ass i c  me l ody.  Be tween  1 979 and  1 987,  Rod ion  G.A .’s  songs 
reached  number  1  i n  the  rad i o  char t s  across  Roman ia ,  bu t  the  band 
rare l y  per formed l i ve .  O n l y  two  o f  the i r  t racks  ever  saw re lease , 
bo th  appear i ng  on  E l ec t record  rock  compi la t ion  Format

'
i i  Rock  5 .

Rod i on  G.A .’s  appearance  a t  CTM 20 14 marks  the  band ’s  f i r s t  per-
formance  ou ts i de  the  I ron  C ur ta i n . 

i o n  d u m i t r e s c u  i s  cur ren t l y  par t  o f  the  Pos tspec tac le  pro jec t ,  ded-
i ca ted  to  exp l or i ng  the  po l i t i ca l  d imens ions  o f  per formance  and 
crea t i ve  ac t i v i t y,  and  i s  a  co- founder  and  member  o f  the  Fu ture 
N uggets  mus i c  co l l ec t i ve  i n  Roman ia .  The  group  has  re leased  two 
a l bums :  Sounds  O f  The  U nheard  From Roman ia  and  S teaua  de 
Mare  (Ambassador ’s  Recept i on/Fu ture  Nuggets  20 12 ,  20 13) .  He 
i s  a l so  a  co-cura tor  o f  Rod i on  G.A .’s  The  Los t  Tapes ,  re leased  v ia 
S t ru t  Records  i n  20 13 .  ***  w w w.fu turenuggets .com

The abandoned congress  ha l l  on  Mount  Buz ludzha ,  Bu lgar ia ,  bu i l t  by 
the  commun is t  par ty  in  1 981 .  Photo  by  Gabr ie l  Basha .
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t h e  d e at h  o f 
W o r l d  m u s i c
b y  J o h a n  pa l m e

On 29 June  1 987,  a t  seven  o’c lock  in  the  even ing ,  a  m e e t i n g 
was  he ld  a t  a  pub  in  cen t ra l  London .  Presen t  we re  f i f t e e n 

men  and  four  women ,  a l l  Br i t i sh  or  Amer ican ,  re p re se n t i n g 
independent  record  compan ies  and  med ia  org a n i z a t i o n s . 

The  t i t l e  o f  the  proposed  agenda  was  the  ra ther  c r yp t i c  » I n -
te rna t iona l  Pop  Labe l  Meet ing« ,  and  the  bas ic  su g g e s t i o n 

was  one  o f  co-opera t ion :  tha t  the  l abe l s  i n  ques t i o n  wo u l d 
poo l  resources ,  work  the  press ,  pu t  ou t  a  casse t te  co m p i l a -

t ion  toge ther.  And ,  i t  was  dec ided ,  as  the  ver y  f i r s t  a n d  ve r y 
cen t ra l  i ssue ,  tha t  i t  wou ld  be  done  under  a  newl y  co i n e d 
genre  name ,  a  new marke t  ca tegor y,  a  new box  i n  th e  re -

cord  s tore :  »wo r l d  m u s i c« .
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The  par t i c ipan ts  a l l  shared  a  cen t ra l  p remise :  tha t  wha t  they  d i d  a s 
re co rd  compan ies  was  v i ta l l y  impor tan t .  The  »marke t «  i n  Br i ta in , 
the y  had  obser ved ,  sys temat ica l l y  exc luded  a l l  mus ic  tha t  wa sn’ t 
( i n  t he i r  own words)  »Amer ican  or  a  loca l  copy  o f  i t « *1 ) .  A l l  o f  them 
worked ,  o f ten  t i re less l y  and  w i thou t  mak ing  a  s ign i f i can t  pro f i t ,  to-
wards  channe l l i ng  o ther  t ypes  o f  mus ic  on to  tha t  »marke t « ,  ide n t i -
f y ing  ar t i s t s  they  thought  wou ld  appea l ,  se t t i ng  themse lves  up  a s 
pro ducers  and  prov id ing  s tud ios ,  c rea t ing  co l l abora t ions  across 
borde rs ,  p rov id ing  marke t ing  mater ia l s .  Work ing  toge ther,  as  the 
»wor ld  mus ic  record  compan ies« ,  was  on ly  another  log ica l  s te p  in 
t he i r  work  to  br ing  mus ic  f rom ou ts ide  Br i ta in  to  the  loca l  pub l ic , 
as  in t e rmed iar ies .  They  were  do ing  what  they  saw as  a  good deed .

O f  course ,  the  ta le  o f  tha t  June  even ing  meet ing  i s  ra ther  f a -
mous  by  now,  a t  l eas t  i n  cer ta in  c i rc les  o f  deba te ,  to  the  po in t  o f 
be ing  hackneyed  c l i ché .  The  va lues  a t tached  seem pa in fu l l y  na ïve , 
t he  t ro pes  and  cho ice  o f  words  f rom a  d i f fe ren t  e ra .  The  pub l ic  tha t 
d id  indeed  buy  in to  »wor ld  mus ic«  i s  ag ing  and  d i sappear ing .  A nd 
ye t ,  t ha t  ver y  cen t ra l  idea ,  tha t  o f  the  good ,  hardwork ing  in te rmed i -
ar ies ,  has  a  pers i s tence  tha t  seems  to  t ranscend  any  spec i f i c  s ty le , 
l anguage ,  or  l abe l .  I t  ex i s ted  long  be fore  June  29,  1 987,  and  i t  ver y 
much  has  con t inued  to  in f luence  the  way  peop le  th ink  abou t  mus ic 
d i s t r ibu t ion ,  no  mat te r  tha t  no-one  pub l i shes  Char l i e  Gi l l e t t  Wor ld 
co mpi la t ions  anymore .

I  s hou ld  know,  because  I ’ ve  cer ta in l y  been  par t  o f  tha t  t rend .
Fro m 2007 to  20 1 0,  I  ran  a  b log  abou t  mus ic  f rom a  g loba l 

pe rs pe c t i ve .  Be fore  tha t ,  a  s tuden t  rad io  show.  Af te r wards ,  a  tum-
b l r  m icrob log .  Throughou t ,  m ixed  w i th  more  hea l thy  c r i t i c i sm ,  I ’ ve 
s hared  t racks  and  t rends  f rom throughou t  the  mus ica l  wor ld .  I ’ ve 
ha t e d  o n  wor ld  mus ic  and  i t s  va lues ,  ye t  to  an  exten t  cer ta in l y  been 
par t  o f  t hem.  In  tha t  sense ,  I  jo in  the  ranks  o f  the  o ldes t  o f  e thno-
mus ico lo g i s t s ,  record ing  fo lk  songs  on  tape  to  make  them be t te r 
know n .  I  con t inue  the  work  o f  Fo lkways  record ings  in  the  50s ,  co l -
lec t ing  commerc ia l l y  v iab le  records  among the  poor.  I ’m  ana logous 
t o  pe o p le  tha t  produce  compi la t ions  o f  o ld  h igh l i f e  or  ch icha  re-
co rds ,  o r  o f  genres  f rom the  presen t  day,  whether  Venezue lan  ra p-
t o r  hous e ,  the  mus ic  o f  the  Sahe l ,  o r  Sou th  Af r ican  kwa i to- t inged 
hous e .  And  in  one  sense  I ’m  no t  rea l l y  tha t  d i f f e ren t  f rom a l l  those 
European  and  Amer ican  mus ic ians  who have  co l l abora ted  w i th , 
s ampled ,  and  produced  mus ic ians  f rom o ther  par t s  o f  the  wor ld , 
w he t he r  they ’ re  named Pau l  S imon or  D ip lo.

T hes e  producers ,  execu t i ves ,  b loggers ,  DJs ,  f ans ,  and  wr i te rs 
a l l  have  d i f fe ren t  ideo log ica l  p remises  and  wor ldv iews .  The i r  mus ic 
and  me t hods  are  a lmos t  unrecogn isab ly  d iverse .  The i r  own cont r i -
bu t ions  can  range  f rom min ima l  –  l i ke  me ,  the  b logger  –  to  be ing 
t he  ac t  t hemse lves .  There  may  or  may  no t  be  a  po in t  to  app ly ing 
t he  s tandard  ob jec t ions  to  wor ld  mus ic  –  tha t  i t ’s  exo t i f y ing ,  ma in-
ta ins  a  cons t ruc ted  nor th–sou th  or  eas t–wes t  d iv ide ,  or  i s  over l y 
co nce rned  w i th  fake  no t ions  o f  au then t ic i t y.  Some are  l i ke  tha t , 
s o me  no t .  Bu t  we ’ve  a l l  go t  one  th ing  in  common:  tha t  i n te rmed ia r y 
na ture ,  t ha t  pos i t ion  be tween  a  loca l  pub l ic  and  mus ic  f rom some-
w he re  e l se .  And  tha t  probab ly  makes  more  d i f fe rence ,  i n  the  end , 
t han  t he  par t i cu la r  ideo log ica l  t rapp ings  in  wh ich  we  in te rmed ia r-
ies  m igh t  wrap  ourse lves . 
U l t imat e ly,  the  l i cense  to  con t ro l  the  f low o f  mus ic  i s  a  s t ruc tura l 
pos i t ion  imbued w i th  a  grea t  amount  o f  power.  A l l  t a l k  o f  g lob a l i -

z a t ion  no tw i ths ta nd ing ,  our  wor ld  i s  one  o f  sha r p  d iv i s ions .  There 
pers i s t  va s t  d i f f e rences  in  resources ,  p r i v i l ege ,  a nd  a ccess  to  the 
wor ld ’s  ea rs .  Wes ter n  Europe  a nd  Nor th  A mer ica  have  a  mus i c-
buy ing  pub l ic ,  a  »ma r ke t «  i f  you  w i l l ,  w i th  more  ne t  resources  than 
a nyone  e l se .  I t ’s  a l so  w here  the  l a rge  ma jor i t y  o f  i n te r na t iona l l y 
sprea d  idea s  a re  f or med ,  a nd  w here  »g loba l «  med ia  i s  hea dquar-
tered  a nd  r un .  A nd  i f  w ha t  the  in te r med ia r ies  th ink  i s  t r ue ,  then  ac-
cess  to  those  resources ,  those  cen t res  w hose  idea s  t ra mple  over 
the  wor ld ,  i s  dependent  on  go ing  th rough  the  in te r med ia r ies .

A r t i s t s  thus  f i nd  themse lves  in  a  po ten t ia l l y  i n f e r ior  pos i t ion  i n 
te r ms  o f  power  to  the  in te r med ia r ies ;  i f  t hey  wa nt  those  resourc es 
a nd  tha t  a ccess ,  they  have  to  go  th rough  these  midd lemen .  ( Yes , 
the  ma jor i t y  cer ta in l y  a re  men) .  The  in te r med ia r ies ,  i n  tu r n ,  have 
a  cho ice  o f  w ha t  exa c t l y  to  pub l i sh  or  promote ,  a nd  ca n  use  the i r 
l evera ge  to  d i rec t  produc t ion ,  ma r ke t ing ,  a nd  even  the  mus ic  i t se l f. 
S ure ,  some o f  th i s  re la t ionsh ip  ex i s t s  w i th  med ia  a nd  record  comp a-
n ies  sha r ing  a  loca l i t y,  bu t  the  geogra ph ica l  d i s ta nce  a nd  the  huge l y 
d iv ided  g loba l  power  s t r uc ture  a mpl i f i es  i t  ma ss ive ly.  Th i s  i s  t rue 
even  w i th  supposed ly  equa l  co-opera t ion .  However  much  you  t r y  to 
ma sk  i t ,  t here ’s  no  esca p ing  the  ba s ic  f a c t  tha t  one  pa r ty  i s  depend-
en t  on  the  o ther  f o r  a ccess  to  a  po ten t ia l l y  huge  source  o f  i ncome.

Why does  th i s  ma t te r?  Wel l ,  obv ious ly  the  ba s ic  premise  o f  pu t-
t ing  even  more  power  in  the  ha nds  o f  peop le  f rom Wester n  Europe 
a nd  Nor th  A mer ica  i s  prob lema t ic :  p r i v i l eged  peop le  con t inua l l y 
bene f i t t i ng  f rom the  inher i ted  co lon ia l  sys tem o f  the i r  a nces tors  tha t 
ca used  the  inequa l i t i es  in  the  f i r s t  p la ce .  Tha t  a  s ing le ,  re la t i ve l y 
homogenous  soc ia l  g roup  ha s  con t ro l  over  a lmos t  a l l  mus ic  on  the 
ma r ke t  here  in  Europe  ( both  loca l l y  produced  a nd  impor ted)  i s  an-
o ther  prob lem.  Bu t  i t  a l so  d i rec t l y  i n f luences  the  mus ic ,  a nd  we ’ re 
a l l  t he  poorer  f o r  i t .

On a  ver y  ba s ic  leve l ,  a ny  sor t  o f  i n te r med ia cy  w i l l  i nvo l ve 
a  leve l  o f  se lec t ion .  Whether  i t ’s  the  compi la t ion-ma ker  cura t i ng 
the i r  cho ice  o f  pre-ex i s t ing  t ra ck s ,  the  A &R represen ta t i ve  hav ing 
the  p ick  a mong new  a r t i s t s ,  the  producer  dec id ing  to  s t rea ml i ne 
a l l  sor t s  o f  mus ic ia ns  in  a  pa r t i cu la r  d i rec t ion ,  or  the  ma r ke ter  us-
ing  pa r t i cu la r l y  t rendy  a nd  con f or mis t  g ra ph ic  des ign ,  i n te r med i -
a r y  processes  w i l l  a lwa ys  invo lve  reduc ing  d ivers i t y  to  f i t  pa r t i cu l a r 
idea s .  Th i s  i s  even  more  d i s t inc t l y  t r ue  w hen  i t  i nvo lves  a  t ra ns l a-
t ion ,  a n  a da pta t ion  o f  mus ic  c rea ted  in  one  con text  f o r  a  new  a ud i -
ence .  ( O f  course ,  ye t  a ga in ,  th i s  i s  g rea t l y  a mpl i f i ed  by  geogra ph i c 
d i s ta nce  a nd  d i f f e rence  in  resources) .  S e lec t i v i t y,  genera l l y,  i s  a l -
rea dy  by  i t s  ver y  na ture  reduc ing  the  va r ie ty  o f  mus ic  tha t  rea ches 
the  Europea n  ma r ke t .

