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Musicologists have long recognised that music is  not a f ixed 
object or thing that exists independently from the contexts in 
which i t  is  produced, disseminated and received. Nor is  music 
a universal  language that can operate and be read in the same 
way everywhere.  I t  is  rather an act iv i ty that is  highly specif ic 
and responsive to the environment in which i t  is  produced or 
heard.  And although music is  extremely mobile,  transferr ing i t 
to di f ferent locat ions thus necessari ly al ters the mult iple mean-
ings i t  encrypts.

The act of  per forming, staging or l istening to music is  an act 
of  contemporaneity.  We must discard the idea of prist ine and 
immutable musical  tradit ions that need to be preserved or to 
which we might be able to return.  Music must be regarded in-
stead as a pract ice of  musicking that is  constant ly updated and 
reinvented in the current moment.

The boundary-expanding processes of  digital isat ion and glo-
bal isat ion intensi fy the relat ional  aspect of  music and render i t 
more vis ible than ever.  Yet despite fostering cultural  hybridi-
sat ion,  these processes do not lead to the homogenisat ion of 
culture foretold and feared by pessimists .  On the contrary,  mu-

sicians from al l  par ts of  the globe are creat ively chal lenged 
to posit ion themselves in an interplay between the dynamics 
and speed of global processes and their  own perspect ive,  lo-
cal i ty,  ident i ty and t ime. Worldwide,  ideas and input distr ibut-
ed through global media networks are not only appropriated 
and mingled with local  pract ices,  but also instant ly recirculated 
without f i l ters and subjected to fur ther transformation.  Every-
one that par t ic ipates in this open-ended conversat ion therefore 
increasingly ingests elements of  other cultures.  These mult i far-
ious yet always unique cultural  modulat ions are described by 
the term transcultural i ty .

Transcultural  processes and the great variety of  perspect ives 
they imply sharpen appreciat ion of  »one's own« whi le s imulta-
neously acknowledging a broader world.  Plural ism is a condi-
t ion of  freedom, including the freedom to not belong, to take 
distance,  to not ident i fy,  to be in between. A transcultural  un-
derstanding of music and of other cultural  processes there-
fore contradicts essent ial ist  not ions of  dist inct cultural  ent i t ies, 
their  attendant emphasis on di f ference and compulsory exclu-
sion or inclusion.

Un der the shadow of a global conflict centred on the r adical dr awin g 

o r  di sso lv i ng of physical and cultur al borders,  and the deepening socia l 

r ifts  and p ol arisation this  brings in its  wake,  it  is  imper ative to call to m in d 

the p osi t i v e p otential in the new geogr aphies of our increasingly in te r-

co n n ected and hybrid world.  Within the realm of a music festival's  ca pa -

bil i t i es ,  CTM 20 16 attempts to resp ond to this  current cris is .  In germany a n d 

elsewher e,  i nit iatives that opp ose this  new hybridity and aim to revive  e s-

sen ti ali st  beliefs  of clearly defined cultures and identit ies  are on the r ise 

agai n.  Mu si c is  not only an excellent vehicle for experiencing of how  e n -

r ichi ng  i ntercultur al encounter and exchange can be,  but also a f ine ly 

tuned sei smogr aph that can open our eyes to global shifts  —  and allow u s 

to approach these with greater openness.

new 
geogr aphies 

By jan rohlf

Contemporary music outside the l istener's cultural  sphere not 
only confronts him or her with the di f ferences that dist inguish 
i ts  »otherness«,  but also al lows the l istener to experience a 
shared contemporaneity that straddles local  and global prac-
t ices,  par t icular ident i ty and cosmopoli tan aspirat ion,  concrete 
locat ions and the vir tual  spaces of  global communicat ion,  and 
local  knowledge production and global ly avai lable technolo-
gies.  Precisely therein l ies a chance for genuine and open en-
counters,  in the course of  which a conscious and real ist ic eval-
uat ion of  di f ference and sameness may deepen empathy and 
understanding.

Al l  of  this is  par t  of  a profoundly changing perception of our 
world,  from the old Eurocentr ic model of  a universal  modernity 
that radiates from the center to the periphery,  to the real isat ion 
that we are subject to a complex tapestry of  mult iple moder-
nit ies,  temporal i t ies and geographies that quest ion the hereto 
accepted notions of  culture,  ident i ty and community.  These tra-
dit ional  concepts and the power relat ions between producers 
and consumers,  the global North,  South,  East and West,  main-
stream and cultural  niches,  and the dominant and the margin-
al ised are undergoing a reconf igurat ion (not only in music) that 
benef i ts  a new diversi ty of  voices.

To do just ice to a global polyphony of this sor t  demands a mul-
t i tude of perspect ives,  and this is  why this year we have placed 
more emphasis than ever before on invi t ing ar t ists from regions 
that are of f  the radar of  electronic and experimental  music's 
usual  hotspots,  to spat ial ly and temporal ly remote music prac-
t ices,  cultural ly hybrid sound forms, queer and minori ty posi-
t ions,  and new onl ine music cultures.  Al l  of  this was possible 
thanks to the steadfast  cooperat ion of  a large number of  par t-
ners and guest curators,  among them Rabih Beaini ,  co-curator 
of  this year's music programme, and Norient ,  the Internat ion-
al  Network for Local  and Global Music and Media Cultures, 
which made a crucial  contr ibut ion to this year's discourse pro-
gramme and also conceived and real ised the exhibit ion t i t led 
»Seismographic Sounds.  Visions of  a New World«,  on show 
throughout the fest ival .  We highly recommend the namesake 
book to any readers in search of even more points of  entry into 
the themes we were only able to touch upon in this magazine.

For their  support of  our venture and in par t icular of  this 17th 
fest ival  edit ion we — Oliver Baurhenn, Remco Schuurbiers and 

I  — would l ike to give our hear t fel t  thanks to our many par t-
ners and sponsors:  the Capital  Culture Foundation Berl in for i ts 
support of  the music programme, the German Federal  Cultur-
al  Foundation for faci l i tat ing the presentat ion of  the »Seismo-
graphic Sounds« exhibit ion,  the Creat ive Europe programme 
of the European Union,  the Federal  Commissioner for Culture 
and the Media,  the MusicBoard Berl in ,  many embassies,  con-
sulates and cultural  inst i tut ions,  and our media par tners and 
supporters in the private sector.  We also sincerely thank the 
authors of  this publ icat ion for sharing inspir ing ref lect ions in-
formed by their  broad range of discipl ines and walks of  l i fe . 
And, last  but not least ,  we thank our guests ,  a l l  the par t icipants 
and ar t ists ,  our dedicated team, and the numerous volunteers 
and fans of  CTM, without whom the fest ival  could not have 
been real ised.

Jan Rohlf  is  co-founder of  the CTM Fest ival .
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Marti n Stokes has been researching Middle Eastern music for over th irty 

ye ar s now. Over the course of sever al emails ,  Norient's  Thomas Burkhalte r 

engag ed hi m in a conversation about Exotica,  as king for his  experien ce 

and knowl edge.  how has the subject of exotica been discussed in ethn o -

mu si cology? Is  l istening to »foreign« music a private matter or a p olit ica l 

acti v i ty ? An d what happens to Exotica when unfamiliar sounds are only a 

f e w mo u se clicks away? 

The Banalisation 
of the Exotic 

An interview with Martin Stokes by Thomas Burkhalter

TB: Phi losopher Barbara Engh wrote:  »The racist  love for cul-
tural  di f ference is most ly l inked to woman, and to music«.  To 
what extent is  exoticism simply a human phenomenon? To what 
extent is  i t  a result  of  colonial ism?

MS: Western musical  ideologies,  s ince the 19th Century,  have 
posited music as a space of intel lectual  and emotional  play 
beyond the reach of »pol i t ics« .  What we do there,  according 
to these ideologies,  »doesn't  count ,«  in one sense,  but on the 
other is  al l- important as a s i te of  sel f-making.  I t  overlaps pre-
cisely with the idea of the private sphere in capital ism. Hence 
Engh's quote.  We can't  understand music (and, especial ly,  »ex-
ot ic music«) in the modern world unless we at least  star t  of f  by 
accepting i ts  connections with — and role in just i fy ing and nat-
ural iz ing — the more systemic patterns of  v iolence in modern 
l i fe .  Modern thought and culture can't  escape i ts  f ixat ion with 
cultural  di f ference.  We have to f ind ci t izenly ways of  inhabit ing 
i t .  We have to f ind ways of  deal ing with the problems that ar ise 
when you turn exoticism into a commodity.  We have to develop 
a language of sameness,  access and inclusion to set against  the 
language of di f ference,  otherness and exclusion. 

TB: Can you expand on these connections between publ ic vio-
lence and private pleasure? What role and funct ion can exoti-
cism in music play in our modern world?