Bu t  beyond  tha t ,  we  have  to  th ink  a bou t  w ha t  k ind  o f  se lec t i v-
i t y  ha ppens .  S e lec t i v i t y  i s  ra re ly  ra ndom;  i t  f o l lows  pa t te r ns  tha t  a re 
themse lves  s t r uc tura l ,  pa t te r ns  o f  power  a nd  pr i v i l ege .  In  the  c las-
s ic  s ty l i ng  o f  wor ld  mus ic  f rom the  1 980s  a nd  1 990s ,  th i s  wou ld  i n-
vo lve  th ings  l i ke  exc lud ing  a ny th ing  tha t  wa s  in  a ny  wa y  th rea ten ing , 
ma k ing  sure  the  mus ic  wa s  a s  neu tered  a nd  ha r mless  a s  poss ib l e , 
o r  overempha s iz ing  the  concept  o f  » roo ts « ,  deny ing  the  poss ib i l -
i t y  o f  a c t ing  in  moder n i ty  to  a nyone  bu t  the i r  cons t r uc ted  »Nor th« . 
Or,  the  obsess ion  w i th  f i nd ing  mus ic  » f orgot ten  by  soc ie ty« ,  Bue na 
Vis ta  S oc ia l  C lub-s ty le ,  deny ing  the  va lue  o f  the  ta s tes  o f  the  ma-
jor i t y  o f  tha t  loca l i t y ’s  popu la t ion .
Or  le t ’s  ta ke  a n  exa mple  f rom more  recen t  i n te r med ia cy.  The  Bra-

z i l i an  genre  funk ,  i n  E urocent r i c  med i a  o f ten  » ba i l e  funk«  or  » R i o  funk« , 
g rew ou t  o f  the  poorer  ne i ghbourhoods  i n  the  c i t y  i n  the  1 990 s ,  i n f l u -
enced  ch i e f l y  by  bass  and  f rees ty l e  mus i c  comi ng  ou t  o f  Mi ami .  From 
the  ver y  beg i nn i ng ,  funk  con ta i ned  both  macho,  hard-edged songs 
mos t l y  consumed by  men ,  and  more  romant i c  songs  mos t l y  consumed 
by  women .  I f  you  l i s ten  to  ear l y  compi l a t i ons  o f  the  mater i a l  f rom Bra-
z i l ,  t he  d i v i s i on  i s  a l mos t  f i f t y- f i f t y.  Bu t  as  soon  as  E uropean  and  N or th 
Amer i can  co l l ec tors  and  compi l a t i on-makers  s ta r ted  showi ng  an  i n te r-
es t  i n  the  genre ,  the  romant i c ,  f ema l e-or i en ted  s ty l e  was  a l l  bu t  e rased 
f rom i t s  h i s tor y,  and  the  on l y  th i ng  tha t  made  i t  across  was  the  sup-
posed l y  » mascu l i ne«  sound .  I t ’s  as  i f  a  combi na t i on  o f  pa t r i a rcha l  ma l e 
domi nance ,  the  re l a t i ve l y  few women among co l l ec tors ,  and  s te reo-
types  abou t  the  fave l as  a l l  f e l l  i n to  p l ace  to  shu t  ha l f  o f  the  mus i c  ou t . 
( I t  p robab l y  d i dn’ t  he l p  tha t  the  j ourna l i s t  tha t  » broke«  the  genre  i n  the 
ma i ns t ream U S press  was  N e i l  S t rauss ,  au thor  o f  The  Game) .

The  s t ruc tura l  pos i t i on  o f  the  i n te rmed i ar i es  mat te rs .  Even  i f  i n ten-
t i ons  a re  compl e te l y  i nnocent  or  even  nob l e ,  the  pos i t i on  i t se l f  i s  the 
prob l em.  I f  h i s tor y  and  the  soc i a l  sc i ences  have  taught  us  any th i ng ,  i t ’s 
tha t  the  t roub l e  i n te rmed i acy  causes  won’ t  go  away  un t i l  t ha t  s t ruc tura l 
pos i t i on  somehow changes .  And  to  a  cer ta i n  exten t ,  tha t  i s  p rec i se l y 
wha t  i s  happen i ng  r i gh t  now.

Par t  o f  the  parad i gm sh i f t  i n  mus i c  produc t i on  and  d i s t r i bu t i on ,  o f 
course ,  has  to  do  w i th  the  In terne t .  Re l a t i ve l y  f ree  access  to  mater i a l 
on  a  s i te  l i ke  YouTube  means  word  o f  mou th ,  wh i ch ,  a t  l eas t  i n  theor y, 
i s  much  more  l i ke l y  to  spread  across  borders ,  even  be tween  the  poor 
wor l d  and  the  r i ch .  Add i t i ona l l y,  the  wea l th  o f  mater i a l  read i l y  on  o f-
fe r  a l l ows  i nd i v i dua l s  to  d i scover  mus i c  beyond record  company  ca ta-
l ogues ,  shou l d  they  w i sh  to  do  so.  To  an  exten t ,  the  In terne t  has  s ta r ted 
to  render  i n te rmed i acy  i r re l evan t .  Bu t  there ’s  another  s t ruc tura l  f ac tor 
tha t ’s  poss i b l y  even  b i gger.  Af te r  a l l ,  even  on  the  In terne t  mos t  peop l e 
re l y  on  l oca l  tas temakers  to  f i l t e r  the i r  consumpt i on .  The  s i ng l e  mos t 
i mpor tan t  new s t ruc tura l  e l ement  i s  the  rap i d  deve l opment  o f  the  hard-
ware  i ndus t r y,  and  the  way  pro fess i ona l  techno l ogy  has  gone  f rom be-
i ng  proh i b i t i ve l y  expens i ve  to  read i l y  ava i l ab l e  across  the  wor l d .  In  no 
more  than  th ree  or  four  years ,  the  techn i ca l  qua l i t y  o f  recorded  sound , 
i mages ,  and  promot i ona l  mater i a l s  has  skyrocke ted  i n  count r i es  tha t 
used  to  re l y  on  o l d  s tud i os ,  photocop i ed  pos ters ,  and  gra i ny  DV,  and 
the  mus i c  c rea ted  i s  prac t i ca l l y  unrecogn i sab l e .

A  v i deo  l i ke  the  one  for  N i ger i an  s i nger  Dav i do’s  t rack  » Dami 
Duro« ,  d i rec ted  by  compat r i o t  C l arence  Pe ters ,  shows  j us t  how s ta rk 
th i s  change  i s .  Fu l l  o f  p ro fess i ona l l y  sho t  i mages  o f  per fec t l y  co i f fed 

peop l e  r i d i ng  cars  and  th rowi ng  around  money  th rough  a  darkened 
c i t yscape ,  w i th  m i nu te  de ta i l s  and  cu t t ing  montages ,  i t  s t y l i s t i ca l l y  and 
techn i ca l l y  ou ts t r i ps  the  vas t  ma jor i t y  o f  European  and  Nor th  Amer i -
can  mus i c  v i deos .  The  pro l i f i c  Pe ters  i s  j us t  one  o f  dozens  o f  new mus ic 
v i deo  d i rec tors  now f i l m i ng  beau t i fu l l y  sho t ,  ambi t ious  c l ips  in  c r i sp  HD 
across  Af r i ca  and  the  wor l d .

Th i s  change  has  s ta r ted  to  make  an  impress ion  fa r  beyond  the  or ig i -
na l  aud i ences .  In  May  20 12 ,  the  s ing le  »Ol iver  Twis t «  by  another  Nige-
r i an ,  D ’Ban j ,  en tered  the  top  ten  o f  the  Br i t i sh  char t s .  Remarkab ly,  i t  d id 
so  w i th  promot i ona l  mater i a l s  and  a  mus ic  v ideo  crea ted  for  the  Nige-
r i an  pub l i c ,  cop i ed  s t ra i gh t  across  for  the  new » marke t « .  The  mos t  d i rec t 
o f  the  i n te rmed i ar i es  were  sudden ly  f rom the  g loba l  sou th  themse lves . 

The  concept  o f  » a f robea ts «  (w i th  an  » s « ,  i t ’s  no t  Femi  Ku t i  we ’ re 
ta l k i ng  abou t  here) ,  Wes t  Af r i can-s ty led  pop  mus ic  w i th  con temporar y 
produc t i on  pr i mar i l y  recorded  and  crea ted  in  Niger ia  and  Ghana ,  i s 
h i t t i ng  o f f  i n  a  ma j or  way  among young  peop le  in  much  o f  Europe ,  and 
we ’ re  see i ng  d i aspor i c  ou tcropp ings  l i ke  » UK a f robea ts «  copy ing  i t s 
s ty l e  who l esa l e .  A  s i m i l a r  s tor y  i s  happen ing  in  the  Sou th  Af r ican  house 
scene ,  where  t racks  l i ke  »Turn  Me On«  by  B lack  Cof fee  and  »H iya  Kaya« 
by  Ken tphon i c  have  worked  themse lves  deep  in to  UK urban  rad io,  aga in 
w i thou t  resor t i ng  to  exo t i f y i ng  midd lemen .

Are  we  see i ng  an  i mpend i ng  sh i f t  o f  mus ic ’s  cen t res?  Wi l l  peop le 
a round  the  wor l d  l ook  to  Lagos  and  Johannesburg  for  insp i ra t ion?  I t ’s 
poss i b l e  –  l e t ’s  no t  fo rge t  tha t  s im i la r  th ings  have  happened be fore , 
no t  l eas t  w i th  the  J ama i can  mus ic  indus t r y  tha t  s tands  qu i te  apar t  f rom 
»wor l d  mus i c«  and  has  done  so  for  decades .  Or  we  migh t  end  up  w i th 
a  more  mu tua l ,  open  exchange  l i ke  the  one  tha t  has  long  charac ter i sed 
the  re l a t i onsh i p  be tween  Par i s  and  var ious  French  ex-co lon ies .  At  the 
same t i me ,  l e t ’s  no t  fo rge t  tha t  th i s  top  layer  o f  bes t-se l l i ng  Af r ican  mu-
s i c  i s  s t i l l  d i s t r i bu ted  th rough  U S-based  mu l t ina t iona l s  and  i s  ver y  much 
i n  l i ne  w i th  the  se l l i ng  po i n t s  o f  i n te rna t iona l  pop.

And ye t ,  these  newl y  con f i den t  sys tems  o f  d i s t r ibu t ion  and  marke t-
i ng  break  a  power fu l  i l l us i on :  tha t  o f  the  poor,  h idden  ar t i s t s  f rom the 
th i rd  wor l d  need i ng  a  he l p i ng  hand  f rom in termed iar ies ,  and  th i s  m igh t 
j us t  f i na l l y  and  comprehens i ve l y  kne l l  the  dea th  o f  wor ld  mus ic .

* 1 )  A n derson ,  I an  (2000)  Th e  H is tor y  o f  Wo r ld  M us ic ,  i n t e rne t  re s o urce :
 w w w.f rootsm ag .c om /c on ten t/fea tu re s /wo r ld_mus ic_h i s t o r y

J o h a n  pa l m e  i s  a  f ree l ance  wr i te r  and  a  board  member  o f 
the  C i nemAfr i ca  fes t i va l  i n  S tockho lm,  Sweden .  He  wr i tes 
extens i ve l y  on  mus i c ,  po l i t i cs  and  the  g loba l  image  o f  Af-
r i ca .  From 20 07  to  20 1 1  he  ran  the  c r i t i ca l  mus ic  b log 
B i rdseed ’s  Tunedown .
Th i s  text  was  or i g i na l l y  wr i t ten  for  the  on l ine  magaz ine 
Aud i mat  N °  1 ,  pub l i shed  i n  20 13  by  the  Tou louse-based 
mus i c  fes t i va l  Les  S i es tes  E l ec t ron iques .
***  w w w. l es-s i es tes-e l ec t ron i ques .com 
***  w w w.revue-aud i mat . f r

D i rec tor  C l arence  Pe ters  se t s  up  a  sho t  fo r  a  new mus ic 
v i deo  w i th  the  s i nger  Henr i  Sou l .  Photo  by  Team Cap i ta l , 
w w w.teamcap i ta l . i n fo
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ya a m
b e r l i n ,  G e r m a n y 

Text  and  photo  by  B i anca  Ludewi g

Loca ted  a t  the  s i te  now occup i ed  by  the  ARE N A en ter ta i nment  compl ex  i n  Ber l i n ,  the  YAAM (Young Af r ican  Ar t s  Marke t )  began  in  1 994 
as  an  assoc i a t i on  for  you th  and  cu l tu re .  I t  qu i ck l y  deve l oped  i n to  a  soc i a l  f i x tu re ,  a  meet i ng  p l ace  for  a r t i s t s ,  mus ic ians ,  u rban  spor t s ,  and 
a  l e i sure  and  recrea t i on  a rea .  The  YAAM was  forced  to  re l oca te  a f te r  two  years  due  to  new p l ans  for  the  ARENA s i te .  Af te r  mov ing  in to 
i t s  new home a t  the  end  o f  the  nearby  C uvr ys t raß e ,  the  YAAM hos ted  a  th ree-day  open i ng  par ty,  a t tended  by  1 0  000 peop le .  However, 
as  the  YAAM he l d  an  i n te r i m ren ta l  con t rac t ,  they  were  aga i n  forced  to  move  i n  1 998 ;  a  shopp i ng  cen ter  was  p lanned  for  the  9000 m 2 
l o t ,  wh i ch  was  never  bu i l t .  The  i ndus t r i a l  bu i l d i ng  where  the  YAAM c l ub  used  to  be  was  even tua l l y  to rn  down ,  bu t  any  new cons t ruc t ion 
p l ans  for  the  s i te  f a i l ed .  Desp i te  i t s  l ong  odyssey,  the  YAAM cont i nued  to  be  an  i mpor tan t  p l ace  for  Ber l in  cu l tu re  un t i l  today,  even tua l -
l y  l and i ng  a t  the  O stbahnhof,  wh i ch  i t  mus t  vaca te  i n  20 1 4  to  move  i n to  a  ne i gbour i ng  bu i l d i ng ,  wh i ch  cur ren t l y  houses  the  techno  c lub 
Magda l ena  ( see  page  8 3 ) . 

S i nce  1 999 the  empty  l o t  a t  C uvr ys t raß e  has  been  used  as  an  open  a i r  ga l l e r y  and  hangou t  spot  by  the  Spree .  When ,  i n  20 1 2 ,  the  BMW 
Guggenhe i m Lab  wanted  to  appropr i a te  the  l oca t i on  for  s i x  weeks  w i th  an  a r t  p ro j ec t ,  l oca l  p ro tes t s  were  so  in tense  tha t  the  Lab  dec id-
ed  to  l oca te  i n  Ber l i n -Mi t te  i ns tead .  A  new i n i t i a t i ve  evo l ved  f rom the  pro tes t s :  C amp C uvr ys t raß e/Fre ie  Cuvr y  Brache .  As  mos t  ac t i v-
i s t s  l e f t ,  new i nhab i tan ts  moved  i n to  the  C amp’s  i n f ras t ruc ture :  homel ess ,  d ropou ts ,  punks ,  and  young  i dea l i s t i c  peop le  f rom a l l  over  the 
wor l d  tha t  can’ t  a f fo rd  the  ren t  i n  the i r  new hometown .  In  20 13  C amp res i den ts  began  to  bu i l d  hu ts ,  i n tens i f y ing  cons t ruc t ion  in  order 
to  ge t  ready  for  w i n ter,  and  a  sma l l  v i l l age  emerged .  O ne o f  the  l as t  f ree  non-commerc i a l  a reas  i n  Ber l in ,  the  Camp i s  cons tan t l y  under 
menace  o f  ev i c t i on .  »We are  s t i l l  here  and  we  want  to  s tay ! «  reads  the i r  Facebook  page .  S i nce  20 1 1  the  s i te  has  been  under  the  owner-
sh i p  o f  N i e to  GmbH Mun i ch ,  who  p l an  the  cons t ruc t i on  o f  f l a t s  and  shops  i n  20 15.