MS: What is  posit ive is  that most of  us,  at  least  in the metropol i-
tan West ,  l ive in more or less global worlds.  Exoticism is unre-
markable.  The »Other« is  an everyday fact of  l i fe .  Publ ic culture 
in the West is ,  a lmost by def ini t ion these days,  »mult iculture.« 
What is  negative is  exact ly this unremarkableness,  this banal-
i ty.  The chal lenge to sel f-ref lect ion,  the sense of aesthet ic and 
pol i t ical  provocation has gone. I t 's  become comfor table,  rou-
t ine.  As a consequence, racial  and gendered stereotypes dig 
deeper,  are harder to change or chal lenge. 

TB: On the YouTube plat form one f inds micro-genres l ike sea-
punk and vaporwave that play with images of  masks,  palms and 
is lands,  and they manipulate sounds of steel  drums and unfa-
mil iar instruments.  Can one continue to discuss these cl ips un-
der the rubric of  »exoticism«? 

MS: I  think your examples show what a broad and mixed f ield 
contemporary exoticism is .  They also underl ine my point ,  I  be-
l ieve,  about the banal isat ion of  the exotic.  Seapunk and vapor-
wave involve a kind of play ful  nihi l ism, born of  the idea that the 
sensory apparatus is  in a permanent state of  exhaust ion and 

confusion,  that s igns have become unstuck from meanings,  and 
that ironic distance is the ethical  sensibi l i ty appropriate to our 
t imes.  Phi losophical ly I  don't  f ind this terr ibly interest ing,  and 
cer tainly not new, I 'm afraid.  I  think these micro-genres prob-
ably do funct ion,  though, as an interest ing space of cross-cul-
tural  communicat ion,  technology sharing and creat ive sociabi l-
i ty.  As for where this wi l l  lead,  as usual  I  think i t  is  far too soon 
to say!  We are learning to imagine only now the important re-
lat ionships between the counterculture of  the 1970s ( including 
punk rock),  Si l icon Val ley's dot com culture and the broader 
conf igurat ions of  neol iberal  governmental i ty.  Popular cultural 
movements usual ly insist  on erasing the past ,  on declaring i t 
nul l  and void.  But one's got to take the longer view.

TB: What are some of the main chal lenges when sampling and 
remixing »cultural  markers« in music?

MS: Much has been said and writ ten about,  for instance,  Da-
vid Byrne and Brian Eno (My Li fe in the Bush of Ghosts) in 
this regard.  For me the exercise is  more or less successful  to 
the extent that the others involved have been par tners in a real 
conversat ion,  that the sampling process is ,  in some rather deep 
sense,  understood. This takes t ime, and we don't  al l  have t ime, 
and sometimes things just  have to be done quickly to seize the 
moment.  But when I 'm l istening to »mult icult i«  music,  electron-
ic and sampled, or put together in l ive,  acoust ic s i tuat ions,  I 'm 
reassured to the extent that I  feel  some kind of mutual ly desta-
bi l iz ing dialogue is underway,  and that we are not l istening to 
something where everyone has been assigned a place and is 
act ing a role in somebody else's drama. 

TB: Can you expand on what you mean by »mutual ly destabi-
l iz ing dialogue«?

MS: Conversat ion should move par t icipants.  By this I  mean i t 
should be emotional ly engaging and engrossing.  And I  also 
mean that i t  should take you someplace else intel lectual ly.  This 
doesn't  mean you change your mind about things every t ime 
you meet somebody new. I t  means you should f ind yoursel f  re-
f lect ing on what you thought you knew from some other place. 
Maybe you' l l  come back to i t ,  but you' l l  do so enriched. What 
is  true of  words is  true of  music,  in my view.

TB: Today,  foreign sounds are just  a few mouse cl icks away 
— nothing seems far anymore.  Is  the »exotic« therefore disap-
pearing? 

on the basis of  some property of  »sameness« from which out-
siders are excluded and seen as strange and mysterious (»ex-
ot ic«) .  We shouldn't  forget that we »same,« even as we »other,« 
and that these sel f-other boundaries are of ten highly f lexible 
and porous.  They are there,  in a sense,  to enable movement,  not 
only to inhibit  i t .  »Ethnici ty« was once used to def ine outsiders. 
»They« have i t ,  »we« don't .  Only in the 19th Century did i t  be-
come a posit ive qual i ty associated with the new nat ion-states, 
who sought to construct ethnic ident i t ies for themselves where 
the great empires denied them. And only in the 20th Century 
did »ethnocentr ism« — the inabi l i ty to understand or sympa-
thize with people who don't  share this thing we came to cal l  an 
»ethnic ident i ty« — become a perceived problem. The history of 
the term »ethnici ty« is  quite instruct ive.  Colonial ism produced 
the modern l ines across the map separat ing »us« from »them.« 
These l ines are st i l l  with us in one shape or another.  Oriental-
ism was the intel lectual  movement,  seeking in »the Orient« the 
origins of  things and in Is lam the cause of their  stagnat ion:  co-
lonial ism's task was one of protect ing »the Orient« from i tsel f,  in 
music as in al l  other things.  Primit iv ism looks the other way,  to 
an Edenic vis ion of  uncorrupted social  and ar t ist ic l i fe amongst 
those free of  the burden of civi l isat ion:  Afr icans,  Polynesians, 
Celts .  These various terms are the keywords in the metropol i-
tan fantasies that have shaped so much 20th Century musical 
l i fe in the West ,  from Claude Debussy and Béla Bar tók to Da-
vid Byrne and Brian Eno.

Thomas Burkhalter :  Many musicians and sound ar t ists in non-
Western countr ies keep tel l ing me in interviews that they want 
to be »modern« and » in the world«.  They produce indie rock, 
rap or electronic music.  They shy away from local  music styles 
as they are for them l inked to conservat ism, tourism or pol i t ical 
propaganda in their  home countr ies,  or to Euro-American cen-
tr ism or Oriental ism. Some musicians react with parodies on 
exotica.  How would you theorize these di f ferent standpoints?

Mart in Stokes:  They want,  in my experience,  to feel  connected, 
not marginal ised.  They also want to be in the market ,  on ac-
ceptable terms.  They want to be able to travel .  For most ,  a l l  of 
this is  very,  very di f f icult  indeed. »World Music« has provided 
a cer tain kind of inst i tut ional  and commercial  framework.  Be-
ing vis i t ing ar t ists in universi t ies and other cultural  inst i tut ions 
provides another.  State patronage — musicians as cultural  am-
bassadors,  musical  diplomacy — is propaganda, as you put i t .  I 
of ten not ice that the people who manage to make their  way in 
the West become, for those lef t  behind,  objects of  fascinat ion 
and frustrat ion.  Trapped energies of  this kind create r ich envi-
ronments for sat ire and parody.

TB: Where are the di f ferences between exoticism, othering, 
primit iv ism, ethnocentr ism, Oriental ism and colonial ism? 

MS: They overlap and shade into one another,  obviously.  Al l  hu-
man beings »other« .  They f ind ways of  categorizing themselves 
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an or US labels .  When you look back into the history of  ethno-
musicology and how i t  has studied non-Western music — and 
bearing in mind the topic of  exoticism — how have approaches 
of  research changed?
 
MS: In the second hal f  of  the century,  anthropologists and eth-
nomusicologists star ted to spend longer periods of  t ime in s i tu 
studying »exotic« cultures as,  wel l ,  »cultures« — people proba-
bly just  l ike us,  for al l  their  apparent strangeness.  When I  star t-
ed studying anthropology,  we were taught to »seek the famil iar 
in the strange, the strange in the famil iar« ,  because anthropol-
ogy could,  af ter al l ,  a lso be done »at  home«.  The »exotic« was, 
only hal f  a century ago, »another place«,  and a distant one at 
that .  I t  was also a scarce resource.  When I  star ted gett ing in-
terested in non-Western music towards the end of the 1970s, 
there was a t iny sect ion of  the shop in Oxford I  used to vis i t  in 
the Covered Market (no longer there,  alas) marked »Folk and 
Exotic« .  World music hadn't  quite been invented then! The man 
in the shop would put aside the kinds of  Asian classical  mu-
sics he knew I  was interested in.  This was where I  accumulat-
ed quite a col lect ion of  some of those old ethnographic discs, 
Nonesuch, Tradit ional  Crossroads,  the UNESCO series and 
so for th.  I  would buy two or so a week,  and play them to death. 
That now seems a very long t ime ago. The l ines between »us« 
and »them« have now not exact ly disappeared but become a 
much more complex proposit ion,  as have »our« posit ions in re-
lat ion to them. Who and what exact ly do these pronouns now 
signi fy? Recognizing this has been an achievement of  sor ts .  A 
consequence is that ethnomusicology can now be about mod-
ern,  everyday worlds,  not just  remote and exotic places.