.

a s ta
t h e  h a g u e ,  t h e  n e t h e r l a n d s
Text  by  Tim Terps t ra  and  Guy  Tavares ;  Photo  by  Chr i s t i an  va n  der  Kooy

T he  ASTA complex  in  The  Hague ’s  c i t y  cen t re  was  bu i l t  i n  the  ea r l y  1 92 0s  a nd ,  a  t r ue  monument  o f  a rch i tec tura l  des ign ,  beca me  one  o f 
t he  mos t  pres t ig ious  Du tch  mov ie  thea ters .  I n  1 996 the  bu i ld ing  wa s  t ra ns f or med in to  a  commerc ia l  n igh tc lub  ( home to  supers ta r  DJ s  such 
as  Tiës to  and  thus  sarcas t i ca l l y  re fe r red  to  as  the  »As thma«  by  loca l  scenes ters ) .  S ince  the  ea r l y  1 990s  the  ASTA  a nd  sur round ing  venues 
s uch  as  Vo l tage  (a  former  Car ibbean  d i sco theque)  and  Ie t s  Vr i je rs  ( the  re-squa t ted  f or mer  a l te r na t i ve  mus ic  ba r,  Na s ta s ta ) ,  p la ye d  a  de-
f in ing  ro le  for  bo th  the  loca l  popu lar  c lub  cu l tu re  and  the  myr ia d  o f  sma l l  ye t  i n te r na t iona l  i nnova t i ve  a r t  a nd  mus ic  movements .  Due  to 
drug ,  v io lence ,  and  bankruptcy  i ssues ,  the  ASTA c losed ,  re open ing  i t s  doors  severa l  t imes  un t i l  t he  l igh ts  went  ou t  per ma nent l y  i n  20 0 9. 
In  20 1 0 the  TodaysAr t  fes t i va l  jo ined  forces  w i th  severa l  cu l tu ra l  co l lec t i ves  to  occupy  the  ASTA  bu i ld ing ,  i n  a  s ta tement  a ga ins t  the  c i t y ’s 
new  Ant i -Squa t t ing  Law,  as  we l l  as  aga ins t  proposed  ar t s  a nd  cu l tu re  budget  cu ts  a nd  o ther  i ssues .  Pro tes ters  c r i t i c i zed  the  c i t y ’s  absurd-
ly  expens ive  p lans  to  » redeve lop«  the  nearby  Spu ip le in  squa re  by  tu r n ing  i t  i n to  a  mega loma n ia c  cu l tu ra l  cen t re ,  hence  a l so  ques t i on i ng 
T he  Hague ’s  dub ious  »European  Cap i ta l  o f  Cu l tu re  20 18«  ca nd ida cy.  A s  ma ny  pa r t i c ipa ted  in  the  va r ious  a c t i v i t i es  orga n ized  immedi -
a t e ly  a f te r  the  ASTA’s  occupat ion ,  the  f i re  depar tment  dec l a red  ( by  decree  o f  the  ma yor )  the  bu i ld ing  a s  unsa f e  f or  pub l ic  use ,  though  no t 
long  be fore  i t  had  been  a  fu l l y- l i censed  en terpr i se  tha t  a t t ra c ted  la rge  crowds .  The  squa t te rs  were  f orced  to  move  ou t  i n  a  ma t te r  o f  days . 

Le f t  dere l i c t  and  empty  for  a  long  t ime ,  the  o ld  c inema wa s  f i na l l y  » renova ted«  a nd  a  new  ca s ino  opened  i t s  doors  in  2 0 1 3 .  A nd  so  the 
s t or y  o f  the  ASTA ends ,  ano ther  t yp ica l  example  o f  the  many  v i s ion less  u r ba n  renewa l  p la ns  in  The  Ha gue ,  p la ns  tha t  d i s rega rd  any  h i s -
t or ica l  con t inu i t y,  aes the t ic  va lue ,  and  human-sca le  soc io-economic  a nd  cu l tu ra l  a c t i v i t y.
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c l u b  m a r i a  a m  o s t b a h n h o f
b e r l i n ,  G e r m a n y
Text  and  photo  by  B i anca  Ludewi g

C l ub  Mar i a  am O stbahnhof  s ta r ted  i n  1 998  a t  the  S t raß e  der  Par i ser  Kommune 2 ,  wh i ch  was  then  a  combina t ion  o f  an  empty  s ta i rcase 
and  sor t i ng  fac i l i t y  bu i l d i ng ,  and  par t  o f  the  former  E as t  German pos t  o f f i ce  s ta t i on  and  cargo/parce l  co l lec t ion  po in t  near  Ostbahnhof. 
Mar i a  am O stbahnhof  was  home to  var i ous  types  o f  e l ec t ron i c  and  exper i menta l  mus i c ,  bu t  a l so  he l d  t rad i t iona l  concer t s  by  in f luen t ia l 
a r t i s t s  and  bands .  The  c l ub  was  forced  to  c l ose  on  2  J anuar y  20 0 2,  due  to  urban  deve l opment  pro j ec ts .  I t  he ld  an  extens ive  New Year ’s 
par ty  l ead i ng  up  to  i t s  c l osure .  The  o l d  bu i l d i ng  was  demol i shed ,  bu t  new cons t ruc t i on  p l ans  were  never  rea l i zed ,  and  the  lo t  rema ins 
empty  even  today.

In  20 03  the  Mar i a  C l ub  reopened  i n  a  nearby  former  boa t  eng i ne  manu fac tur i ng  bu i l d i ng .  The  empty  bu i ld ing  s tood  r igh t  a t  the  r i ver 
Spree ,  next  to  Sch i l l i ngbrücke .  The  grounds  and  bu i l d i ng  were  owned by  the  c i t y  o f  Ber l i n ,  who  wanted  to  se l l  the  proper ty  fo r  use  in  the 
con t rovers i a l  i nves tor  cons t ruc t i on  pro j ec t ,  » Med i a  Spree« ,  a  pro j ec t  tha t  env i s i oned  a  b i g  ho te l  and  o f f i ce  complex .  The  pro jec t ’s  s ta r t 
was  de l ayed ,  bu t  Mar i a  C l ub  dec i ded  to  shu t  down i ns tead  o f  con t i nu i ng  for  a  l i m i ted  t i me  and  for  an  insecure  fu ture .  O ther  pro jec ts 
moved  i n  s i nce  then ,  i nc l ud i ng  Magda l ena  C l ub  and  ADS C l ub.  As  i t  tu rned  ou t ,  the  ground  was  con tamina ted  and  c lean ing  e f for t s  were 
too  expens i ve  for  i nves tors .  Surpr i s i ng l y,  the  c i t y  dec i ded  to  once  aga i n  ren t  the  l and  and  bu i l d i ng  to  a  cu l tu ra l  opera tor  –  th i s  t ime  to 
the  YAAM (see  page  8 1 )  wh i ch  i n  20 1 4  faces  ev i c t i on  f rom the i r  th i rd  home,  cur ren t l y  next  to  one  o f  Mar ia ’s  fo rmer  homes .  C lub  Mar ia 
am O stbahnhof  hos ted  the  CTM fes t i va l  e i gh t  t i mes  i n  i t s  h i s tor y.

h ac i e n da
m a n c h e s t e r,  G r e a t  b r i t a i n
Text  and  photo  by  Michae l  Du f f i e ld

T he  icon ic  Hac ienda  n igh tc lub  opened  in  1 982,  in  a  fo rme r  ya ch t  show room in  M a nches ter.  I t s  i n te r ior,  des igned  by  Ben  Ke l l y,  used  the 
indus t r i a l  warehouse  space  in  a  way  tha t  se t  i t  apar t  f rom o ther  n igh tc lubs  a t  the  t ime .  In  i t s  ea r l y  yea rs ,  i t  p la yed  hos t  to  per f ormances 
by  t he  l i kes  o f  the  S tone  Roses ,  The  Smi ths ,  and  bands  s igned  to  Fa c tor y  Records ,  such  a s  A  Cer ta in  Ra t io ,  the  D ur u t t i  Co lumn ,  and  the 
Happy  Mondays ,  bu t  l i ve  mus ic  wasn’ t  p ro f i tab le  for  the  c lub .  Be f ore  the  end  o f  the  deca de  th ings  s ta r ted  to  cha nge ,  w i th  the  in t roduc-
t ion  o f  regu la r  c lub  n igh ts  by  DJs  such  as  Mike  P icker ing ,  Jon  Da  S i l va ,  a nd  Dave  Ha s la m,  a s  we l l  a s  w i th  the  a r r i va l  o f  the  rave  and  ac i d 
ho use  scenes .  U l t imate ly  the  c lub  was  ru ined  by  an  invas ion  o f  r i va l  d r ug  dea lers  a nd  the  v io lence  a nd  money  prob lems  tha t  f o l lowed i n 
t he i r  wake .  Desp i te  the  nega t i ve  repu ta t ion  i t  had  deve lop ed ,  the  Ha c ienda  re ta ined  a  s t rong  commun i ty.  I t  c losed  dow n in  June  1 997.

T he  bu i ld ing  was  so ld-o f f  and  demol i shed  for  redeve lopment  in  1 998.  Va r ious  f ea tures  o f  the  Ha c ienda ,  even  the  br ick wor k ,  we re  so l d 
a t  auc t ion ,  and  the  proceeds  dona ted  to  char i t y.  The  Hac ienda  mea nt  a  lo t  to  peop le ;  they  were  no t  impressed  by  the  a pa r tment  bu i l d i ng 
t ha t  was  bu i l t  i n  i t s  p la ce .  The  proper ty  deve loper  took  the  con t rovers ia l  dec i s ion  to  use  the  Ha c ienda  na me a nd  the  ma r ke t ing  was  c r i t i -
c ized  as  a  c lumsy  a t tempt  a t  l i nk ing  two incompat ib le  concepts .  The  mos t  c ra ss  ges ture  the  deve loper  ma de  a r r i ved  in  the  f or m o f  the 
adver t i s ing  s logan  »now the  par ty ’s  over,  you  can  come home« ,  w h ich  wa s  d i sp la yed  on  hoa rd ings  a round  the  cons t r uc t ion  s i te .
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c l u b  Z e n t r a l e  r a n d l a g e
b e r l i n ,  G e r m a n y
Text  and  photo  by  B i anca  Ludewi g

In  20 03  the  Zent ra l e  Rand l age  venue  opened  on  the  ground  f l oor  o f  Schönhauser  A l l ee  172 ,  fea tur i ng  se lec t  even ts  and  par t ies .  Gradu-
a l l y  i t  g rew i n to  a  ne i ghbourhood i ns t i tu t i on  w i th  a  un i que  mi x ture  o f  exper i menta l  a r t  and  mus i c .  As  the  res iden t ia l  a rea  a round  Zent ra le 
Rand l age  changed rap i d l y  i n to  a  favoured  d i s t r i c t  fo r  new Ber l i ners  w i th  h i gh  i ncomes ,  as  we l l  as  fo r  fo re ign  inves tors ,  l a te-n igh t  dance 
par t i es  were  pu t  to  a  s top  due  to  pressure  f rom condo owners  and  the  po l i ce .  N ew crea t i ve  concepts  evo lved  a t  the  Zent ra le  Rand lage 
f rom those  negot i a t i ons ,  fo r  i ns tance  presen t i ng  un i que  regu l ar  even ts  tha t  s ta r ted  ear l i e r  and  combi ned  ar t s ,  per formance ,  f i lm  screen-
i ngs ,  j am sess i ons ,  and  mus i c  per formances  f rom breakcore  to  con temporar y  mus i c .  O ther  par t s  o f  the  bu i ld ing  were  occup ied  by  s tu-
d i os  and  rehearsa l  spaces  o f  mus i c i ans  such  as  C hr i s t i ane  Rös i nger,  Med i engruppe  Te l ekommander,  Puppetmas taz ,  Raz  Ohara ,  or  Jeans 
Team,  a l l  o f  whom a l so  regu l a r l y  f requented  the  c l ub’s  bar  and  s tage .  Th i s  con t r i bu ted  to  the  bu i l d i ng ’s  evo lu t ion  in to  an  impor tan t  p la t-
form and  meet i ng  po i n t  fo r  the  Ber l i n  o f f- scene . 

The  no t i ce  o f  te rmi na t i on  came unexpec ted l y  i n  the  summer  o f  20 07;  the  former  owners ,  who  had  been  expropr ia ted  dur ing  the  war t ime 
per i od ,  had  s tepped up  and  c l a i med the i r  proper ty  due  to  the  r i gh t  to  res t i tu t i on .  Med i a t i on  ta l ks  w i th  the  he lp  o f  the  d i s t r i c t ’s  admin i s -
t ra t i on  regard i ng  an  i n te r i m usage  d i d  no t  succeed ,  as  the  proper ty ’s  London  owners  d i d  no t  want  to  make  any  compromises .  Ever yone 
had  to  move  ou t  by  fa l l  20 07,  a f te r  wh i ch  the  bu i l d i ng  s tood  empty  for  two  more  years  be fore  p l ans  for  remode l ing  the  space  for  com-
merc i a l  usage  were  rea l i zed .  Ha l f  o f  the  s tore f ron t  rema i ns  unused  today.

f á k l y a
b u d a p e s t ,  h u n g a r y
Text  by  members  o f  the  U l t rahang  Fes t i va l .  Photo  by  Ká i ro ly  Z ó lyomi

Once ,  a t  the  beg inn ing  o f  the  new mi l l enn ium,  I  f i nd  myse l f  a t  the  F á k lya  c lub ,  a t  some k ind  o f  i ndus t r i a l - techno-EBM  pa r ty.  The  ven-
ue  s eems  dark ,  s in i s te r  and  decadent ,  harsh  no i se ,  pumpi ng  r hy thms ,  cons ta n t  sme l l  a nd  dense  f ee l  o f  smoke ,  no  a i r,  a nd  no  wa y  to  see 
t h re e  meters  beyond .  I  pass  by  a  s ide  room,  where  I  see  a  ha l f-na ked  ba ld  guy  ge t t ing  a  new  ta t too,  j us t  l i ke  tha t ,  on  h i s  b leed ing  head . 
I  wa lk  on ,  i n to  the  c rowd.

Fák lya  (mean ing  torch)  i s  s i tua ted  next  to  one  o f  the  ma in  ra i lwa y  s ta t ions  in  cen t ra l  Buda pes t ,  a nd  used  to  be long  to  the  S oc ia l i s t  Re-
g ime ’s  ne twork  o f  Cu l tu ra l  Cent res .  For  decades ,  such  cen t res  prov ided  gu ided  recrea t ion  to  the  wor k ing  ma sses .  On ly  progra mmes  ap-
proved  by  the  Communis t  par ty,  respons ib le  for  the  hea l thy  deve lopment  o f  » t r ue  commun is t s « ,  cou ld  r un  here .  Fo l low ing  the  f a l l  o f  C om-
mun ism in  Hungar y,  bo th  the  d i rec t  con t ro l  o f  Cu l tu ra l  Cent re  progra mming ,  a nd  s ta te  subs id ies ,  d i sa ppea red .  For  the  l a s t  twenty- three 
years ,  mos t  such  ins t i tu t ions  cou ld  no t  f i nd  the i r  ro le  in  the  new  la ndsca pe ,  a s  loca l  gover nments  a t ta ch  no  impor ta nce  to  cu l tu re ,  l eav i ng 
i t  w i thou t  resources  and  budgets .  Hungar y ’s  Cu l tu ra l  Houses  thus  s ta nd  a ba ndoned a nd  in  deca y.  In  the  ea r l y  1 9 9 0s ,  f o l low ing  the  fa l l 
o f  t he  Soc ia l i s t  reg ime ,  techno  even ts  were  mos t l y  i l l ega l  a nd  he ld  on  the  ou tsk i r t s  o f  the  c i t y,  i n  a ba ndoned f a c tor ies  or  a s  open  a i rs  on 
t he  h i l l s  o f  Buda  ( the  wes tern  par t  o f  Budapes t ) .  The  r i se  o f  F á k lya  a s  a n  underground  e lec t ron ic  mus ic  c lub  in  the  mid-1 990s  captures 
t he  moment  when  techno  mus ic  came downtown ,  secur ing  a  f oo tho ld  on ly  to  l a te r  become a  t rend  f or  the  ma sses .

As  t he  loca l  government  gradua l l y  rec la imed cont ro l ,  i t  be ca me imposs ib le  to  con t inue  ho ld ing  w i ld  raves  in  th i s  res iden t ia l  a rea .  N ow-
adays  the  p lace  i s  some k ind  o f  cu l tu ra l  cen t re  w i th  ha l l s  a nd  rooms  ava i l a b le  f or  ren t ,  o f f e r ing  da nce  lessons  f or  coup les ,  a nd  ho l d i ng 
co mmerc ia l  re t ro  par t ies ,  rock  d i sco  par t ies ,  o r  gradua t ion  even ts  f o r  h igh  schoo l  s tuden ts .
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I n  the  pre face  to  Los t  and  Sound ,  a  s tock tak i ng  o f  the  Ber l i n  e l ec-
t ron i c  mus i c  scene  a t  the  end  o f  the  nought i es ,  Tob i as  Rapp sug-
ges ts  tha t  i t  m i gh t  be  too  ear l y  fo r  the  dra f t i ng  o f  a  proper  h i s tor i -
ography  o f  techno  and  i t s  en tang l ement  w i th  the  c i t y.  Ye t  four  years 
l a te r,  desp i te  prov i ng  i t s  undaunted  v i ta l i t y  ever y  s i ng l e  weekend 
i n  count l ess  c l ubs  across  town ,  techno  nos ta l g i a  i s  i n  fu l l  b l oom. 
In  h i s  an tho l ogy  Ber l i n  Sampl er  f rom 20 1 2 ,  French  j ourna l i s t  Théo 
Lessour  ded i ca tes  a  who l e  quar ter  o f  h i s  book  to  the  phenomenon , 
i mp l i c i t l y  de f i n i ng  techno  as  the  p i nnac l e  o f  the  c i t y ’s  mus i ca l  de-
ve l opment .  Tha t  i t  e f fec t i ve l y  amounts  to  Ber l i n ’s  con t i nu i ng  con-
t r i bu t i on  to  wor l d  cu l tu ra l  her i tage  s i nce  1 989 has  by  now become 
a  commonp l ace  percept i on .

However,  wh i l e  o f  course  there  has  a l ways  been  mus i c  made  i n 
the  c i t y  as i de  f rom techno,  on l y  i n  recen t  years  has  a  d i f f e ren t  s tor y 
begun  to  un fo l d  i n  the  shadows  o f  the  over-arch i ng  c l ub  scene ,  a 
s tor y  no t  exc l us i ve l y,  ye t  i n  l a rge  par t ,  to l d  by  Ber l i n ’s  ever-growi ng 
expa t  commun i ty.  D i s t i nc t  f rom the  dance  commun i ty,  wh i ch  had  a l -
ready  s ta r ted  to  become more  i n te rna t i ona l l y  shaped  a f te r  the  tu rn 
o f  the  cen tur y,  those  ar t i s t s  may  have  chosen  Ber l i n  as  the i r  tempo-
rar y  or  permanent  home w i thou t  hav i ng  been  a t t rac ted  by  the  c i t y ’s 
repu ta t i on  as  a  techno  mecca .  More  prosa i ca l l y,  wha t  a l mos t  eve-
r yone  ment i ons  a re  the  favourab l e  economi c  cond i t i ons  tha t  make 
the  German cap i ta l  so  much  more  a f fordab l e  than  any  o ther  ma j or 
c i t y  i n  the  Western  hemi sphere .

The  work  o f  those  newl y  a r r i ved  ar t i s t s  does  cha l l enge  the 
domi nance  o f  dance  mus i c  i n  Ber l i n .  S t i l l ,  a  common denomi na-
tor  i s  hard  to  f i nd .  What  connec ts  the  psychede l i c  soundscapes  o f 
Swed i sh  i mprov i ser  O l l e  Ho l mberg  aka  Moon Whee l  w i th  the  fu tur-
i s t i c  bea ts  o f  Hous ton  na t i ve  Lo t i c ,  o r  i n  wha t  way  does  the  exper i -
menta l  p ro to-dance  o f  Aus t ra l i an  producer  Phoebe  K i ddo  re l a te  to 
the  f i e rce  no i se  a t tacks  o f  Mi l an’s  Shapedno i se?  I f  any th i ng ,  wha t 
they  c rea te  i s  a  broad l y  unders tood  vers i on  o f  pop,  » a  mu l t i p l i c i t y 
o f  a r t i s t i c  prac t i ces  tha t  der i ve  f rom and  ac t i ve l y  par t i c i pa te  i n  cer-
ta i n  cu l tu res  o f  the  ever yday« ,  as  de f i ned  on  the  webpage  o f  Ber-
l i n  C urren t ,  the  pro j ec t  i n i t i a ted  by  CTM Fes t i va l  to  unear th  some 
o f  the  a r t i s t s  tha t  represen t  th i s  » new«  s t rand  o f  Ber l i n ’s  d i vers i f y-
i ng  mus i ca l  commun i ty  –  to  be  w i tnessed  dur i ng  the  fes t i va l ,  when 
Br i t i sh  composer  O wen Rober t s  and  h i s  ensembl e  showcase  the i r 
» Recyc l ed  Hyperpr i sm P l as t i k  fo r  Ampl i f i ed  C hamber  E nsembl e« , 
and  exper i menta l  mus i c i an  Ka thy  A l ber i c i  se t s  ou t  to  mus i ca l l y  ex-
p l ore  the  GDR’s  o l d  Funkhaus ,  v i sua l l y  accompan i ed  by  f i l mmaker 
Mar tha  J urksa i t i s .

Even  more  d i f f i cu l t  than  f i nd i ng  common mus i ca l  g round  be-
tween  the  var i ous  a r t i s t s ,  however,  i s  assess i ng  the i r  i mpac t  on  Ber-
l i n ’s  scene .  For  many  con temporar y  mus i c i ans ,  the  emergence  o f 
the  In terne t  Age  has  d i m i n i shed  the  s i gn i f i cance  o f  an  ac tua l  l ocus 
o f  c rea t i v i t y.  As  the  ex i s tence  o f  a  l oca l l y  f i xed  commun i ty  may  be 
d i s regarded ,  cu l tu ra l  p roduc t i on  can  happen  any where .  Th i s  no t 
on l y  ho l ds  t rue  for  the  a r t i s t s  themse l ves ,  bu t  a l so  for  those  who 
pub l i sh  the i r  mus i c .  Two l abe l s  tha t  i n  recen t  years  have  tu rned  i n to 
charac ter i s t i c  exampl es  o f  new deve l opments  i n  the  c i t y ’s  mus i ca l 
l andscape ,  PAN  and  Human E ar  Mus i c ,  a re  bo th  run  by  expa ts  who 
more  or  l ess  acc i den ta l l y  ended  up  i n  Ber l i n .  And  a l though  com-

mon l y  i den t i f i ed  as  »Ber l i n -based  labe l s « ,  ne i ther  PAN’s  B i l l  Kou-
l i gas  nor  HE M’s  J ason  Gr i er  cons ider  the i r  endeavours  a  rea l  par t 
o f  the  c i t y ’s  scene .  More  than  tha t ,  even  i f  he  managed to  es tab l i sh 
h i s  l abe l  as  a  genu i ne l y  l oca l  ven ture ,  says  Gr ier,  » I  wou ld  imag ine 
HE M wou l d  appear  to  be  a  scene  un to  i t se l f.  Tha t ’s  j us t  Ber l in ’s  na-
ture« .  Mos t l y  connec ted  th rough  the i r  own ne tworks  tha t  a re  g loba l 
a t  l eas t  as  much  as  they  a re  l oca l ,  the  chang ing  mus ica l  l andscape 
w i th i n  the  c i t y  i t se l f  rema i ns  sca t te red  and  f ragmented .

For  now,  d i scon t i nu i t y  w i th i n  the  preva len t  nar ra t i ve  o f  Ber l in 
as  the  c i t y  o f  techno  i s  ma i n l y  prope l led  by  and  channe l led  th rough 
i ns t i tu t i ons  such  as  the  Sena te-a f f i l i a ted  Mus icboard  and  the  pro-
j ec ts  funded  by  i t ,  fo r  i ns tance  Ber l in  Curren t .  By  s ta r t ing  to  map 
the  newl y  emerg i ng  » scene« ,  thus  boos t ing  the  v i s ib i l i t y  o f  mus i -
c i ans  tha t  s tand  apar t  f rom the  c lubs ,  those  organ iza t ions  a t tempt 
to  assoc i a te  the  mus i c  w i th  a  more  broad ly  ou t l i ned  no t ion  o f  Ber-
l i n  as  an  i n te rna t i ona l  cu l tu ra l  cen t re .  Whether  th i s  e f fo r t  has  a l -
ready  come to  f ru i t i on  i n  the  eyes  o f  the  w ider  aud ience  i s  a  d i f-
fe ren t  ques t i on .

Ber l i n  i s  a t t rac t i ve  as  a  p l ace  to  l i ve  and  work  for  i t s  perce ived 
» o therness« .  Thus  i t  appea l s  more  due  to  wha t  i t  i s  no t  –  no t  as  ex-
pens i ve ,  no t  as  res t r i c t i ve ,  no t  as  » se t t l ed«  or  » f i n i shed«  as  o ther 
c i t i es  –  than  what  i t  ac tua l l y  s tands  for.  I n  th i s  sense ,  i t  se r ves  as  an 
empty  vesse l ,  to  be  f i l l ed  w i th  the  ideas  and  expec ta t ions  o f  a r r i v-
i ng  members  o f  the  t ransna t i ona l  c rea t i ve  c lass .  For  mos t  a r t i s t s , 
mov i ng  here  i s  ver y  much  abou t  » th i s  imag inar y  Ber l in  I  s ta r ted  to 
bu i l d  up  i n  my  mi nd« ,  i n  the  words  o f  Co lumbian-born  mus ic ian 
and  cur ren t  Mus i cboard  scho l arsh ip  ho lder  Lucrec ia  Da l t ,  who  re-
l eases  on  HE M.

Whatever  shape  the  Ber l i n  mus ica l  l andscape  may  take  in  the 
near  fu ture ,  i t  w i l l  mos t  l i ke l y  rema in  in  a  s t rugg le  w i th  the  image  o f 
Ber l i n  as  a  techno  cap i ta l ,  a  s tand ing  now wr i t ten  in  s tone .  Th i s  i s 
a l ready  ev i den t  i n  the  d i scourses  o f  today.  Whi le  the  fad ing  cohor t 
o f  na t i ves  and  f i r s t-wave  newcomers  mourns  the  los t  u top ia  o f  ear l y 
to  m i d-1 990 s  Mi t te  wonder l and ,  those  expa ts  who ar r i ved  be fore 
the  tu rn  o f  the  decade  l ong  for  a  bygone  parad i se  tha t  os tens ib ly 
s t i l l  ex i s ted  on l y  a  few years  ago.  To  see  the  pas t  i n  ever-br igh ter 
co l ours  m i r rored  aga i ns t  the  presen t ’s  perce ived  s ta leness  i s  cer-
ta i n l y  no t  exc l us i ve  to  Ber l i n ’s  mus ica l  l andscape .  Bu t  s ince  the 
fa l l  o f  the  Wal l  and  the  subsequent  open ing  o f  seeming ly  end less 
poss i b i l i t i es  ami ds t  the  c i t y ’s  ru i ns  and  abandoned spaces ,  f ee l ing 
s tuck  i n  pas t  mar ve l s  appears  to  be  a  nar ra t i ve  so  par t i cu la r  to  Ber-
l i n  tha t  by  now i t  may  be  cons i dered  the  a r t i s t i c  commun i ty ’s  on ly 
t rue  con t i nu i t y.  For  the  i ncomi ng  mus ic ian ,  th i s  s i tua t ion  migh t  even 
prov i de  comfor t ,  fo r  i t  spares  them the  sub t le  ob l iga t ion  to  adapt  to 
any  prede f i ned  and  se t t l ed  scene .  However,  i t  u l t ima te ly  a l so  means 
tha t  i t  w i l l  be  harder  i f  no t  i mposs ib le  to  leave  any  s ign i f i can t  and 
l as t i ng  mark  on  Ber l i n ’s  mus i ca l  her i tage .  Even  for  the  c i t y ’s  emerg-
i ng  exper i menta l  pop  undercur ren ts ,  t rans ience  rema ins  the  c i t y ’s 
on l y  pers i s t i ng  fea ture .

Th e  i m a g e  o f  B er l in  as  a  pop-
cu l tu ra l  cen t re  m ig h t  s t i l l  be 

d om i n a ted  by  i t s  t echno  scene , 
bu t  th e  l a nd scap e  has  s ta r ted  to 
s low l y  open  up  t oward s  a  w ider 

spe c t r u m o f  mus ica l  und ercur-
ren ts .  Hen n ing  Lahmann ,  ed i tor-

i n -ch i e f  o f  Ber l in -b ased  mus ic 
webs i te  No Fear  o f  Pop,  takes  a 

c loser  look .

l o o k i n G  b e y o n d  t h e  b e at:  
d i s c o n t i n u i t i e s  i n  b e r l i n ’ s  
m u s i c a l  l a n d s c a p e  b y  h e n n i n G  l a h m a n n

h e n n i n g  l a h m a n n  i s  a  mus ic  wr i te r  based  ou t  o f  Ber-
l i n .  When  he  i s  no t  work i ng  on  h i s  PhD thes i s  i n  pub l ic 
i n te rna t i ona l  l aw,  he  runs  the  on l ine  mus ic  magaz ine 
N o Fear  o f  Pop,  and  wr i tes  fo r  es teemed in tercont inen-
ta l  mus i c  pub l i ca t i ons .  ***  w w w.no fearo fpop.ne t
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An  expe r i ment  d ed ica t ed  t o  cha l leng ing  consensus  in  the  mus ic 
and  a r t  wor ld ,  »Anony month«  w i l l  ho ld  i t s  f i r s t  i ns ta lment  w i th in 
the  CTM  /  t ransmed ia le  co l l abora t i ve  programme o f  20 14 .  Cre-
a ted  a n d  l ead  by  Mat  Dr y hurs t ,  »Anonymonth«  w i l l  t ake  shape  as 
a  wor k s h op a t  t he  fes t i va l s ,  exp lor ing  ways  to  fu r ther  exper iment 
w i th  a n on y mi ty  and  d i ssen t  i n  c rea t i ve  f i e lds .  I n  a  shor t ,  i n t roduc-
to r y  text ,  Dr y hurs t  ex p la ins  the  mot iva t ions  beh ind  the  in i t i a t i ve , 
and  s om e o f  i t s  hop ed - for  resu l t s .  »Anonymonth«  w i l l  be  pub-
l i sh e d  th roug hou t  Feb ruar y  in  par tnersh ip  w i th  VVVNT /  avän t / , 
an  on l i n e  journa l ,  fo rum,  and  pro jec t  space  for  shar ing  ways  o f 
th i n k i n g  w i t h  b road  imp ac t  and  mak ing  prac t ica l  connec t ions 
across  d i s c ip l ines .  Vi s i t  w w w.anonymonth .com for  more  de ta i l s .

»An on ym ont h«  a l so  rep resen ts  a  w ider  expans ion  o f  PAN,  a  l abe l 
tha t  s i n ce  20 0 8  has  p lo t t ed  a  space  where  c lub land  can  converse 
w i th  th e  avan t-g ard e ,  and  on  wh ich  Dr yhurs t  co l l abora tes  w i th 
fou n de r  B i l l  Kou l ig as .  B u i ld ing  a  non- l inear,   an t i -chrono log ica l 
  co l l ec t i on ,  t he  l ab e l  d oes  no t  subscr ibe  to  a  s ingu la r  s ty le ;  ra ther, 
i t  i s  i n te res t ed  in  id en t i f y ing  un ique  and  unor thodox  express ive 
vo i ce s  a n d  b r ing ing  t hem in to  d ia logue ,  exp lor ing  the i r  i n te rsec-
t io n s  a n d  the  ways  t hey  re ference  one  another.

Cura ted  by  CT M and  Kou l igas ,  PAN’s  CTM 20 14 presence  spans 
var i ou s  even t s  over  t he  fes t i va l  week ,  presen t ing  ar t i s t s  whose 
wo r k  brea ks  f rom convent ion  and  easy  c lass i f i ca t ion .