TB: Where do you see the biggest chal lenges for ethnomusi-
cology today? How and to what extent could ethnomusicology 
help to f ind a way out of  what you cal l  the » lesser evi l«? 

MS: We've al l  had to struggle with the transformation of the 
universi ty system over the last  twenty years or so,  a world that 
is  steadi ly becoming more commodit ised,  depol i t ic ised and bu-
reaucrat ised.  Ethnomusicology can hardly shoulder the blame 
for that alone,  but of  course i t 's  been par t  of  the story.  How can 
we exempt ourselves? A problem for me has been the way we 
have drawn inst i tut ional  l ines between cri t ique,  creat iv i ty and 
per formativi ty,  thinking of them, and teaching them, as sepa-
rate zones of  human experience and world-making.  I  hope we' l l 
eventual ly f igure out a more combative stance in the face of 
every thing that 's  been going on in the name of higher educa-

t ion,  cer tainly in my own country.  I  a lso think music educat ion 
is  gett ing more and more conservat ive.  There's been a reac-
t ion to the (quite pol i t ical ly conscious) »new musicology« of 
the 1990s. We face ever more pol i t ical ly disengaged students. 
This worries me, and ethnomusicology surely has a responsi-
bi l i ty here.

TB: To what extent is  ethnomusicology for you a pol i t ical  pro-
ject? And to what extent is  i t  about research only? 

MS: I t 's  hard to say where one begins and the other ends.  Re-
search that is  about demonstrat ing some pol i t ical  point  or po-
si t ion is  of ten weak research.  Research must be open-ended. I t 
must move you, as I  said above about conversat ions.  So I  think 
i t  is  an important dist inct ion,  even as I  of ten f ind i t  hard to make 
in pract ice.  But I  think al l  good research is  motivated by an ethi-
cal  and pol i t ical  sensibi l i ty of  some kind or another.

Text taken from Seismographic Sounds.  Visions of  a New World 
(Norient Books 201 5, 504 pages),  edited by Theresa Beyer, 
Thomas Burkhalter,  and Hannes Liecht i  of  Norient ,  the Swiss-
based Network for Local  and Global Sounds and Media Cul-
ture.  More information on the book: 
— www.norient .com/stories/book

Mart in Stokes is  King Edward Professor of  Music at  King's Col-
lege London. His most recent book is The Republ ic of  Love: 
Cultural  Int imacy in Turkish Popular Music (Chicago 2010).  Is-
lam and Popular Culture (co-edited with Karin van Nieuwkerk 
and Mark Levine) is  soon to appear.  He also plays with the en-
semble Oxford Maqam. 

Thomas Burkhalter is  an ethnomusicologist ,  music journal ist 
and cultural  producer from Switzerland. He is the founder of 
Norient and the director of  i t 's  Norient Musikf i lm Fest ival ,  and 
also works as a documentary f i lm maker,  and a researcher at 
the Universi t ies of  Basel  and Bern.  — www.norient .com

cism in some way or another.  There's no posit ion of  moral  ex-
ternal i ty here.  So I 'm not one to judge. I f  moral  judgment is  re-
quired I  think i t  should focus on inst i tut ions,  for the most par t , 
and not individuals .  The universi ty environment I  inhabit  grants 
us — supposedly — the luxury of  t ime and ref lect ion.  I t  cer tain-
ly doesn't  a lways feel  l ike that to me, but ,  relat ively speaking, 
yes,  we have that luxury.  So,  inevitably perhaps,  I  tend to have 
a large measure of  respect for projects in which the people in-
volved take their  t ime over things,  and people,  and languages 
and social  and cultural  contexts ,  and the learning of instru-
ments and vocal  tradit ions,  whether in universi ty environments 
or not (something l ike Phi l ip Yampolsky's amazing series of  In-
donesian recordings for the Smithsonian,  for instance,  which 
took shape over decades).  People in the world of  journal ism, 
ar ts counci ls ,  media,  curatorship of  one kind of another and so 
for th of ten have less t ime to make their  decis ions,  more direct 
pressures to meet,  and meet quickly,  the demands of funders, 
audiences,  customers or l icense payers.  This doesn't  preclude 
great work,  when the people organizing are inspired,  energet-
ic and persistent creatures — look at  Songl ines,  for example.  I 
do get somewhat frustrated at  the kind of consultat ion going 
into supplying »ethnic« music for Western TV documentaries 
at  the moment.  Who is responsible for this? Ever s ince Peter 
Gabriel  used Vatche Housepian and Antranik Askarian's duduk 
on his soundtrack for Scorsese's Last Temptat ion of  Christ  — a 
sound to my mind associated ent irely with Christ ian Armenia 
— the duduk seems to be used indiscriminately to accompany 
any shot involving a mosque, a camel ,  a sand dune. I t  is  today's 
snake-charmer music,  I  guess — a sonic cl iché of Is lam. And I 
do get frustrated with a lot  that is  going on at  the moment in 
the global NGO environment,  in which Western classical  mu-
sic,  or Western classical  music values of  some kind or another 
are presented as the answer to global unemployment,  histories 
of  pol i t ical  in just ice,  systemic pover ty.  I t  makes a nice story for 
the l iberal  newspapers,  but to me i t  s imply seems colonial ,  a 
Western civi l iz ing mission,  hardly even thinly disguised. The 
problems of exoticism are s igni f icant ly smal ler,  to my mind, than 
the problems of this kind of cultural  colonial ism.

TB: Since i ts  beginnings in the early 1900s Ethnomusicology 
has of ten focused on non-Western music.  Scholars from the US 
and Europe travel led to foreign places,  of ten l ived there for a 
whi le,  studied music and culture,  star ted to play local  instru-
ments,  and then went home to publ ish academic books that we 
now f ind in l ibraries in the US and Europe. Some — as you men-
t ioned — also recorded local  music and released i t  on Europe-

MS: A dict ionary def ini t ion of  »exotica« I 've just  looked up gives 
me, inter al ia ,  »strange in ef fect or appearance«.  I  l ike this def i-
ni t ion with i ts  emphasis on the af fects and the sensory appa-
ratus.  I t  gets at  that buzz of unfamil iar i ty on hearing musical 
sounds in a musical  language not your own, or one you've not 
yet learned. I t  gets at  that fr isson of di f ference,  when you see 
people around you responding passionately to something you 
don't  yet quite fol low. I t 's  something fel t  on the skin,  some-
where in the muscles,  a kind of movement within the body,  so 
in an important sense already there — a kind of thought,  yes, 
but of  an environmental ly engaged and sensory kind.  I t  is  im-
portant to dwel l  with this feel ing,  to return to i t  and inhabit  i t , 
perhaps for a long period of t ime, to al low i t  to provoke pol i t ical 
sympathies,  to provoke the desire to learn ( languages,  musical 
styles,  poetic tradit ions) and ask quest ions,  and to teach oth-
ers,  where one can,  in turn.  And one needs t ime to learn how 
to work i t  into and change one's own musical  worlds,  to gener-
ate the l i fe- long dialogues and fr iendships which take one ever 
deeper.  That fr isson eventual ly becomes,  I  bel ieve,  not one of 
»di f ference« but of  communicat ion,  sharing,  reciprocity — one 
of l iv ing and evolving human relat ionships.  I t 's  a feel ing — a 
»structure of  feel ing« perhaps,  to use Raymond Wil l iams'  use-
ful  phrase — and i t 's  one that might involve changes in inten-
si ty but that can nonetheless be maintained over considerable 
periods of  t ime. I 've been researching Middle Eastern music 
for thir ty years now, for instance,  and i t 's  st i l l  there.  As I  men-
t ioned earl ier,  the banal i ty and ubiquity of  the exotic,  the mouse 
cl ick avai labi l i ty of  »the exotic,«  hugely complicates this ,  ty ing 
us into massive corporate and survei l lance systems. But one 
mustn't  be deterred.  The al ternat ive is ,  for far too many people 
these days,  at  least  in Western Europe, a hatred of cultural  di f-
ference.  A » love for cultural  di f ference« is ,  in this context ,  by 
far the lesser evi l .

TB: Are there inst i tut ions,  producers or even musicians to 
blame for this » lesser evi l«  — meaning the production and dis-
tr ibut ion of  banal  versions of  exotica? From my experience I 
would cri t ic ize funders and mult ipl iers f irst :  curators,  ar ts coun-
ci ls ,  NGOs, movie directors,  and music journal ists who spend 
too l i t t le t ime in research and bring forward the f irst  music from 
a foreign place they can f ind? Or are our hands t ied? Al l  is  a 
consequence of neol iberal ism, and so everyone works under 
economic pressure and no one has t ime?