I  be l i eve  tha t  the  peop l e  who ho l d  the  mos t  power fu l  op i n i ons  abou t 
con temporar y  cu l tu re  a re  a l so  the  ones  who s tand  to  l ose  the  mos t 
by  vo i c i ng  them.  »Anonymonth«  i s  an  exper i ment  des i gned  to  reduce 
the  l i ab i l i t y  o f  express i on  for  peop l e  i n  the  pub l i c  eye ,  and  obser ve 
what  may  occur  i f  t hey  spoke  f ree l y.  The  f i r s t  ed i t i on  i s  concent ra ted 

on  mus i c i ans ,  however  i t  wou l d  be  i n te res t i ng  to  expand  fu ture  ex-
per i ments  to  o ther  d i sc i p l i nes . 

»Anonymonth«  i nvo l ves  a  ver y  s i mp l e  concept .  O ver  the  course  o f  one 
month ,  a  p i ece  w i l l  be  pub l i shed  da i l y  on  a  spec i a l l y  ded i ca ted  web-
s i te .  Par t i c i pa t i ng  ar t i s t s  w i l l  p r i va te l y  se l ec t  a  number,  and  the i r  p i ece 
w i l l  be  pub l i shed  on  the  cor respond i ng  day  o f  the  month .

N e i ther  I  nor  o ther  par t i c i pa t i ng  ar t i s t s  or  the  pub l i c  w i l l  know whose 
con ten t  i s  pos ted  on  what  day.  I  w i l l ,  however,  pub l i sh  a l l  o f  the  names 
o f  con t r i bu t i ng  ar t i s t s  a l ongs i de  each  anonymous  pos t .  Th i s  prov i des 
a  combi na t i on  o f  anonymi ty  and  assoc i a t i on ,  i nv i s i b i l i t y  and  cred i b i l -
i t y.  The  pub l i c  w i l l  no t  know who pos ted  a  par t i cu l a r  a r t i c l e ,  however 
they  w i l l  know tha t  i t  i s  f rom a  repu tab l e  source .

Th i s  pro j ec t  spawns  f rom a  concern  tha t  i n  a  f rag i l e  mus i ca l  economy, 
there  i s  s i gn i f i can t  i nd i v i dua l  r i sk  a t tached  to  l eve l l i ng  d i ssen t  towards 
an  i ncreas i ng l y  cen t ra l i zed  and  i n te rconnec ted  i n f ras t ruc ture  o f  a r t-
i s t s ,  l abe l s ,  p ress ,  and  cu l tu ra l  f ac i l i t a tors .

O n the  one  hand ,  i t  i s  remarkab l e  tha t  i n  a  t i me  o f  such  aus ter i t y  there 
i s  s t i l l  a  th r i v i ng  mus i ca l  cu l tu re  to  speak  o f,  bu t  the  so l i dar i t y  i n tegra l 
to  keep i ng  th i s  cu l tu re  a f l oa t  a l so  runs  the  r i sk  o f  c rea t i ng  a  consen-
sus  tha t  may  become i ncreas i ng l y  d i f f i cu l t  to  cha l l enge .

The  rad i ca l  hyperbo l e  o f  mus i c  ought  to  be  he ld  under  c lose  scru-
t i ny  i n  20 14 . 

I  am not  a l one  i n  obser v i ng  tha t  i n  many  ways ,  the  mus ic  indus t r y  i s 
pe t r i f i ed ,  l i t e ra l l y  and  f i gura t i ve ly.  The  shapes  and  forms  in  wh ich  we 

pr i v i l ege ,  c r i t i que ,  and  d i s t r i bu te  med ia  dogged ly  resemble  a  more 
prosperous  t i me ,  desp i te  even  generous  pred ic t ions  po in t ing  to  the i r 
demi se .  Mos t  spend  a l l  o f  the i r  t ime  on  the  in te rne t ,  and  ye t  many  o f 
us  t rea t  In te rne t-na t i ve  forms  o f  express ion  w i th  a  skept ic i sm tha t  can 
border  on  reac t i onar y. 

O ne  o f  the  grea t  pr i v i l eges  o f  an  In terne t  e ra  i s  the  poss ib i l i t y  o f  a 
mu l t i tude  o f  e f fo r t l ess l y  access i b le  compet ing  nar ra t i ves .  I t  p rov ides 
us  w i th  op t i ons  to  express  ourse lves  qu ick ly,  cheap ly,  and  in  a lacr i -
tous  response  to  un fo l d i ng  cond i t ions ,  wh ich  was  s imp ly  no t  poss ib le 
w i th  the  re l ease  o f  phys i ca l  med ia .  The  fu ture  s tab i l i t y  o f  mos t  i nde-
pendent  prac t i t i oners  i n  a l l  aspec ts  o f  mus ica l  cu l tu re  i s  f aced  w i th 
growi ng  uncer ta i n ty,  compounded by  the  g loba l  f i nanc ia l  c r i s i s ,  and 
ye t  we  pers i s t  i n  presen t i ng  a  facade  o f  con f idence ,  nea t l y  con f ined 
deba te  and  t r i v i a l  cha t te r.  Perhaps  we  need  to  shed  our  iden t i t i es  to 
acce l era te  the  d i scuss i on  to  where  i t  needs  to  be .

Rad i ca l  po l i t i ca l  un i t s ,  f rom Wik i leaks  to  Anonymous ,  have  shown 
how a  combi na t i on  o f  d i spersed  ne twork  power  and  anonymi ty  can 
be  huge l y  i n f l uen t i a l  i n  c rea t i ng  s ign i f i can t  i n f ras t ruc tura l  awareness 
and  change ,  and  »Anonymonth«  i s  an  exper iment  to  see  what  wou ld 
happen  i f  s i m i l a r  tac t i cs  were  app l ied  to  the  wor ld  o f  mus ic .  I  have  no 
i dea  what  i t  w i l l  p roduce ,  however  am reso lu te  in  the  be l ie f  tha t  ex-
per i menta l  med i a  ought  no t  produce  pred ic tab le  resu l t s .

m a t  d r y h u r s t  i s  an  a r t i s t  and  techno log i s t  based  in 
San  Franc i sco.  He  co-runs  PAN wi th  B i l l  Kou l igas , 
and  ser ves  as  D i rec tor  o f  Programming  a t  Gray  Area . 
He  presen ts  work  and  speaks  regu la r l y  under  h i s  own 
name and  i n  co l l abora t ion  w i th  Ho l l y  Herndon  as  
K AIRO.
***  w w w.ka i ro. i o
***  w w w.mathewdr yhurs t .com
***  w w w.pan-ac t .com

a n o n y m o n t h
b y  m at  d r y h u r s t

P
hoto: Traianos Pakioufakis
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t h e  po s t - d i g i t a l  c o n d i t i o n 
I n  recen t  years ,  the  te rm » pos t-d i g i ta l «  ga i ned  popu-
l a r i t y  fo r  descr i b i ng  a  new k i nd  o f  c r i t i ca l  med i a  prac-
t i ce ,  th rough  wh i ch  a  young  genera t i on  o f  D IY ar t i s t s 
and  makers  have  been  rev i s i t i ng  ana l ogue  produc t i on 
and  d i s t r i bu t i on  mode l s  such  as  Z i nes ,  ana l ogue  pr i n t , 
and  photography.  Mos t  o f ten ,  these  types  o f  prac t i ces 
a re  no t  happen i ng  compl e te l y  ou ts i de  o f  the  d i g i ta l  bu t 
i n  i ncreas i ng l y  hybr i d  form,  such  as  i n  the  pos t-d i g i ta l 
pub l i sh i ng  cu l tu re  descr i bed  by  peop l e  l i ke  A l essan-
dro  Ludov i co,  where  new and  o l d  co-ex i s t  and  mu tua l -
l y  feed  each  o ther.  Fur thermore ,  the  pos t-d i g i ta l  » move-
ment «  can  be  seen  as  a  response  to  and  even  a  reac t i on 
aga i ns t  the  perpe tua l  u top i an i sm and  corpora te  h i gh-
g l oss  o f  ma i ns t reamed d i g i ta l  cu l tu re .  At  the  same t i me 
as  the  pos t-d i g i ta l  can  be  seen  as  a  c r i t i ca l  and  ar t i s -
t i c  response  o f  the  so  ca l l ed  » d i g i ta l  na t i ves«  towards 
the i r  oversa tura ted  techno l og i ca l  env i ronments  however, 
there  a re  s i gns  tha t  pos t-d i g i ta l  i s  becomi ng  more  l i ke  a 
» cond i t i on«  app l y i ng  to  a l l  fo rms  o f  prac t i ce  » a f te r  the 
d i g i ta l « .  Recen t l y,  ma j or  bus i ness  personae  such  as  Rene 
O bermann ,  the  former  C E O  o f  Deu tsche  Te l ekom,  have 
been  us i ng  the  te rm pos t-d i g i ta l  to  descr i be  a  soc i e ty 
i n  wh i ch  the  d i g i ta l  i s  no t  » sexy«  by  i t se l f  any  l onger  bu t 
s i mp l y  a  k i nd  o f  na tura l i zed  env i ronment  where  i nnova-
t i on  now has  to  happen  on  o ther  te rms  than  the  pure l y 
techno l og i ca l .  I n  th i s  con text ,  the  t ransmed i a l e  fes t i va l 
asks  how the  pos t-d i g i ta l  can  be  » de-na tura l i zed«  and 
unders tood  as  be i ng  cons t ruc ted  th rough  spec i f i c  soc i a l , 
po l i t i ca l ,  and  economi c  cond i t i ons  o f  a  soc i e ty  now i nes-
capab l y  marked  by  the  a rguab l y  revo l u t i onar y  t rans for-
mat i ons  o f  g l oba l  d i g i ta l  ne twork  techno l og i es .

d i g i t a l  c u l t u r e  i n  t h e  a f t e r g l o w 
The  s ta r t i ng  po i n t  o f  the  20 14  t ransmed i a l e  fes t i va l  i s  to 
cons i der  the  pos t-d i g i ta l  as  an  » a f te rg l ow«  moment  o f 
the  d i g i ta l :  a f te rg l ow be i ng  tha t  moment  o f  deep  tw i l i gh t 
when  the  dus t  tha t  has  r i sen  f rom the  ear th  i n to  the  a t-
mosphere  i s  temporar i l y  l i t  up ,  as  we l l  as  be i ng  a  te rm 
tha t  re fe rs  to  the  e i ther  pos i t i ve  or  nega t i ve  menta l  a f-
te r  e f fec t s  o f  d rug  use .  a f te rg l ow i s  meant  to  con j ure  the 
ambi va l en t  s ta te  o f  d i g i ta l  cu l tu re ,  where  what  seems  to 
rema i n  f rom the  so-ca l l ed  d i g i ta l  revo l u t i on  i s  a  fu tur i s t i c 
nos ta l g i a  fo r  the  sh i ny  h i gh- tech  i t  once  promi sed  us  bu t 
tha t  i s  now crumbl i ng  i n  our  hands .  The  cha l l enge  tha t 
th i s  moment  poses  i s  how to  use  tha t  s ta te  o f  pos t-d i g i ta l 
cu l tu re  i n  be tween  t rash  and  t reasure  as  a  chance  f rom 
wh i ch  to  i nven t  new specu l a t i ve  prac t i ces .  These  shou l d 
res i s t  nos ta l g i c  or  de fea t i s t  i deas ,  ye t  s t i l l  use  was te  as  a 

s ta r t i ng  po i n t  f rom wh i ch  to  dea l  w i th  the  burn ing  i ssues 
o f  today.  The  a f te rg l ow i s  the  moment  a f te r  the  d ig i ta l 
revo l u t i on ,  wh i ch  i s  now turn ing  in to  dus t  as  we  s t rugg le 
to  f i nd  new pa thways  i n  the  was te lands  o f  i t s  a f te rmath .  In 
wak i ng  up  f rom the  » d i g i ta l  hangover« ,  we  f i nd  ourse lves 
i n  the  mi ds t  o f  p ress i ng  i ssues  such  as  the  cor rup t  eco l -
ogy  o f  techno l og i ca l  resources  (minera l s ,  meta l s ,  and  e-
was te) ,  mass  sur ve i l l ance ,  excess ive  b ig  da ta  schemes , 
and  the  pos t-d i g i ta l  l i ves  tha t  these  phenomena  impac t 
on  a  da i l y  bas i s .

Tak i ng  the  a f te rg l ow phenomenon  as  a  metaphor  for 
the  presen t  cond i t i on  o f  d ig i ta l  cu l tu re ,  wha t  i s  the  »dus t « 
tha t  i s  s t i l l  suspended i ns ide  i t s  g lossy  sur face  and  what 
can  we  d i scover  w i th i n  i t  o r  exper ience  th rough  i t?  The 
hypes  o f  B i g  Data ,  Smar t  C i t ies ,  Gami f i ca t ion ,  In te rne t 
o f  Th i ngs ,  Fab l abs . . .  a l l  t e l l  o f  an  increased  d i s in tegra t ion 
o f  the  d i v i s i ons  be tween  cu l tu re ,  na ture ,  and  techno logy. 
At  the  same t i me ,  the  d i scuss ion  sur round ing  these  phe-
nomena  i s  t i ed  to  the  d ig i ta l  parad igm wi th  i t s  promo-
t i on  o f  an t i sep t i c ,  h i gh- tech  s imp l i f i ca t ion  o f  ever yday 
l i f e ,  and  oppor tun i t i es  fo r  a l l .  Bu t  these  hypes  can  a l so 
be  seen  f rom the  perspec t i ve  o f  the i r  i n t imate  connec-
t i on  to  was te :  i n  the  way  they  promote  excess ,  exp lo i ta-
t i on ,  and  the  was t i ng  o f  resources  o f  the  mater ia l ,  human/
an i ma l ,  and  menta l  wor ld .  In  th i s  sense ,  the  d ig i ta l  has  in 
f ac t  a l ways  been  a  c l ass ic  case  where  what  i s  cen t ra l  to 
ex i s tence  –  t rash  and  dus t  –  i s  be ing  pushed  ou t  to  the 
marg i ns .  S i m i l a r l y,  the  chang ing  cond i t ions  for  our  on-
l i ne/o f f l i ne  ex i s tences  form a  perspec t i ve  tha t  tw i s t s  the 
pos t-human d i scourse  in to  one  o f  bod ies  as  the  » t rash  o f 
the  mach i nes« ,  and  mak ing  ever yday  l i f e  i n to  embod ied 
t rans i t i ons  i n  be tween  t rash  and  t reasure .

The  i rony  i s  tha t  today,  i t  seems  as  i f  t he  d ig i ta l  i t se l f 
i s  becomi ng  the  t rash  tha t  re fuses  to  go  away.  I f  t he  d ig i -
ta l  i s  becomi ng  l i ke  the  »dus t «  tha t  i s  sh in ing  ins ide  the 
tw i l i gh t ,  we  may  bask  a  l i t t l e  i n  i t s  beau ty,  bu t  a l so  ur-
gen t l y  need  to  deve l op  new vocabu lar ies  and  prac t ices 
tha t  proac t i ve l y  re th i nk  cu l tu re  for  the  moment  a f te r.  I n 
l i ne  w i th  the  overa l l  f es t i va l  approach  to  the  theme a f te r-
g l ow,  the  t ransmed i a l e  20 14  programme t races  cu l tu ra l 
t rans i t i ons  th rough  the  t rash  tha t  now makes  up  our  pos t-
d i g i ta l  ex i s tence ,  i n  te rms  o f  i t s  med ia t i c  mater ia l s ,  sub-
j ec ts ,  and  emerg i ng  po l i t i cs .

Th e  au th or  w ish es  to  th an k  Ta t i ana  Bazz iche l l i  fo r  he r  co n t r ibu t io ns  t o  t h i s 
tex t  as  c o- c u ra tor  o f  th e  t ran sme d ia le  co n fe re nce  pro gramme .
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Fo r  15  ye a rs ,  t ransmed ia le ,  Ber l in ’s 
fes t i va l  f o r  a r t  and  d ig i ta l  cu l tu re , 
and  CTM have  c lose ly  co l l abora t-
ed  to  pre s en t  one  o f  t he  wor ld ’s 
l a rges t  a n n ua l  p la t forms  for  re f lec-
t io n  on  th e  cu l tu ra l  s ig n i f i cance  o f 
new tech n o log ies  and  d ig i ta l  cu l -
tu re .  In  th i s  a r t i c le ,  Kr i s t o f fe r  
Ga n s i n g ,  t ransmed ia le ’s  cur ren t 
Ar t i s t i c  D i rec t or,  ou t l i nes  how  
a f te rg l ow,  the  t heme o f  t he  fes t i -
va l ’s  27 t h e d i t ion ,  can  b e  under-
s to od  a s  a  d iag nos i s  o f  t he  cur-
ren t  s ta tu s  o f  p os t-d ig i ta l  cu l tu re , 
where  m e d ia  t echno log ies  and 
med i a t i c  prac t ices  t ha t  were  once 
t reas u re(d)  a re  tu rn ing  in t o  t rash .

d i G i ta l  c u lt u r e  i n 
t h e  a f t e r G l o W
b y  k r i s t o f f e r  G a n s i n G

k r i s t o f f e r  G a n s i n g  i s  Ar t i s t i c  D i rec tor  o f  the  
t ransmed ia le  fes t i va l  fo r  a r t  and  d ig i ta l  cu l tu re ,  Ber l in .
***  w w w.t ransmed ia le .de
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m a k e  i t  s o  t h a t  i t ’s  e a s y  t o  u n d e r s t a n d . . .
Summar i ze  the  i ssues  somehow,  wh i l e  l eav i ng  space  for  readers  to 
th i nk .  O f fe r  a  s i tua t i on  ana l ys i s .  Prov i de  an  over v i ew.  What ’s  tha t 
th i ng  abou t  t i me?  Frac tures  and  con t i nuum.  Memor y  and  ob l i v i on . 
D IY h i s tor y  and  d i g i ta l  too l s .  I s  th i s  an  expans i on  o f  the  s ta te  o f 
s i ege  or  the  extens i on  i n to  i n f i n i t y  o f  a  N ew Gol den  Age?  I s  any-
th i ng  there  a t  a l l ?  C an  no th i ng  d i sappear?  You  have  15  0 0 0  char-
ac ters .  Four  pages ,  magaz i ne  format ,  ex tended .  

Wel l . . .  R i gh t . . .  I  l i ke  my  pub l i shers .  I  a l so  l i ke  the  anc i en t  Soph-
i s t s .  I  a l ways  have .  E spec i a l l y  Gorg i as .  There fore ,  the  answer  cou l d 
on l y  be :  C h i l d ’s  p l ay  (pa í gn i on) !   

re l y  o n  t h e  l e g a c y   
When t r y i ng  to  unders tand  what  i s  happen i ng  today ,  apparen t l y 
one  has  a l ready  accepted  yes terday  and  tomorrow,  whether  w i l l -
i ng l y  or  o ther w i se .  Here  the  h i s tor i ca l  exper i ence  i s  conveyed  d i p-
l omat i ca l l y  (mean i ng  two- faced l y ) .  I t  c rea tes  (a )  fu tu re ,  wh i ch  can 
be  pu t  to  use  a t  the  presen t  moment .  These  days ,  on  the  one  hand , 
the  pro l i f e ra t i on  o f  d i g i ta l  med i a  has  undoubted l y  pu t  fo r th  an  un-
expec ted  preva l ence  o f  externa l l y  access i b l e  memor y,  wh i l e ,  on 
the  o ther  hand ,  the  s ta tement  There  w i l l  be  no  revo l u t i on  w i th-
ou t  memor y  s t i l l  rema i ns  va l i d .  Where  o thers  have  fa i l ed ,  and  re-
ma i ned  unnot i ced  i n  the i r  t i me  or  were  i n ten t i ona l l y  marg i na l i zed 
i n to  ob l i v i on ,  i s  p l aced  i n  a  new context .  O ur  grandch i l d ren  w i l l 
f i gh t  the  ba t t l e  to  a  be t te r  conc l us i on  [ D i e  E nke l  fech tens  besser 
aus ]  has  been  the  watchword  o f  hope  s i nce  the  German Peasan ts ’ 
Wars  o f  the  16 th cen tur y.  What  fo r  the  moment  seems  hope l ess  or 
l i ke  de fea t  w i l l  even tua l l y  become a  br i dgehead  for  the  new f ron-
t i e r.  Bu t  today?  U nder  the  premi ses  o f  g l oba l  cap i ta l i sm and  i n  the 
d i g i ta l l y  ne tworked  sphere ,  i n  some p l aces  there  i s  a  cer ta i n  res-
i gna t i on  spread i ng  tha t  no th i ng  works  and  no th i ng  ever  w i l l  aga i n . 
Re t roman i a ,  rap i d  s tands t i l l ,  t he  monotony  o f  keep i ng  on .  I t  i s  ex-
ac t l y  tha t  keep i ng  on  w i th  i t ,  t ha t  con t i nu i t y,  wh i ch  br i ngs  abou t 
des t ruc t i on ,  sa i d  Brech t . * 1 )  The  basement  cannot  be  c l eared  ou t 
be fore  the  an tho l og i es  have  a l ready  p i l ed  up  to  the  he i gh t  o f  sky-
scrapers .  And  the  sky  i s  no  l onger  scraped ,  j us t  c l ouded  and  c l u t-
te red  w i th  t rash .  The  b l ue  o f  the  sky  and  b l ue  o f  noon  –  merc i l ess l y 
obs t ruc ted .  Permanent  re f resh i ng  and  updat i ng  seems  to  i ns tan ta-
neous l y  enhance  ever y  s ta tus  and  each  recorded  da te .  A  presen t 
so  heav i l y  l oaded  w i th  memor i es  d i ps  as  equa l l y  i n to  the  pas t  as  i t 
does  i n to  the  fu ture .  A l though  end l ess  evo l u t i onar y  var i a t i ons  a re 
genera ted ,  the  revo l u t i on  rema i ns  den i ed ,  the  sudden  change  [ U m-
sch l ag]  does  no t  occur.  Even  the  scope  o f  the  ones  who s tuck  to 
the  ges ture  o f  the  to  come and  t r i ed  to  ho l d  th i s  aga i ns t  any  pos i -
t i ve  s tance  or  hope  for  an  a r r i va l  o r  even t  i n  th i s  wor l d ,  ge ts  nar-
rower  and  nar rower.  Th i s  common d i s i l l us i onment  resu l t s  f rom the 
fac t  tha t  some decades  ago  there  s t i l l  ex i s ted  an  en thus i asm abou t 
i mmanence ,  con t i ngency,  a rb i t ra r i ness ,  and  re feren t i a l i t y,  end l ess 
l i nk i ng  and  so  on ,  bu t  nowadays  th i s  has  a l l  become ub i qu i tous  and 
d i sappo i n t i ng l y  un i nsp i r i ng .  The  f renzy  o f  assoc i a t i ons  l eads  to  fa -
ta l  i so l a t i on .  C onsensus  rea l i t y  resu l t s  i n  ear l y  senescence .  Ever y-
one  i s  re l i ab l y  work i ng  away  a t  h i s  own l egacy  [ Vor l ass ] ,  wr i t i ng 
h i mse l f  i n to  the  account i ng  books ,  fo l i os ,  and  a t tendance  records 

o f  the  presen t  day,  somewhere  be tween  consumer  behav iour,  b log 
en t r i es ,  SoundC l oud  and  YouTube  cont r ibu t ions ,  and  succ inc t  po-
l i t i ca l  commentar y.  Pos thumous  Papers  o f  a  L iv ing  Au thor  i s  wha t 
Rober t  Mus i l  ca l l ed  i t . 

Ever yone  i s  an  au thor,  a l l  a re  ac t i ve ,  ever yone  i s  par t  o f  a  grass-
roots  movement ,  ever yone  par t i c ipa tes .  Even  the  ac tua l l y  man i -
fes ted  and  v i o l en t  s t rugg l es  for  recogn i t ion  or  reg ime change ,  c i v i l 
wars ,  and  wars  aga i ns t  te r ror,  document  themse lves  on  count less 
channe l s .  Pres i den ts  g i ve  the i r  orders  v ia  text  message  and  watch 
i n  rea l - t i me  as  they  appear  to  wr i te  h i s tor y,  wh i le  g iv ing  the i r  op in-
i ons  v i a  the  usua l  channe l s .  The  fac t  tha t  i t  comes  down to  doub le-
en t r y  bookkeep i ng  i s  the  d i scree t  task  o f  the  in te l l igence  ser v ices .  

n e e d s   
And  why  shou l d  we  be  concerned  w i th  such  a  sudden  change  and 
i t s  revo l u t i on ,  my  dear  f r i end?  Who shou ld  care  i f  i t  occurs ,  i s  on 
the  r i se ,  o r  i f  i t  was  never  even  poss ib le  or  e f fec t i ve  in  the  f i r s t 
p l ace?  And any way. . .  What  a  poo l ,  espec ia l l y  fo r  the  c rea t i ve  c lass-
es  and  the  a r t i s t s ,  who  for  a l l  e te rn i t y  have  mere ly  been  quot ing 
and  copy i ng ,  wh i l e  mak i ng  sure  to  cover  the i r  t racks  as  much  as 
poss i b l e .  C arp i ng ,  no th i ng  more .  And  on  top  o f  a l l  t h i s  –  t ime !  The 
psychoana l ys t  w i l l  t e l l  you  someth ing  abou t  log ica l  t ime ,  re l ig ious 
scho l ars  evoke  i mpend i ng  doom [ Fr i s t ] ,  quan tum phys ic i s t s  a t tempt 
to  per form notab l e  exper i ments ,  and  t i red  h i s tor ians  o f  ph i losophy 
re fer  to  Augus t i ne ,  s i nce  whose  t i me  and  whose  l i ne  o f  ques t ion ing 
no t  much  has  ac tua l l y  changed . 

May  the  sc i en t i s t s  and  techn ic ians ,  the  spo i led  id le rs  in  the 
garden  o f  knowl edge ,  the  po l i t i ca l  adv i sors  and  In terne t  en thus i -
as t s ,  and  the  re l axed  arch i v i s t s ,  l ook  nob ly  down on  our  rough  and 
charml ess  needs  and  requ i rements ,  and  as  Nie tzsche  a l ready  sa id 
–  wha t  the  heck?  I f  the  we i gh t  o f  h i s tor y  has  a lways  been  some-
th i ng  tha t  on l y  the  s t rong  cou l d  bear,  the  supposed ly  in tang ib le 
permanent  s ta te  o f  now beyond the  end  o f  h i s tor y  requ i res  a  ver y 
spec i a l  we i gh t l i f t e r.   

m o r e  o r  l e s s  c h e e r f u l  w a y s  t o  e s c a p e  t h e 
m i s e r i e s  
L i ke  Sau l ,  one  i s  s t ruck  by  l i gh tn i ng  and  becomes  a  who le  new per-
son ,  and  changes  h i s  l i f e  (w i thou t  ac tua l l y  i nven t ing  any  new form 
o f  change) .  O ne  can ,  fo r  exampl e ,  then  become an  or thodox  Com-
mun i s t  and  represen t  i ron  hardness  and  zea lous  expec ta t ion .  Le t ’s 
ca l l  i t  t he  Bad i ou  method .   

O ne  i s  h i t  on  the  head  by  an  obscure  ob jec t  tha t  f a l l s  f rom 
the  sky,  and  then  a t tempts  to  red i scover  au then t ic i t y  th rough  end-
l ess  re-enac tments . * 2) Such  pro j ec ts  can  even  be  commerc ia l l y  and 
pro fess i ona l l y  ass i s ted  by  a  coach ,  bu t  one  shou ld  be  care fu l  no t 
to  i den t i f y  w i th  the  c l i en t s  too  much .  Le t ’s  ca l l  tha t  one  the  Nazru l 
Ram Vyas  method . 

O ne becomes  a  v i c t i m  o f  A lzhe imer ’s  d i sease  or  a  mass ive 
head  i n j u r y,  o r  addresses  s i m i l a r  case  s tud ies  o f  the  psycho log ica l 
on to l ogy  o f  cerebra l  unconsc i ous :  The  Ma labou  method . 

O ne becomes  a  j un i or  pro fessor  o f  a rch iva l  sc ience  in  a  c lus ter 
o f  exce l l ence .  An  academi c  method .   

d i s -
c o n t i n u i t y  & 
p r e s e n c e 
o f 
m i n d
b y  a n d r e a s  l .  h o f b a u e r 

Miaow! 
Mar lene  D ie t r i ch  as  spy  X 27,  fema le  composer  an d  cr yp to g ra -
pher,  i n  Jose f  von  S ternberg ’s  f i lm  D ishonored 

a n d r e a s  l .  h o f b a u e r  i s  a  ph i losopher,  psycho-h i s tor ian , 
and  au thor,  and  f requent  con t r ibu tor  to  CTM’s  d i scourse 
programme.  In  h i s  var ious  books  and  numerous  pub l i shed 
e ss ays ,  he  has  recur ren t l y  addressed  economic  and  so-
c ia l  aspec ts  o f  cogn i t i ve  sc ience .  Trans la tor  o f  severa l 
bo o ks  by  S lavo j  Z izek ,  and  o f  cer ta in  works  by  Thomas 
D e  Quincey,  Jeremy Bentham,  Marsha l l  Sah l ins ,  Tom Mc-
Car t hy,  i n te r  a l i a . 
***  w w w.a lho f bauer.wordpress .com
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T hrough  the  med ia t ion  o f  obscure  geosc ien t i s t s ,  one  meets  Cthu lhu 
and  Pazuzu  (or  the i r  shadows  or  corpses  respec t i ve ly )  i n  the  r u ins 
o f  a  Syr ian  c i t y,  imag ines  unho ly  sexua l  ac t s  w i th  them –  o f  course 
w i t hou t  any  ero t ic  engagement  –  and  then  g ives  b i r th  to  h imse l f  a s 
a  S pecu la t i ve  Rea l i s t .  A l so  a  recen t l y  i ncreas ing  academic  method . 
M aybe  even  a  theo log ica l  one .  

o b j e c t s  a n d  a  l i t t l e  b i t  o f  h i s t o r y  r e p e a t i n ’ 
( o r  m a y b e  n o t ) 
T he  New a lways  seems  to  appear  a f te r  a  f rac ture  (a t  l ea s t  s ince 
God Himse l f  spoke  ‘Anoch i  on  Mount  S ina i ) ,  and  then  be comes  a 
co n t inuum and  i s  i n  tu rn  rep laced  in  the  next  f rac ture  by  the  next 
New.  At  t imes ,  p recursors  to  a  f rac ture  a re  iden t i f i ed  and  s ta ted , 
and  may  even  be  repea ted .  They  do  no t  rema in  the  same ,  bu t  they 
re turn .  In  any  case ,  the  New seems  to  be  no t  qu i te  as  new  a s  i t 
wou ld  l i ke  to  appear.   

I f  one  looks  a round ,  one  i s  con f ron ted  w i th  a  s t range  i l l us ion . 
T he  h i s tor ians  t r ied  to  por t ray  the  h i s tor ic  even t  as  i t  ac tua l l y  ha p-
pe ned  (Ranke) .  Bu t  the  fac t  tha t  no th ing  ac tua l l y  happened  wa s  jus t 
o bv ious  ob jec t ion  and  correc t ion .  Much  more  impor tan t ,  however, 
was  tha t  ob jec t  and  ar t i f ac t  –  the  ev iden t ia r y  mater ia l s  o f  h i s tor ica l 
re s earch ,  so  to  speak  –  fe l l  beh ind .  Re la t ionsh ip  con texts ,  cor re la -
t io n  ne tworks ,  po l i t i ca l  and  economic  f i e ld  de f in i t ions ,  and  s t r uc-
tura l  re fe rence  sys tems  increas ing ly  rep laced  any  ac tua l  mea n ing 
o f  t he  ob jec t  i t se l f.  Cr yp ts  and  mummies ,  f e t i sh  ob jec ts  a nd  jew-
e l s ,  were  dec iphered  no t  on ly  in  Hergé ’s  comic  a lbums  as  ca r r ie rs 
o f  messages ,  and  there fore  u l t ima te ly  became super f luous  a s  ma -
t er ia l .  Old  and  d i r ty  gods  end  up  in  museum d i sp lay  cases ,  to  be 
wa lked  around  and  s ta red  a t ,  o r  on  the  assembly  l i nes  o f  the i r  ma ss 
re produc t ion  and  mass  d i s t r ibu t ion .