MS: The expression » lesser evi l«  impl ies,  at  least  to me, that al l 
of  us are complici t  in the pol i t ics of,  and commerce in,  exot i-
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1 .   Sound has no place.  Sound is immaterial  and dy-
namic,  conceivable solely as motion,  for sound is nothing other 
than air  made to vibrate.  True,  such vibrat ions permeate a cer-
tain space,  but they also fade away,  remain intangible.  This is 
why even the sound-based ar t  form, music,  can never be pinned 
down to a specif ic place.  Indeed i t  is  di f f icult  to say exact ly 
where music is  manifest :  in a score,  perhaps,  of  which gener-
al ly several  versions exist? In cultural  memory,  which is  equal-
ly elusive? In the knowledge of those who perpetuate or make 
music? In concer ts and per formances? In the brains of  l isteners, 
who process sound waves? Or in a recording,  a CD or a f i le?

There are no simple and, as a rule,  only unsat isfactory answers 
to the quest ion:  »Where is  music?« I t  is  nonetheless indisputa-
ble that locat ion is  the f irst  classi f ier of  choice when i t  comes to 
music.  The idea that music or culture is  general ly s i te-specif ic is 
a seemingly sel f-evident and therefore rarely chal lenged topos. 
That i t  has taken root l inguist ical ly is  obvious when we speak 
of music or culture »taking place«.  The idea that music (or cul-
ture) and place are mutual  determinants is  so widespread and 
so deeply anchored in our conception of sound culture that i t 

cannot be overlooked. I t  is  as clear as day in the names given 
to di f ferent musical  genres,  for one could quickly f i l l  a page or 
more with terms such as Detroit  techno, Bri tpop, Hamburg-
er Schule,  J-Pop, Neue Deutsche Welle or Balkan Beat ,  a l l  of 
which reference a real  geographic locat ion.  In addit ion — al-
though not al l  of  the fol lowing reference a real  locat ion — there 
are band names,  such as Por t ishead, Phoenix,  Boston,  Calexico 
or Beirut ,  and, to ci te this year's CTM Fest ival  programme, Je-
rusalem in My Heart or Dwar fs of  East Agouza.  Frequently,  too, 
thanks ei ther to the evolut ion of  a cer tain genre or the work of  a 
trendsett ing musician,  a ci ty or an ent ire region comes to stand 
for a specif ic sound: Seatt le is  associated with grunge and New 
Orleans with jazz whi le Iceland, cour tesy of  Björk,  is  now on 
the innovat ive pop map. Classi f icat ions of  this sor t  are quickly 
snapped up in various f ie lds,  for example in the tourism sector. 
The website vis i t l iverpool .com announces:  »Liverpool is  proud 
to be the bir thplace of the best band in the world [ . . . ]« .  The as-
sociat ions tr iggered by music thus become a trademark,  an im-
age, and hence an auditory cl iché yet general ly remain potent 
nonetheless — af ter al l ,  does not the sound of a s i tar,  a raga,  or 
Bol lywood instant ly transport us to India,  the sound of samba 

»Where i s  Mu sic?«  The tas k of locating something as immaterial as sound has, 

than ks to the digital revolution,  become more complex than ever.  Sou n ds 

today  are de-territorialised,  revealing their  capacity to break free and ta k e 

root agai n ,  continually gener ating new associations and meanings.  How-

ever ,  locati on remains an imp ortant,  if  not preferred,  cl assif ier whe n  it 

co mes to describing music and its  creators.  It  is  thus more imper ative tha n 

ever  to  c hallenge the str ategies and interests that underpin this  tende n -

cy towar d i dentif ication.  Dahlia Borsche examines the imp ortance of qu e s-

t ioni ng  today's  music mapping pr actices and the necessity of maintainin g 

f lu i di ty  i n  o ur cl assif ications so as to overcome nationalist  agendas a n d 

foster  hy brid processes and new social communities .

Locating Music 
By Dahlia Borsche

to Brazi l ,  and of gongs and the pentatonic melodies of  a guz-
heng to the Forbidden City of  Bei j ing?

Interest ingly,  the supposed ant i thesis of  these local  anchoring 
strategies,  the aspir ingly utopian,  we-are-al l-one world music 
genre,  draws on these very same cl ichés.  Al l  the hybrid forms 
of this al legedly crossover music share a f irm bel ief  in the au-
thent ici ty of  local  musical  styles and rely almost exclusively 
on sounds that may be unambiguously associated with specif-
ic (preferably exotic and at  the least  unfai l ingly »non-Europe-
an«) ci t ies or regions of  the world.  As Johannes Ismaiel-Wendt 
r ight ly points out ,  even »world music« is  sor ted in record shops 
according to i ts  region and country of  origin.

Expl ici t  reference to an ar t ist 's  nat ional i ty is  st i l l  commonplace, 
moreover,  in event programmes and adver t isements.  CTM Fes-
t ival  i tsel f  has always featured the bracketed abbreviat ion de-
noting an ar t ist 's  country of  origin behind her or his name, and 
one cl ick on i ts  website suf f ices to sor t  the year's l ist  of  ar t-
ists ei ther »by random«, »without image« or »alphabetical ly by 
country« .  The only exceptions to such attr ibut ion are cases of 
dual  nat ional i ty,  such as Evel ina Domnitch (BY/NL) or Deena 
Abdelwahed (TN/FR),  or those in which » internat ional« is  the 
more preferable term, ei ther because an ar t ist  consciously re-
jects ident i ty attr ibut ions (as in Tara Transitory aka One Man 
Nation) or because the project l ine-up is de facto internat ional 
(as in Subl ime Frequencies) .

Likewise in ar t ists'  biographies and music journal ism, to def ine 
a person or genre by naming numerous attr ibutes is  pract ical ly 
standard pract ice.  The ar t ist  pages of  this year's CTM Fest ival 
thus reveal  that Tianzhuo Chen's act iv i t ies range »from LG-
BTQ hip hop to the London rave scene, Japanese Butoh,  New 
York vogue, manga and the fashion world [ . . . ]« ,  whi le Radwan 
Ghazi Moumneh of Jerusalem in My Heart was »[b]orn to Leb-
anese parents,  spent his early years in Oman before relocat ing 
to Canada af ter the second Gulf  War [and was inf luenced] by 
post-punk and the raw, psychedel ic qual i ty of  folk recordings 
from Beirut and neighboring Syria [ . . . ]« .  Wukir Suryadi ,  for his 
par t ,  »[hai ls]  from Malang, in Eastern Java,  and [ is]  current ly 
based in Yogyakar ta,  [as a] composer and instrument bui lder 
[who] fuses ancient Javanese tradit ion with contemporary mu-
sic pract ice«.  About Honey Di jon we read: »She has held resi-
dencies at  the chicest of  NYC venues,  including Hiro Bal lroom, 
Cielo and the Chelsea Hotel« :  evidence that not only countr ies, 
regions or ci t ies but also cultural  venues sometimes play a de-
cis ive role in these ident i f icat ion strategies.

2.   Reasons for def ining music can be found both in 
the respect ive production context and the reception/consump-
t ion context in the broadest possible sense of these terms. The 
contexts in which music is  produced are const i tut ive of  i t  to a 
s igni f icant degree:  specif ic local  factors — be i t  the role of  and 
value attr ibuted to music in a society,  the resources there,  the 
opportunit ies for educat ion and per formance, the legal  frame-
work and societal  norms, the types of  cultural  venue and their 
attendant habitus — al l  have an enormous inf luence on the pro-
duction and perception of music.

»Sound has n o pl ac e. 
Sound is  imm ateri a l a n d 

dynamic,  con c ei va ble 
solely as moti on ,  for 

sound is  not hi n g other 
than air  ma de to

vibr ate. «
The si te-specif ic i ty of  music rests in par t  on actual  geograph-
ic circumstance.  The development of  alpine horns,  for exam-
ple,  can be explained solely in connection with the mountain-
ous environment in which these instruments originated and the 
specif ic nature of  sound transmission there,  whi le Futurism, by 
contrast ,  must be understood as a direct react ion to,  and pro-
cessing of,  industr ial ised,  urban condit ions in Europe in the 
early 20th Century.  Regional  geography as early as the 1920s 
began to address the fact that sounds and music shape not only 
visual  and haptic condit ions but also local  characterist ics and 
hence the » landscape tradit ion«.

Dif ferences between regional  musical  styles and music con-
cepts are of ten enormous,  and di f ferent readings of  them at 
t imes almost impossible to translate.  The use and development 
of  specif ic musical  instruments gives r ise to specif ic sound 
characterist ics.  Dif ferent tonal  systems have evolved in keeping 
with the potent ial  of  these instruments,  and instruments have  
in turn been adapted to meet the demands of these tonal  sys-
tems, as is  evident in the European musical  tradit ion from the 
invent ion of the wel l-tempered piano. Tonal systems are under-
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pinned not only by an ordering principle but also by a concept 
of  what music is .  And such concepts have not only changed 
of ten and radical ly throughout history,  but have also taken ex-
tremely varied forms in di f ferent regions of  the world.  For music 
is  always embedded in local  cultural  pract ices,  value systems, 
social  structures or r i tuals and hence const i tutes a crypt ic sys-
tem of s igns that can only be read (decrypted) by those famil-
iar with the aforementioned factors.  Accordingly,  music played 
or l istened to outside of  i ts  original  production context is  sub-
ject to a transformation that automatical ly embeds i t  in a new 
system of s igns.

Another not inessent ial  reason to def ine the biographies of  mu-
sicians,  ar t ists and producers in these terms is their  respect ive 
credibi l i ty rat ing.  Resident Advisor's documentary f i lm series 
Real  Scenes,  which examines the local  techno scenes of  vari-
ous major ci t ies,  shows the enormous ef for t  that DJs and pro-
ducers from Mexico City,  for example,  have to make to acquire 
a cer tain standing,  whereas their  peers from the techno capi-
tal  Berl in are given the red-carpet treatment just  by vir tue of 
where they are based. That Honey Di jon was a resident in the 
chicest club in New York automatical ly says something about 
her status.  And the fact that Wukir Suryadi was born in Java 
lends plausibi l i ty to his interest  in Javanese tradit ional  music. 
He has a nuanced understanding of the references in Javanese 
music as wel l  as vir tuosity with a range of local  instruments — 
and such ski l ls  suggest authent ici ty.

Just  as an ar t ist 's  degree of credibi l i ty determines her or his 
ranking within a global hierarchy,  so,  too,  does her locat ion as-
sure a measure of  orientat ion.  Ranking venues,  ci t ies or regions 
serves to put people »on the map« in terms of their  geography 
or style,  and hence, with nothing more than a few words or 
int imations,  guarantees any reader capable of  reading a map 
insight into some reassuring mines of  information.  Since the 
1970s, car tographic tools have become an increasingly pop-
ular means to visual ise complex cultural  processes in various 
discipl ines.  Music mapping, i .e .  car tographies of  the origin, 
production and distr ibut ion of  di f ferent musical  styles or genre 
»family trees«,  is  used to por tray broad-ranging research f ind-
ings — yet there is  always a r isk that i t  may oversimpl i fy,  or,  at 
worst ,  prove unable to convey the complex interweaving and 
mutual  impact of  music and economic,  social  and pol i t ical  pro-
cesses.

In addit ion to this kind of cultural  mapping, locat ion data is  pro-
cessed f irst  and foremost on the various vir tual  maps present 
in the mind's eye of the l istener.  Ar t ists are ident i f ied name-
ly against  the backdrop of the l istener's own personal experi-
ence and tastes,  which,  l ike the ar t ist 's  music,  inform the imag-
ined community of  fans to which s/he feels s/he belongs.  The 
ident i f icat ion potent ial  of fered by music plays into the hands 
of  these locat ion mechanisms. One associates with a par t icu-
lar locale,  stands wi l l ingly in a cer tain tradit ion,  a cer tain sys-

tem of s igns and meanings,  and ident i f ies onesel f  with these. 
The social  al l iances that music tr iggers and maintains,  such as 
local ,  translocal  or vir tual  music scenes,  are a decis ive factor 
in the construct ion of  personal ident i ty ;  and l ike any factor or 
pract ice const i tut ive of  personal ident i ty,  they are viable only i f 
the person in quest ion clearly marks her or his separat ion from 
the Other.  To compare anything with the personal map of one's 
experience,  tastes and sense of community hence necessari ly 
impl ies the designat ion of,  and assignment to,  one of two cat-
egories:  »Own« and »Other«.

Such processes prove volat i le above al l  when used for the pur-
poses of  ident i ty pol i t ics.  Music tends to be appropriated es-
pecial ly for the construct ion of  nat ional  ident i t ies.  In colonised, 
conquered or newly founded states,  as in t imes of  upheaval  or 
post-war reconstruct ion,  the myth of  a local i ty 's  »own« musical 
culture is  revived or s imply invented in order to better cement 
the »We-sense« among the more or less arbitrar i ly thrown to-
gether members of  a labi le community.  Whether i t 's  a case of 
r ight-wing movements recal l ing nat ional ist  hymns or minori t ies 
invoking their  musical  tradit ions as a means to counter cultural 
hegemony, the intent is  always to foster or strengthen a sense 
of common ident i ty.  Music serves in such cases to stake out 
cer tain terr i tory,  ei ther ideological  or (as with nat ional  bor-
ders) geo-pol i t ical .  The pract ice of  music mapping can there-
fore reveal  a great deal  about social  orders,  about power and 
empowerment,  about pol i t ical  interests and resistance.  In his 
pioneering book The Locat ion of Culture (1994),  Homi Bhab-
ha turned the spotl ight on this pol i t ical  dimension by describ-
ing processes of  cultural  hybridisat ion and the pol i t ical  impl i-
cat ions of  cultural  ident i f icat ion strategies;  and he thus made a 
far-reaching contr ibut ion to the then st i l l  relat ively young dis-
cipl ine of  postcolonial  studies.

3.   The answer to the quest ion of  why places play such 
a major role in an expressive ar t  form that does not lend i tsel f 
to local isat ion,  at  least  puts an end to the erroneous but persis-
tent idea that music somehow exists in and of i tsel f,  as an object 
with no connection at  al l  to i ts  production and reception con-
texts — an idea fostered by the misleading expression »a piece 
of music« .  Musicology and ethnomusicology have long since 
mistakenly assumed that music can be treated as an object , 
and that works of  music and musical  tradit ions can be studied 
and read as complete,  unchanging ent i t ies.  The reference to 
so-cal led tradit ional  music impl ies a connection not only to an-
cient but also to unchanging t imes,  as i f  music cultures in their 
»pure form« were complete constructs with clearly classi f iable 
propert ies and might be preserved and protected.  This essen-
t ial ist  approach and the notion impl ici t  in i t  of  the authent ici ty 
of  tradit ional  music cultures of ten ensues from a romanticis ing 
image of exotic-primit ive cultures and always entai ls  the dual 
r isk of  def ining the otherness of  cultures as a foi l  to one's own, 
and of thereby distor t ing perception of the heterogeneous and 
dynamic processes inherent to local  music cultures.

But to regard music as cultural  pract ice is  no longer a ground-
breaking new idea,  not even among musicologists .  The per-
formative turn has long since ensured that per formance and 
pract ice now rank among the predominant themes.  Moreover, 
a group of scholars has been seeking for some t ime to accom-
pl ish a fur ther turn by once and for al l  dispel l ing the last  rem-
nants of  the classical  not ion that music is  representat ion or an 
object .  Prompted by the Actor Network Theory (ANT),  new 
paths to describing,  local is ing and analysing social  issues have 
been trodden in recent years in many discipl ines — tel l ingly, 
a lso in the f ie lds of  geography and musicology.  In geography 
i t  was f irst  and foremost Sarah Whatmore,  who succeeded in 
turning the discipl ine topsy-turvy with her controversial  book 
Hybrid Geographies (2002),  in which she posited that :  »ge-
ographies are not pure or discrete but hybrid and const i tuted 
through relat ions«.  In musicology i t  is  authors such as Antoine 
Hennion or Georgina Born who have drawn inspirat ion from 
the ANT. A central  premise for Georgina Born is  that music 
must be imagined not as representat ion but as a myriad of me-
diat ions.  Neither music nor society exists »per se«,  i .e .  in and 
of i tsel f,  in a vacuum, s ince each is the outcome of instances of 
mediat ion.  Music takes place on many di f ferent levels s imulta-
neously.  I t  is  a di f fuse and heterogeneous assemblage, »an ag-
gregation of sonic,  social ,  corporeal ,  discursive,  v isual ,  tech-
nical  and temporal  mediat ions«.  I t  is  not only a social  pract ice 
but also generates social  factors ( for example,  in the form of 
imagined communit ies) .  By this reading,  to locate music is  of 
relevance only when i t  serves to explain a cer tain pract ice,  i .e . 
when i t  br ings to l ight associat ions and agency;  and i t  only ever 
takes place,  moreover,  on imaginary,  transient maps.