Bu t  i s  i t  so?  I sn’ t  i t  a l l  abou t  the  ob jec t ,  wh ich  fasc ina tes  me a nd 
w i l l  no t  l e t  go?  I s  i t  no t  the  ob jec t  tha t  cons tan t l y  e ludes  me?  The 

o b jec ts  (among wh ich  –  as  soon  shou ld  be  apparen t  –  one  ma y  a l so 
inc lude  sub jec ts ) ,  bu t  a l so  the  cor re la t ions  and  the  t ra i l  o f  re f e renc-
es ,  i ns i s t  upon  someth ing  tha t  goes  beyond the  two-s ided  concept 
o f  poss ib i l i t y  and  rea l i t y.  There  i s  no t  j us t  an  a r t i f ac t ,  wh ich  on  one 
s ide  imposes  i t se l f  o r  i s  i so la ted ,  and  the  de format ion  or  in f or m-
ing  o f  tha t  a r t i f ac t  th rough  our  soc ia l  s t ruc tures  or  our  d i scurs ive 
pro cesses  on  the  o ther.  Objec ts ,  th rough  the i r  i ns i s tence  a s  men-
ta l  ob jec ts  ( tona l  v ibra t ing  in  the  broades t  sense) ,  a lways  rema in 
t ransmi t te rs  o f  messages .  Ye t ,  fo r  the  mos t  par t ,  the  t ransmi t te rs  do 
no t  know what  they  a re  t ransmi t t i ng  (and  tha t  i s  a l so  no t  to  sa y  tha t 
on ly  a  human mind  can  be  imp l ied  when  re fer r ing  to  t ransmi t te rs ) , 
bu t  a l so  the  rec ip ien ts  do  no t  have  the  means  to  answer  the  ques-
t ion  o f  wha t  these  t ransmi t te rs  want  f rom them or  wha t  they  mea n 
t o  s ay.  Does  i t  t ake  (a )  p lace?  and  What  does  the  O ther  wa nt ,  a nd 
want  spec i f i ca l l y  o f  me?  are  consequent l y  no t  ques t ions  tha t  ca n 
be  answered ,  bu t  tha t  a re  answered  for.  Here  i t  i s  no t  abou t  br idg-
ing  the  gap  be tween  even t  and  exper ience ,  bu t  abou t  endur ing  th i s 
d i s crepancy  and  leav ing  i t  open .   

When  assuming  tha t  bo th  message  and  ob jec t  a re  super f lu-
o us  for  h i s tor y,  as  they  a re  no th ing  more  than  func t iona l  a gen ts , 
we  come across  a  h idden  idea l i sm ,  wh ich  a l so  happens  to  be  ver y 
G erman :  »Charac ter i s t i c  o f  German idea l i sm ,  bo th  in  theo logy  a nd 
in  e p i s temology,  i s  the  apotheos i s  o f  movement  over  rea l i t y,  f unc-
t io n  over  subs tance ,  power  over  mat te r.  [ . . .  ]  Change  and  h i s tor y 

become f unda menta l  a t t r ibu tes  o f  the  d iv ine ,  a nd  d iv in i t y  i s  sub j ec t 
to  the  genera l  f a te  o f  the  t ime .  A l though  both  F ich te  a nd  Hege l  have 
po in ted  ou t  tha t  the  movement  o f  d iv in i t y,  w h ich  they  desc r i be ,  i s 
no t  a  movement  in  t ime ,  bu t  ha s  a  › log ica l  cha ra c ter‹ ,  i t  rema i ns  ob-
v ious  tha t  such  movement  ca nnot  ma n i f es t  i t se l f  i n  a ny  o ther  way 
tha n  in  t ime . . . « *3) Ye t  there ,  w here  a ny  subs ta nce  ca n  be  conver ted 
in to  a  f unc t ion ,  some en thus ia s t i ca l l y  we lcome the  grea tes t  o f  a l l 
a ch ievements .  We,  however,  see  i t  a s  a  c r i s i s ,  w h ich  i s  by  no  means 
mere ly  one  o f  huma n i ty.

f i n e  s l i c e s ,  m i c r o p h o n e s ,  a n d  g a r m e n t s
The  re la t ionsh ip  be tween  f ra c ture  a nd  t ime ,  f ra c ture  a nd  dura t i on , 
d i s -con t inu i t y  a nd  con t inu i t y,  shou ld  be  cons idered  f rom a  d i f fe ren t 
perspec t i ve .  Thus ,  we  a rgue  tha t  by  con templa t ing  the  ma ter i a l i t y 
a nd  a f f ec t i v i t y  o f  a  menta l  ob jec t ,  tempora l  s ta s i s  ( a nd  s ta s i s  means 
both  » s ta nds t i l l «  a s  we l l  a s  » tu r moi l  a nd  c iv i l  wa r« ! )  loses  i t s  h i gh 
s ta nda rds .  Espec ia l l y  i n  the  in te r p la y  be tween  ima ge  a nd  sound ,  i t 
ca n  be  ver y  we l l  demons t ra ted  tha t  i n  a  s ta te  o f  d i s -con t inu i t y,  f rac-
ture  ( there)  a nd  dura t ion  ( gone)  a re  no t  mu tua l l y  exc lus ive ,  bu t  a re 
s t i t ched  toge ther.  Rega rd ing  the  re la t ionsh ip  be tween  sound  and 
f i lm ,  M iche l  Ch ion  spea k s  o f  i n -d i scon t inu i t y :  A  neo log i sm o f  dou-
b le  nega t ion  w h ich  in tends  to  show  how  cont inu i t y  ca n  be  repre-
sen ted  th rough  in te r r up t ion  or  va r ia b i l i t y  –  pa r t i cu la r l y  w i th  regard 
to  the  vec tor iz ing  sound t ra ck . *4) B i l l  Vio la  a dd i t iona l l y  s ta tes  for  the 
v ideo  ima ge  in  genera l :  »Techno log ica l l y,  v ideo  ha s  evo lved  ou t  o f 
sound  ( the  e lec t roma gnet ic ) ,  a nd  i t s  c lose  a ssoc ia t ion  w i th  c i nema 
i s  m is lea d ing  s ince  f i lm  a nd  i t s  gra ndpa ren t ,  the  photogra ph i c  pro-
cess ,  a re  members  o f  a  comple te ly  d i f f e ren t  bra nch  o f  the  genea-
log ica l  t ree  ( the  mecha n ica l /chemica l ) .  The  v ideo  ca mera ,  be i ng 
a n  e lec t ron ic  t ra nsducer  o f  phys ica l  energy  in to  e lec t r i ca l  i mpu l s -
es ,  bea rs  a  c loser  or ig ina l  re la t ion  to  the  microphone  tha n  i t  does 
to  the  f i lm  ca mera . «  For  th i s  rea son ,  th rough  cu ts  in  t ime ,  the  f l ow-
ing  f a br ic  o f  tona l i t y  becomes  a  ka i ro t ic *5) a nd  r hy thmic  garment 
f o r  the  ima ge .  »The  f a br ic  o f  a l l  v ideo  ima ges ,  mov ing  or  s t i l l ,  i s  the 
a c t i va ted  cons ta n t l y  sweep ing  e lec t ron  bea m –  the  s tea dy  s t ream 
o f  e lec t r i ca l  impu lses  coming  f rom the  ca mera  or  v ideo  recorder 
dr i v ing  i t .  The  d iv i s ions  in to  l i nes  a nd  f ra mes  a re  so le l y  d iv i s i ons  i n 
t ime ,  the  open ing  a nd  c los ing  o f  tempora l  w indows  tha t  demarca te 
per iods  o f  a c t i v i t y  w i th in  the  f low ing  s t rea m o f  e lec t rons .  Thus ,  the 
v ideo  ima ge  i s  a  l i v ing  dyna mic  energy  f i e ld ,  a  v ibra t ion  appear-
ing  so l id  on ly  beca use  i t  exceeds  our  a b i l i t y  to  d i scer n  such  f i ne 
s l i ces  o f  t ime . « *6)

Bu t  w ha t  i s  mea nt  here  by  »exceeds  our  a b i l i t y«?  I s  th i s  no t 
more  o f  a  resembla nce?  U l t ima te ly,  no  sub jec t  i s  ever  in  the  now, 
beca use  the  t ime  o f  the  ego  i s  d ia chron ic ,  bu t  i t s  speech  i s  i t se l f 
i n te r r up ted  by  a n  open ing  a nd  c los ing  o f  the  unconsc ious .  The  t i me 
f or  unders ta nd ing  f or ms  a  loop  tha t  i s  re t roa c t i ve ly  e f f ec t i ve ,  and  i s 
con t inuous ly  broken  a nd  crossed .  Here ,  the  ima g ina t ion  i s  a  broken 
f ra me ,  a  sp l i t  f a n ta sy  f ra me ,  bu t  a t  the  sa me t ime  f a n ta sy  screen . 
The  ima g ina t ion  does  no t  convey  the  s t ra ngeness  o f  the  wor l d ,  bu t 
a t ta ches  i t se l f  to  ob jec ts  in  order  to  dea l  w i th  them:  A  s t ra ngeness 
tha t  i s  sha red  w i th  o thers ,  a  rea l i z a t ion ,  a  presen t  tha t  i s  a lways  a l -
rea dy  a  sha red  presen t .  From th i s  perspec t i ve ,  the  te r m presence  o f 
m ind  ta kes  on  a  w ho le  new  mea n ing .  Beca use  i t  i s  never  naked  or 
new,  never  mere ly  a  ghos t  or  a  revena n t ,  va r ia t ion  ( o f  some th i ng) , 
o r  a poca lypse  or  a dven t .

p i o n e e r s
Presence  o f  m i nd  i s  answer i ng  to  an  embod i ed  knowl edge  [ Körper-
w i ssen] .  »The  way  i n to  the  body  o f  knowl edge ,  i n to  the  w i sdom o f 
the  ear th ,  i s  a  secre t  passage .  I t  runs  underground .  O ne can  on l y 
en ter  s tep-by-s tep ,  and  on l y  under  the  premi ses  tha t  each  respec-
t i ve  s tep  prov i des .  N o chance  for  h i gh- f l yers . « * 7 )

The  re j ec t i on  o f  the  care fu l l y  ten ta t i ve  approach  i n  f avour  o f  i n -
creas i ng  acce l era t i on  –  fu l l  speed  ahead  –  i n to  ca tas t rophe  i s  there-
fore  to  be  d i s t rus ted  to  the  h i ghes t  degree .  Whether  theore t i ca l 
f rac ture  p i l o t s  or  kami kazes ,  the  recen t l y  emerg i ng  apoca l yp t i c  and 
n i h i l i s t i c  tone  i n  ph i l osophy  l eads  on l y  to  …  deser t s .  I nc i den ta l l y,  the 
ges ture  o f  such  n i h i l i s t i c  acce l era t i on ,  wh i ch  i s  meant  to  address 
the  prob l ems  o f  the  2 1 st cen tur y  i n  f ace  o f  the  fa i l u re  o f  bourgeo i s 
l i bera l i sm and  Marx i sm,  i s  the  new ed i t i on  and  recur rence  o f  wha t 
Armi n  Moh l er  a l ready  descr i bed  i n  1 950  as  the  bas i c  fea ture  o f  the 
» conser va t i ve  revo l u t i on«  tha t  began  i n  1 9 18 * 8).  Th i s  i s  no t  w i thou t 
a  cer ta i n  i rony  i n  many  ways .

The  sense  o f  unbr i d l ed  fun  i nev i tab l y  runs  ou t  fo r  the  med i a l 
en thus i as t ,  and  i f  no t ,  then  you  shou l d  s t i l l  g i ve  h i m a  conso l i ng  pa t 
on  the  shou l der

And the  p i oneer?  The  p i oneer  u l t i ma te l y  re l i es  on  h i s  en t rench-
ments .  He  d i gs ,  rema i ns  fa i th fu l  to  the  ear th ,  because  he  t rus t s  i n 
h i s  s teps ,  h i s  fee t ,  and  the  wa l k  [ Gang] .  He  has  no t  fo rgot ten  how 
to  wa l k ,  a l so  to  wa l k  away,  and  how to  dea l  w i th  th i ngs  [ U mgang] * 9). 
He  bu i l ds  no  wa l l  [ Wand] ,  bu t  sews  h i s  garment  [ Gewand] .  There-
fore ,  he  need  no t  cons tan t l y  record  ever y th i ng ,  presen t  i t ,  and  doc-
ument  i t .  I t  shou l d  be  add i t i ona l l y  no ted  a t  th i s  po i n t  tha t  B i l l  Drum-
mond i s  w i thou t  a  doubt  a l so  a  p i oneer,  and  »The17 «  a  p i oneer i ng 
ach i evement . 

a  c o l o s s a l  n e w  e n g l a n d  l a n d s c a p e  p a i n t -
i n g  d e s t r o y e d  b y  f l a s h l i g h t 
I n  an  ext ra  shor t  p l ay  –  wh i ch ,  by  the  way,  was  never  per formed on-
s tage ,  no  record i ng  o f  wh i ch  was  ever  re l eased ,  and  tha t  was  never 
broadcas t  as  a  rad i o  p l ay,  bu t  was  pr i n ted  and  can  for tuna te l y  s t i l l 
be  read  –  H .P.  Lovecra f t ,  E sq .  meets  the  a r t i s t  P i ckman ,  who hap-
pens  to  be  car r y i ng  home one  o f  h i s  huge  pa i n t i ngs  f rom the  Fed-
era l  Ar t  C l ub,  f rom wh i ch  he  has  j us t  been  expe l l ed .  Even  be fore 
the  cur i ous  Lovecra f t  can  v i ew the  p i c ture  more  c l ose l y  i n  the  l i gh t 
o f  a  f l ash l i gh t ,  i t  beg i ns  to  d i sso l ve  and  me l t  w i th  s l u rp i ng  sounds . 
U nder  the  l i gh t  o f  the  l amp,  i t  rap i d l y  becomes  sma l l e r  and  sma l l e r, 
then  d i sappears .

p i ckman  :  schaudernd
 :  es  ha t  se i nen  bruder  geho l t ,  l ovecra f t  . .
l ovecra f t  :  und  ohne  d i ese  gu te  taschen l ampe hä t te  es  auch
  uns  und  d i e  ganze  mensch l i che  rasse  geho l t  . .
ku t l yoo  :  von  ganz  fe rne ,  f as t  schon  aus  e i ner  anderen  we l t
  u rgh l l  u rgh l l  rhy l l  n i a rhch l l  ed i son  ed i son  onkh tphot
  onk th tphot ! * 1 0)

I n  con t ras t  to  the  i ron i c  t i t l e ,  » Lovecra f t  saved  the  wor l d« ,  and  i n 
v i ew o f  the  two more  or  l ess  f r i gh tened  gen t l emen ,  we  draw the 
equa l l y  i ron i c  conc l us i on  tha t  too  much  por tab l e  e l ec t r i f i ca t i on  i s 
unhea l thy.  Pa i n t i ng  Cthu l hu  and  o ther  a l l -consumi ng  forces  on  the 
wa l l ,  however,  i s  no  way  ou t  (and  cer ta i n l y  no t  fo r  Cthu l hu) .  There-

fore :  Don’ t  make  i t  per fec t ,  and  de f in i te l y  no t  so  much  tha t  the 
Academy w i l l  l i ke  i t ,  ma i n ta i n  con tac t  w i th  the  mos t  remote ,  re-
ma i n  vu l nerab l e  and  t rue  to  your  i d iosyncras ies ,  keep  d igg ing ,  l earn 
non-E uropean  l anguages .