This mediat ion theory is  a helpful  means to grasp the great di-
versi ty and contrariety of  transcultural  processes,  to address 
the dynamics between global music streams and local  varia-
t ions,  and to understand the permeabi l i ty,  f lu idi ty and motion 
of sound and musical  cultures.  I t  is  al l  the more helpful  given 
that these dynamics have accelerated dramatical ly over the last 
few decades.  Recording techniques make i t  possible to sepa-
rate sounds from the local  specif ic i t ies of  the place they were 
produced. Previously,  a l l  sounds could only ever be heard at 
their  point  of  production and for as long as they lasted.  Sound 
recordings and sound storage have put an end to this howev-
er.  R.  Murray Schafer has coined the term »schizophonia« for 
this phenomenon. Thanks to the digital  revolut ion,  sounds to-
day are more placeless than ever,  de-terr i torial ised,  and are 

reveal ing their  capacity to break free and take root again,  t ime 
af ter t ime, and thereby continual ly generate new associat ions 
and meanings.

Locat ion processes have not become any less important in l ight 
of  this development.  I t  is  more imperat ive than ever to quest ion 
the strategies and interests that underpin local isat ion.  Map-
ping is not innocent .  Andrew Herman, Thomas Swiss and John 
Sloop have writ ten in this regard of the need for »a car tography 
of sound as a terr i tory of  power«.  I t  is  not that I  am in favour of 
di lut ing or denying local  di f ferences,  or of  the homogenisat ion 
so long ant icipated by cri t ics of  global isat ion.  On the contrary, 
music is  the best medium through which to experience glob-
al  diversi ty.  But at  the same t ime, i t  opens our eyes to the fact 
that cultural  processes are f lu id,  permanently in f lux,  and that 
creat iv i ty and innovat ion are of ten par t icular ly strong at points 
where cultural  production is  ambivalent ,  hybrid and transgres-
sive.  In his vis ionary book, Noise.  The Pol i t ical  Economy of Mu-
sic,  Jacques Attal i  argues that :  »[Music] heralds,  for i t  is  pro-
phetic.  I t  has always been in i ts  essence a herald of  t imes to 
come«.  I f  one shares his view, one can understand music to be 
a harbinger of  an ever more rapidly networking hybrid world 
in which borders shi f t  and dissolve.  Transcultural  musical  pro-
cesses can then serve both to foster understanding of how to 
overcome nat ional  states,  of  migratory movements and of new 
forms of social  community,  and to foster appreciat ion of  the 
enormous potent ial  and opportunit ies inherent to accelerated 
hybridisat ion processes.

Dahl ia Borsche is current ly working as a professor in Hum-
boldt-Universi ty 's depar tment of  Transcultural  Musicology.  Be-
sides being act ive as a curator,  promotor and DJ,  she was previ-
ously employed at the universi t ies of  Cologne and Klagenfur t , 
as wel l  as Freie Univiersi tät  Berl in .  Her main research inter-
ests concern quest ions of  contemporary and transcultural  mu-
sic processes and expanding tradit ional  discipl ine boundaries 
to the f ie lds of  sound, media and cultural  studies.

»New paths to describing,  localis i n g a n d 
analysing social issues have been trodden  i n 

recent years in many disciplines –  t elli n gly, 
also in the f ields of geogr aphy 

and musicology.«
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Do you l ike and trust  people more easi ly just  because they 
speak your dialect and share your customs? Does your hear t 
warm to any par t icular place or language more than to any oth-
er? Then you are a nat ive at  hear t ,  even i f  you are momentari ly 
elsewhere.  You may feel  displaced, an emigré or refugee — and 
yet that only means that there indeed is a home where you feel 
you should r ightful ly be.  But more and more of us have never 
known what a home feels l ike:  some lef t  their  place of bir th early 
in l i fe ,  yet are regarded as al iens where they are now. Others, 
born where they st i l l  l ive,  were simply never made to feel  wel-
come. St i l l  others,  such as mysel f,  have always l ived in several 
homelands at  once — and thus in none. You global vagrants,  you 
born out of  »placelock«,  I  wi l l  cal l  you:  Native Al iens.

Native Al iens are curious creatures:  they are always aler t ,  mas-
ter the l ingos of  many locales,  have learnt their  impl ici t ,  unspo-
ken codes,  and thus can move and feel  l ike the locals ,  l ive in 
their  circle of  warmth.  We Native Al iens can f i t  into many plac-
es,  and al l  these may sometimes feel  just  l ike home to us — and 
yet ,  at  the same t ime, uncanni ly al ienat ing.  And we, therefore, 
are always aware how this nat ive int imacy relates to a wider,  a l-
ternat ive world.  We are,  in the truest sense of this ethnological 
term, par t ic ipant observers.  The more streets,  dinners or cus-
toms we learn to navigate with nat ive intui t ive ease,  the more 
each of them becomes an impl ici t  cr i t ique of al l  the others — 
they mutual ly inval idate each other's nat iv ist  claims to exclu-
sive devotion.

On Ho me- Addicts and Sober Guests

A nat ive,  of  course,  cannot yield to such equivocat ions:  to feel 
unquest ioned t ies to one's own place,  i ts  customs and people is 
essent ial  to being a nat ive.  Granted, attachment to a place,  i ts 
people and i ts  tradit ions is  not bad in i tsel f  — as long as you do 
not become suspicious of  your co-locals who do not feel  i t ,  as 
long as you do not go »nat iv ist« .  In any case,  there is  no need 

to fear Native Al iens:  our acute observat ions are not enemy in-
tel l igence,  they are essent ial  survival  tools of  the lonely.  For to 
be a Native Al ien does not mean to be free of  the desire to be-
long, nor to shun the pleasures and amenit ies of  a home — but 
i t  does mean: to not be a home-addict .  For we have observed 
how »belonging« so of ten wi l l  s l ide into vicious addict ion:  how i t 
must be enjoyed in moderat ion.  The lonel iness of  Native Al iens 
is  that of  the sober guest revel ing with drunken fr iends — ready 
to blend in and enjoy the fun,  but always on edge for when the 
mood turns sour,  prepared to leave the feast  at  any hour.

»You global vagr ants, 
you born out of 

›pl acelock‹ ,  I  will  call 
you:  Native Aliens. «

Musicking,  too,  can l i f t  your soul  with drunken abandon. Some 
wil l  maintain that this is  indeed i ts  raison d'être.  But there is 
another way to l isten to musicking:  as an intel l igent discourse. 
For example,  Adorno's ideal  l is tener knows so much that each 
instance of musicking is  l ike reading an open book, where eve-
ry detai l  is  treasured not just  because i t  del ights,  but because 
i t  a lso af fords a glance into the emotional  l ives and thoughts 
of  others:  this phrase intends to make the l isteners sad,  this 
rhy thm wants them to dance, this melody is  l ikely meant to be 
wist ful ,  this sound aims to impress with i ts  complex inner l i fe , 
this loud passage is placed there to steamrol l  a l l  that is  lef t  of 
our cr i t ical  stance.  This is  the way,  I  bel ieve,  that Native Al iens 
l isten to musicking.  I t  cer tainly is  how I ,  as a composer,  hear al l 
that I  l is ten to.  For me no musicking wi l l  ever stand alone,  free 
and absolute.  I  only can hear i t  as something made-and-used 
for a purpose,  a form that embodies i ts  makers'  intent ions,  and 

Sa ndeep Bhagwati  works in various musical tr adit ions and roles and has 

sunk roots in Asia ,  Europe and North America.  He self- identif ies  as a Nativ e 

Alien,  an d c l aims that this  condit ion shapes how he l istens to and comp os-

es mu si c .  i t  can be sometimes r ather lonely.

On Native Aliens 
By Sandeep Bhagwati

sways to i ts  l is teners'  prejudices.  How musicking appears in my 
ears wi l l  unfai l ingly make i t  a s ign of  i ts  t imes,  par t  of  a cultural 
gambit ,  a seismograph of i ts  society,  a metaphor for l i fe i tsel f.

O n  M u sica l  N ativ ists  a n d  Wo r l d -Wise 

L iste n e r s

When people want their  music to be »pure«,  » true«,  »absolute« 
or »authent ic« ,  they want to forget the world outside and enjoy 
feel ing at  home — in »their« music.  A recent data crunch of Spo-
t i fy users found that musical  taste,  apparent ly,  sol idi f ies by the 
age of 30. Most people do not act ively seek out new kinds of 
musicking af terwards.  At this point ,  many even become musical 
nat iv ists ,  declaring their  own taste to be the ul t imate arbiter of 
qual i ty.  For them, the l iv ing process of  musicking becomes an 
object ,  a kind of mirror in which they want to encounter their 
ideal ised selves.  A musical  nat iv ist  can thus be as intolerant to-
wards other musics as a pol i t ical  nat iv ist  can be towards immi-
grants — whether what they prefer is  commercial ,  c lassical  or 
seemingly groundbreaking avant-garde sound.

Hence al l  the lonel iness of  the musical  Native Al iens:  to us, 
musicking wi l l  a lways be such a mess,  such a muddled attempt 
not at  style,  progress or authent ici ty,  but at  sounding the murky 
terrain of  today's global existence,  cr isscrossed and spl intered 
by a mil l ion agendas,  ideas,  hopes — and sounds.  Our dharma 
as musickers and world-wise l isteners is  to navigate these un-
even terrains of  the audible,  to not s ink to the bottom, to grasp 
neither at  the faci le promises of  nat iv ist  agendas nor at  those 
false-hope esperant ists who claim that musical  sound is the one 
ur-language we can al l  speak at  bir th.  For musicking,  being an 
act of  making,  can never be our home: rather,  i t  is  l ike a bundle 
of  paths towards discovery,  our mult iple tool to make sense of 
the world around us.  In the presence of al l  those mirror-l isten-
ers we sometimes feel  deeply alone.  But more and more of us 

are born into the al ienat ion I  sketched above — and they are 
changing musicking already.  Dear pat ient reader :  might you, 
perchance, be a Native Al ien,  too?

»We Native Ali en s  ca n 
f it  into  ma n y 

pl aces,  and  a ll thes e 
may sometimes  feel j u st 

l ike home to u s — a n d 
yet,  at  the sa me 
t ime,  unca n n i ly 

alienati n g.«

Text taken from Seismographic Sounds.  Visions of  a New World 
(Norient Books 2015, 504 pages),  edited by Theresa Beyer, 
Thomas Burkhalter and Hannes Liecht i  of  Norient ,  the Swiss-
based Network for Local  and Global Sounds and Media Cul-
ture.  More information on the book: 
— wwwe.norient .com/stories/book

Sandeep Bhagwati  is  a composer,  researcher,  poet ,  theatre 
maker,  instal lat ion ar t ist  and conductor.  In 2006, he founded 
the matralab at  Concordia Universi ty Montreal  for research 
into and the creat ion of  computer improvisat ion,  interact ive 
scores and inter-tradit ional  musicking.
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T he Lebanese-Swiss duo Pr aed experiments with sounds that cultur al el ite s 

call tr ash or kitsch.  In so doing,  they attack cultur al canons within the 

Ar ab Wor ld and present a fresh mix towards Europe.  Here is  a  different ta k e 

o n Exoti ca.

Pl aying with the 
Dustbin of History 

By Thomas Burkhalter

Praed, the duo of Lebanese ar t ist  Raed Yassin and Swiss ar t-
ist  Paed Conca, per form popular media sounds from the Arab 
world with techniques from experimental  music.  On their  f i rst 
CD The Muesl i  Man (2009),  we hear lots of  samples:  gunshots, 
someone screaming, music from Egyptian f i lms,  a speech by 
iconic president Gamal Abdel Nasser,  Arabic pop music from 
the 1980s, electr ic bass,  v ir tuoso clar inet playing,  electronica 
sounds — al l  held together through a wide range of edit ing and 
manipulat ion techniques.  On their  second release Made in Ja-
pan (201 1) ,  Yassin s ings over a sample of  Egyptian pop star 
Mahmoud El Husseini  whi le a bathroom pipe is  burst ing.  Japa-
nese voices,  screaming, and dub grooves are interlaced. Al l  of 
that is  put into a grinder and mixed with prepared double- and 
E-bass,  varying playing techniques on the clar inet and scratch-
es from record players and tape recorders.

The approach is discussed openly by the duo's label  Anni-
haya,  which special izes in the »displacement,  deconstruct ion 
and ›recycl ing‹ of  popular or folkloric musical  cultures«,  in the 
»about« sect ion of  the label 's  website.  Annihaya »seeks to dis-
tor t  boundaries of  popular music« ,  with the aim to present »new 
ways of  l istening to original  works«.

M icro -Ko rg So u n ds a n d 

M aqsu m  R hythm

The Praed track »8 Giga« (on Made in Japan) serves wel l  to 
i l lustrate this approach. Yassin plays a melody on his micro-
Korg synthesizer.  I t  keeps repeat ing i tsel f  (on C, B f lat  and E 
f lat)  throughout the track without variat ion,  cuts or changes in 
dynamics.  Ethnomusicologist  Shayna Si lverstein l inks the mi-
cro-Korg sound to the mijwiz reedpipe,  a typical  instrument of 
the rural  Levant ine dabké music and dance. In contemporary 
dabké the shri l l  mi jwiz sound is replaced through synthesiz-
ers — played with the Korg PA-800 in the case of Rizan Said's 
Annihaya album King of Keyboard (2015).  Together with Syr-
ian wedding singer Omar Souleyman, Said brought this music 
internat ional  attent ion in recent years.  The duo toured exces-
sively,  and they produced tracks with Icelandic pop star Björk. 

The 1  + 2 + 3 + 4 + (accentuated on 1  and 3,  unaccentuated on 
1 .5,  2.5 and 4) of  the maqsum rhy thm — throughout the Praed 
track — fur ther l inks »8 Giga« to possibly the most popular 
rhy thm in the Arab world.  One f inds i t  everywhere from rural 
dance music to the electronic mahragan music of  Cairo.  The 
latter,  sometimes cal led electro sha'abi ,  is  produced on the vir-

tual  instruments of  sof tware sequencer FL Studio by upcom-
ing musicians of  lower-class backgrounds.  Today,  cheaply pro-
duced mahragan is as popular as the expensive productions of 
pan-Arabic pop.

1 980s  A r a bic P o p  a nd 1 950 s 

Be l ly Da n ce

In addit ion,  Yassin star ts repeatedly shouting »Al lah« af ter 
8'48''  of  »8 Giga«.  I t 's  a reference to classical  Suf i  music.  As 
Conca puts i t :  »The ecstasy of  Suf i  music without the rel igion.« 
The »Al lah« shouts sound distor ted and thus do not reference 
the high qual i ty standards of  ethnomusicological  records of 
Suf i  chants in pre-war Aleppo, the l ighter and wel l-produced 
versions sold in the Euro-American world music market ,  or the 
over-produced renderings of  the many TV preachers on Arabic 
satel l i te channels .  The focus on imper fect ion and low produc-
t ion qual i ty is  important ,  as Charles Hirschkind,  anthropolo-
gist  and author of  The Ethical  Soundscape: Cassette Sermons 
and Is lamic Counterpubl ics reminds us.  He argues that when i t 
comes to cassette sermons,  the low-budget and home-record-
ed cassettes and mp3 f i les ( ful l  of  background noise and blast-
ing voices) are higher in demand than f lashy productions on TV. 
»There is  an aesthet ic of  modesty that is  appreciated by many 
people«,  Hirschkind explains on request .  »People have more 
trust  in low qual i ty.«  The same seems to be the case for pop mu-
sic.  Yassin and an increasing number of  subcultural  musicians 
fal l  for the sha'bi  street pop of Hakim, the crazy renderings of 
Sha‘ban ‘Abd al-Rahim, or the vir tuosic keyboard versions by 
Is lam Chipsy.  They tend to ignore the clean pan-Arabic pop 
sound that is  per fect ly produced, f inanced and promoted by 
Saudi-Arabian satel l i te TV empires.  They prefer Arabic pop of 
the 1980s that was »produced quickly and comparat ively inex-
pensively through studio overdubbing and extensive cutt ing-
and-past ing«,  as Michael Fr ishkopf wri tes in his edited volume 
Music and Media in the Arab World (2010).  The pop sound 
of that period integrates both the instruments,  rhy thms and 
sounds of 1970s psychedel ic rock and the Oriental  sound of 
bel ly dance music from the 1950s and 1960s. »The nightclub 
sound was a musical  hybrid generated by the creat ive inven-
t ion and innovat ion of second-generat ion and post-World War 
immigrants who were inspired by modernisat ion and Oriental-
ism,« wri tes scholar Anne Rasmussen in her ar t ic le »An Even-
ing in the Orient — The Middle Eastern Nightclub in America« 
(1992).  According to her,  this music of  the nightclub violated 
»every boundary of  authent ici ty« .

Praed: Paed Conca ( lef t)  and Raed Yassin (r ight) ,  photo byTony El ieh.
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these references,  Praed creates experimental  music that is  not 
just  high culture but also plays and manipulates material  from 
our increasingly mediat ised popular culture.  Experimental  mu-
sic working with pop sounds is  st i l l  a minor development — i t 
happened in Bastard Pop in the 1990s and in few other in-
stances.  One can f ind simi lar ar t ist ic ideas and strategies in 
Post-Digital  Pop, in contemporary jazz where some musicians 
improvise over pop songs instead of the Great American Song-
book, or even in the New Conceptual ism in New Music.  Con-
ca lef t  Switzerland and l ives in Beirut :  » I t 's  more free here«, 
he says.  »The way Yassin experiments with local  pop culture is 
rare and fresh.  I t  is  di f f icult  to f ind such unobstructed handl ing 
of popular culture amongst European musicians and l isteners 
of  experimental  music.«  For Conca, Praed is a »commentary 
about the randomness,  oppositeness,  and purposelessness of 
the acoust ic materials that are surrounding us«.  He explains 
that the music is  »a plea for an inf ini te,  crazy,  fragmented and 
open world«.