Th i s  l eads  us  l ess  to  a  conc l us ion ,  bu t  ra ther  to  the  beg inn ing . 
So  i s  there  a  l ucky  [ geg l ück ter ]  –  and  le t ’s  no t  fo rge t  tha t  the  Ger-
man  word  Gl ück  [ l uck ]  rec i rcu l a tes  e tymolog ica l l y  to  Lücke  [gap]  – 
way  to  be  con ta i ned  i n  the  presen t ,  l i ke  a  number  w i thou t  any  awk-
ward  l e f tover  f rac t i on? * 1 1 )  And  how,  i f  i t  i s  no t  an  an ima l  tha t  l i ves 
l i ke  th i s ,  bu t . . . ?  What  presence  o f  m ind  wou ld  be  necessar y  for  such 
a  l i f e?  And what  k i nd  wou l d  be  needed in  order  to  avo id  such  a  l i f e? 

i t  a l s o  f o l l o w s :  m e r r i e r  p o s s i b i l i t i e s  i n  t h e 
f a c e  o f  t h e  s i t u a t i o n 
A tas te  for  symbol s  ( J ohann  Georg  Hamann)  i s  requ i red .  Hermet ic 
pa i n ters  o f  the  co l ossa l  and  composers  o f  the  syncope .  Poetesses 
and  fema l e  c r yp tographers .  C h i l d ren’s  p laygrounds .  A  recess ion-
a l  p r i es thood o f  At ropos * 1 2) .  Manu fac turers  o f  re f ined  tobacco  and 
good ta i l o rs .  U nt i me l y  con temporar ies  and  cheer fu l  t ropes . 

I t ’s  tha t  s i mp l e . 

Trans l a ted  f rom the  German by  A lex  Pau l i ck-Th ie l .

* 1 )  See  He in er  Mü l le r,  Fa tzer  ±  Keu n er,  i n :  H e ine r  M ü l le r  M at e r ia l .  Text e  und 
 Kom m en tare ,  L e ipz ig :  Rec lam ,  1 989,  p .  32 .
* 2)  c f.  i n  th i s  c on text  th e  ext raord in ar y  an d  b r i l l i an t  nove l  Re ma inde r  (R ichmo nd/Surre y
 2006)  by  Tom  Mc Car th y.
* 3)  Jac ob  Tau bes ,  D ia lek t i k  u n d  A n a log ie ,  i n :  s ame  au t ho r,  Vo m Ku l t  zur  Ku l tu r ,  M ünche n :
 Wi lh e lm  F in k ,  1 996,  p .  207 f.
* 4)  c f.  M ic h e l  Ch ion ,  Au d io-Vis ion ,  B er l in  20 12 ,  pp .  176 – 179.
* 5 )  Th a t  th e  ka i ros  c an  be  th ou gh t  o f  as  a  » lucky  mo me nt «  has  i t s  o r ig in  in  t he  fac t  t ha t

 i t  l a rge ly  rep lac ed  th e  adverb  h arm oi  ( »a t  t he  appro pr ia t e  t ime «) .  T h i s  de r i ve s  f ro m
 h arm os  –  fu gu e ,  gap,  jo in t .  Ka i ros  i t se l f  be came  a  co mmo n wo rd  be caus e  i t 
 p rac t ic a l l y  an d  f igu ra t i ve ly  su gges ts  h ow  t o  us e  t h i s  gap :  Whe n  we av ing  we f t 
 an d  warp ,  or  k i l l i n g  w i th  a  spear,  wh en  one  pe ne t ra t e s  t h ro ugh  t he  gap  in  t he  a rmo r
 o f  th e  oppon en t  (u su a l l y  a t  jo in t s ) .  For  the  re la t io ns h ip  o f  t o na l i t y  t o  t he  ka i ro t ic
 an d  fu r th er  e ty m ology  see  A n dreas  L eo po ld  H o f baue r,  D ive rs e  Ve rb ind l i chke i t e n ,
 Wien :  Passagen ,  1 998,  pp .  2 1 1 –260;  and  o n  ka i ro t ic  ins tan t i s a t io n  t he  co n t r ibu t io n
 by  Wol fgan g  Ern s t  i n  th i s  vo lu m e .
* 6)  See  B i l l  Vio la ,  Th e  Sou n d  o f  O n e L in e  Scann ing ,  o n l ine  t ext , 
 w w w. iem ed .org/pu b l ic ac ion s/qu adern s/ 12/T he _So und_o f_One _L ine _Scann ing_
 B i l l_Vio la . pd f.
* 7 )  D ie tm ar  Kam per  qu oted  in  S ieg f r ied  Z ie l ins k i ,  [ . . .  nach  de n  M e d ie n] :  Nachr ich t e n
 vom  au sgeh en den  zwan z igs ten  Jah rh u nde r t ,  Be r l in :  M e r ve ,  20 1 1 ,  p .  1 0 1 .
* 8)  c f.  A rm in  Moh ler,  D ie  kon ser va t i ve  Revo lu t io n  in  D e u t s ch land  1 9 18 – 32,  Darms tad t :
 Wissen sc h a f t l i c h e  B u c h gese l l sc h a f t ,  1 994 (4 th e d i t io n) ,  e s pe c ia l l y  p .  97  and  1 1 1 .
* 9)  We speak  in  th i s  c on text  ,  t h ere fore ,  n o t  o f  kó s mo s  bu t  o f  ko mo i ,  t he  drunke n , 
 sou n d in g  an d  s in g in g  proc ess ion s  wh ic h  a re  o lde r  t han  t he  D io nys ia .
* 1 0)  Han s  Car l  A r tm an n ,  h ow lovec ra f t  saved  t he  wo r ld ,  i n :  s ame  au t ho r,  D ie  Fahr t  zur
 I n se l  Nan tu c ke t .  Th ea ter,  Neu wied  an d  Be r l in :  Luch t e rhand ,  1 969,  p .  418 . 
 Tran s la ted  as :
 p ic k m an :  sh u dder in g
   i t ’s  go t  i t ’s  b ro th er,  love cra f t . . .
 lovec ra f t :   an d  w i th ou t  th i s  t rus ty  f l as h l igh t  i t  wo u ld  have  go t t e n  us  and
   th e  en t i re  h u m an  race . . .
 k u t l yoo :   f rom  fa r,  a lm os t  f rom ano t he r  wo r ld
   u rgh l l  u rgh l l  rh y l l  n ia rhch l l  e d i s o n  e d i s o n  o nkh t pho t 
   on k th tph ot !
* 1 1 )  See  Fr iedr ic h  Nie tzsc h e ,  O n  th e  Uses  and  D is advan tage s  o f  H is t o r y  fo r  L i fe 
 (2 n d Un t im e ly  Med i ta t ion ) ,  t ran s l .  by  R .  J .  H o l l i ngda le ,  Cambr idge :  Cambr idge
 Un ivers i t y  Press ,  1 997,  p .  61 .
* 1 2)  At ropos  i s  th e  th i rd  o f  th e  Fa tes ,  th e  on e  t ha t  cu t s  t he  t h re ad  .
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in Electronic Beats 
N° 28

SUBSCRIPTION (1 YEAR) : 4 ISSUES € 6 (GERMANY), € 12 (REST OF THE WORLD)

ESTABLISHED BY DEUTSCHE TELEKOM

S U B S C R I B E  N O W ! 
E L E C T R O N I C B E A T S . N E T / S H O P

EBMag_AD_198x285_RZ.indd   1 07.01.14   18:36

B
IL
D
a
b

G
ER

R
IT

 D
O

U
 -

 A
 Y

O
U

N
G

 L
AD

Y 
PL

AY
IN

G
 A

 C
LA

VI
C

H
O

R
D

JETZT 
PROBEHEFT BESTELLEN 
UNTER: DE-BUG.DE/
PROBEHEFT 

DIGITAL: SIND WIR NIE GEWESEN!



»Norient ist das, was die 
Musikzeitschrift SPEX 
in Deutschland zeitweise 
einmal war: ein Think-
tank, der über den globa-
len Mainstream der Min-
derheiten reflektiert.« taz 
Das erste Buch zum Online-Magazin Norient: Out of the 
Absurdity of Life. Globale Musik, dt./engl., vierfarbig, 328 S., 
EUR 28, ISBN 978-3-906012-03-2, www.norient.com
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Die neue Mercedes 
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   IN DIESER 

    KLASSE 

BLEIBT MAN GERNE 

 SITZEN.

0180/55 44 555
(0,14 Euro pro Minute aus dem Festnetz; 
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EUROPE’S MOST EXCITING

INFO & TICKETS: RE-PUBLICA.DE

WEB FESTIVAL

MAY 6– 8, 2014 | BERLIN

c t m  2 0 1 4  t e a m 
p r o G r a m m e  c u r ato r s  &  f e s t i va l  d i r e c t i o n 
O l i ver  Baurhenn ,  J an  Roh l f,  Remco Schuurb i ers

a d d i t i o n a l  c u r ato r s  m u s i c  & 

d i s co u r s e  p r o G r a m m e 
Mi cha i l  S tang l ,  Ann i e  Goh

c u r ato r  G e n e r at i o n  Z  :  r e n o i s e  e x h i b i t i o n 
Andrey  Smi rnov,  Lu i bov  Pche l k i na ,  Kons tan t i n  Dudakov-Kashuro, 
Pe ter  A i du ,  Evgen i a  Vorobyeva

m u s i c m a k e r s  h ac k l a b 
Pe ter  K i rn  &  Darsha  Hewi t t

c u r ato r i a l  co n t r i b u to r s 
B i l l  Kou l i gas ,  Pe ter  Rehberg ,  Franço i s  Bonnet ,  Mats  L i nds t röm, 
Kees  Taze l aar,  C ars ten  S tabenow,  C ars ten  Se i f f a r th ,  Gi deon 
 Ra thenow,  Mi ka  Taan i l a ,  Mi kko  O j anen

f i n a n c e  &  a d m i n i s t r at i o n ,  p r oJ e c t  co o r d i n at i o n

Karen  Grzemba

f e s t i va l  m a n aG e r s  
Ben j ami n  S t raub,  Ph i l i p  Gann

co m m u n i c at i o n s  &  p r ,  f u n d r a i s i n G

Ta ï ca  Rep l ansky

G u e s t  m a n aG e m e n t  &  s p o n s o r s h i p s

Zur i  Mar i a  Da i ß

vo lu n t e e r  co o r d i n ato r 
An j a  Henke l

e c a s  c u lt u r a l  Wo r k e r  i n  r e s i d e n c e

Math i as  Ho l mberg

f e s t i va l  a s s i s ta n t s 
Ve i t  Gebhard t ,  Ka ter i na  Le i nhar t ,  Cons tan t in  Rücker,  I sabe l l a 
Wasz i na ,  Laura  Aha ,  B i anca  Ludewig

t e c h n i c a l  d i r e c t i o n

Anke  Eckhar t

t e c h n i c i a n s

E l i sabe th  E nke ,  Ron  Knape ,  Frank  Marr,  D i rk  Mie lenhausen , 
Spec i a l  thanks  to  our  SAE  vo l un teers

p r e s s  o f f i c e

Gui do  Moeb i us

G r a p h i c  d e s i G n

Mar i us  Rehmet ,  Inga  I s rae l  ( s tud i o  grau)

v i d e o  t r a i l e r

O l i ver  Thomas ,  Mar i us  Rehmet  ( s tud io  grau)

e x h i b i t i o n  d e s i G n  
Rauml abor  Ber l i n

W e b  d e s i G n

I an  Warner,  Ti m Boeken  (B l o t to)

W e b  p r o G r a m m i n G

Ste fan  Schreck  (Fea ture l aden)

e d i to r s  W e b s i t e ,  s o c i a l  m e d i a

J an  Roh l f,  Ta ï ca  Rep l ansky,  Ka ter i na  Le inhar t ,  Ann ie  Goh

c t m  2 0 1 4 

d i s   c o n t i n u i t y  m a G a Z i n e 
© 20 14 CTM — Fes t i va l  fo r  Adventurous  Mus i c  &  Ar t ,  Schönhauser  A l l ee  167 c ,  1 0 435 Ber l i n ,  Germany  —  w w w.c tm- fes t i va l .de .

e d i to r s

J an  Roh l f,  Ta ï ca  Rep l ansky,  Ka ter i na  Le i nhar t ,  B i anca  Ludewi g

co n t r i b u to r s

Andreas  L .  Hof bauer,  Andrey  Smi rnov  &  L i ubov  Pche l k i na ,  Ann i e  Goh ,  Antye  Gre i e-R i pa t t i ,  B i anca  Ludewig ,  B jörn  Got t s te in ,  Chr i s  Sa l te r, 
F l or i an  S i evers ,  Frans  Evers ,  Henn i ng  Lahmann ,  H i l l egonda  C  R i e tve l d ,  Ion  Dumi t rescu ,  J an  Roh l f,  J enn i fe r  Lucy  A l lan ,  Johan  Pa lme ,  
Ka ter i na  Le i nhar t ,  Kons tan t i n  Dudakov-Kashuro,  Kr i s to f fe r  Gans i ng ,  Mat  Dr yhurs t ,  Marcus  Boon ,  Mi chae l  Du f f i e ld ,  Michae l  van  
Hoogenhuyze ,  Pau l  Purgas ,  Pe ter  K i rn ,  Rober t  Mi eßner,  Th i bau l t  de  Ruy ter,  Ti m Terps t ra  &  Guy  Tavares ,  U l t rahang  Fes t i va l ,  Wol fgang  Erns t

t r a n s l at i o n

J i l l  Denton ,  A l exander  Pau l i ck-Th i e l ,  C ather i ne  Genes t

G r a p h i c  d e s i G n

Mar i us  Rehmet  ( s tud i o  grau)

s p e c i a l  t h a n k s 
Samue l  Auber t  (Les  S i es tes  E l ec t ron i ques) ,  f r i ends  and  fami l y,  and  ever yone  tha t  has  suppor ted  us  over  the  years !
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t h e  c o m m i s s i o n  c a n n o t  b e  h e l d  r e s p o n s i b l e  f o r  a n y  u s e  w h i c h  m a y  b e  m a d e  o f  t h e  i n f o r m a t i o n  c o n t a i n e d  t h e r e i n .

m e d i a  p a r t n e r s

f u n d e d  b ya  p r o j e c t  b y i n  c o o p e r a t i o n  w i t h

West Germany
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     RECYCLE MODULES:  

     Papier aus 100 % Wiederverwendung alter Prospekte,        

     Tüte Zweitverwertung Doepfer Modulverpackung,   

     Potikappen von Schneidersladen (0,59 €/Stk) zur   

     Endmontage mit beliebigem Klebestift. 

     DIY oder gedulde Dich!  

   SchneidersLaden-de
      Am Kotti überm Kaisers!         

 Selten Gutes     
 dauert oft.      

 
Übernachten Sie in unserem Tryp Berlin Mitte  
Hotel und erleben Sie die coolsten Seiten  
der angesagten Metropole hautnah. Unser  
Hotel besticht durch elegantes urbanes Design  
und seinem erstklassigen Standort in der Nähe  
des Brandenburger Tors. Die Szene in Berlin Mitte  
mit zeitgenössischen Galerien und Berliner 
Modelabels sind in wenigen Minuten erreichbar. 
Lassen Sie einen aufregenden Tag an unserer  
Bar bei kühlen Drinks und Tapas ausklingen.  
In unserem Restaurant „N° 33“ erhalten 
Sie ganztags frische und mediterrane Küche. 
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