Yassin says that he aims to work towards a local  and an interna-
t ional  audience:  »My work funct ions di f ferent ly in places where 
people understand the language and the music.  Here I  use nos-
talgia as a key to get into their  feel ings.  In the West ,  in order 
to reach their  emotions and manipulate them, I  use exoticism 
— not in a cheesy way,  but in a way that tr iggers quest ions of 
why I  manipulate music.«

Text taken from Seismographic Sounds.  Visions of  a New World 
(Norient Books 2015, 504 pages),  edited by Theresa Beyer, 
Thomas Burkhalter and Hannes Liecht i  of  Norient ,  the Network 
for Local  and Global Sounds and Media Culture.  More infor-
mation on the book: 
— www.norient .com/stories/book

Thomas Burkhalter is  an ethnomusicologist ,  music journal ist 
and cultural  producer from Switzerland. He is the founder of 
Norient and the director of  i ts  Norient Musikf i lm Fest ival ,  and 
also works as a documentary f i lmmaker and researcher at  the 
Universi t ies of  Basel  and Bern.
— www.norient .com

Viol ati ng  Authenticity 

It  is  this v iolat ion of  »every boundary of  authent ici ty,«  the obvi-
ousness and easiness,  and the amazing sounds that Yassin and 
an ever-bigger circle of  local  musicians enjoy — Yassin cal ls 
them copy-cats or hipsters.  More important ly,  these styles and 
sounds have the potent ial  to anger cultural  el i tes within the 
Arab World and fans of  world music abroad. In a conference 
at  the School of  Oriental  and Afr ican Studies (SOAS) in Lon-
don, BBC world music pioneer Charl ie Gil lett  — shor t ly before 
his unt imely death in 2010 — expressed indignat ion at  Omar 
Souleyman's London concer t .  He said that Souleyman was the 
worst  wedding singer he had ever heard.  One can plainly state 
that the old,  pure and gentle world music has been attacked and 
replaced by new, less pleasant sounds.

The micro-Korg sound of Praed expresses this bias direct ly 
and indirect ly.  Music writer Simon Reynolds cal ls  this focus the 
anarchive.  These are sounds and styles that have been outside 
the canon of of f ic ial  music history in the region for a long t ime. 
I t 's  the dustbin of  history.  These styles and sounds are seen by 
many as cultural ly infer ior,  as trash,  cheap or ki tsch.  Praed of ten 
renders this material  with irony and parody.  As Conca explains: 
»We manipulate sound aesthet ics of  various Lebanese pol i t ical 
par t ies and put them into new contexts .  On stage,  Yassin l ikes 
to wear the typical  mirror sunglasses of  the par ty leaders of  the 
radical  Christ ian r ight ,  whi le playing the music of  Shi i tes and 
Sunnites on his synthesizer.«

P osi t i o n i ng  in the Ar ab World and 

in t he West

Raed Yassin posit ions himself  on various levels .  With his choice 
of  references he cri t ic izes the el i t ist  cultural  canon in Lebanon 
and he breaks taboos — in his solo piece »CW Tapes« — work-
ing with sounds from the Lebanese Civi l  War.  He also presents 
Europe and the US with a di f ferent ,  not too cl ichéd image of the 
Arab world.  Praed, however,  also posit ions i tsel f  within a Eu-
ropean and American context .  Paed Conca plays mult iphonics 
on his clar inet at  the beginning of »8 Giga«.  Mult iphonics — the 
ar t  of  playing several  sounds together using specif ic blow and 
f ingering techniques — are known from the history of  jazz,  new 
music,  free improvised music and other music styles.  Through 

»the se  st y les and sounds have the p otential to 
a n ge r cult ur al elites within the Ar ab World 

and fans of world music abroad«

Praed: Raed Yassin ( lef t)  and Paed Conca (r ight) ,  photo by Tony El ieh.



27

I am afraid to die.  I  am afraid of  being forgotten.  And I  am afraid 
of  contr ibut ing nothing to the world. . .  or at  least  nothing of 
any ar t ist ic relevance to anyone. I  spend a lot  of  t ime thinking 
about my contr ibut ion to music and i ts  history,  and I  spend a 
lot  of  t ime working on my contr ibut ion to music's history.  I t  wi l l 
be etched in stone,  in history,  forever there to be referenced 
for i ts  successes and fai lures.  I  struggle with the idea that what 
I  craf t  might have an expiry date.  I  don't  know that i t  doesn't . 
Who does? No one making a record does.  I t  is  not I  who de-
cides that ,  and that is  not OK. So I  f ight that .  I  make records.  I 
make other peoples'  records,  but more important ly,  I  make my 
own records.  The record,  af ter al l ,  is  the t icket to that eternal 
existence,  however meagre and inconsequential  i t  may be.  No 
one can take that away from me. I t  is  what I  bel ieve,  and i t  is 
what I  do.

Meeting Abdel Karim Shaar in 20 1 1 in my studio was a con-
fusing moment.  I  was aware of who he was,  and I  thought I 
was aware of what he did.  He had star ted his career on Leba-
nese televis ion in the early 1970s as a young talent .  He became 
known for his unique — though not hugely popular — singing 
style. 

I  fe l t  uneasy being with him in my studio,  talking about i ts  exist-
ence,  and about mysel f  and my music.  The whole af fair  seemed 
foreign or uninterest ing to him. He didn't  seem very moved by 
any of  i t .  And why would he be? A man in his s ixt ies who has 
had a 40-year career,  and yet no records to show for i t .  By his 

own admission,  he had attempted a few sessions that never 
yielded any albums. We had a warm exchange about music,  i ts 
discipl ines relevant to the Levant ,  and l ive per formance. He in-
vi ted me to attend a show of his on my next tr ip to Beirut ,  and 
I  of  course accepted. We par ted ways,  but he didn't  leave my 
thoughts. 

I  was rather confused by his ar t ist ic existence.  Was he not 
afraid to die? I t  didn't  seem so.  Was he not afraid of  being for-
gotten? I t  didn't  seem so either.  And why do I  not know of any 
of  his records? I t 's  because he has none. So how am I  to know 
what his music is? Where is  this person, this ar t ist 's  contr ibu-
t ion? And how can someone at his age have not made a record? 
My ent ire thought process was being chal lenged and I  need-
ed to answer my own quest ions here.  I  had once had a s imi lar 
viewpoint about my music,  ideal is ing a musical  l i fe that would 
be exclusively about the › l ive experience‹ .  Of course,  this at-
tempt fai led as I  have since released recorded music.

I  made a point of  attending an Abdel Karim Shaar soirée on 
my next tr ip to Lebanon. The show was in a dimly l i t  downtown 
basement cabaret venue that seated roughly 100 people or so. 
The stage had i ts  red velvet cur tains drawn. I  took my seat and 
anxiously waited for the show to commence. 

The l ights dimmed and the music star ted from behind the cur-
tains,  and slowly they were opened as the quar tet  of  oud, 
qanoun, v iol in and r iq musicians played an introduction to the 

A  concert by legendary Lebanese s inger Abdel K arim Shaar proves you do n 't 

hav e to  make records to be remembered,  as Jerusalem In My Heart's  R adwa n 

Gh a zi  Mo u mneh f inds in this  text written for for UK music maga zine The 

Wire 's  »Epi phanies«  column.

Ep iphanies 
By R adwan Gha zi  Moumneh

evening.  The power of  the acoust ic takht was deafening.  I t  was 
so quiet  that i t  was so loud. Too loud. Moments later,  the larger-
than-l i fe Abdel Karim appeared on stage to a loud roar from the 
audience.  He took his seat ,  acknowledged the crowd, closed 
his eyes and there the night truly began. I t  was a journey.  Two 
hours of  emotional  movement.  His s inging was so power ful ,  and 
so ful l  of  l i fe .  Nothing mattered other than that moment to him. 
And nothing mattered other than that moment to me. He was 
conducting me, tel l ing me when I  am to s i t  st i l l  in ant icipat ion, 
and when I  am to scream back at  him, when to contemplate,  and 
when to stand on my chair  with my hands stretched out open. 
When to close my eyes and when to open them. I t  was disci-
pl ine,  and I  cannot claim to have,  nor to have ever experienced 
i t  before.  Two hours on,  and he has concluded his journey with 
me, where he stands up and exits the stage.

Tears were f lowing. I  was truly humbled. Humbled not only be-
cause of the experience I  had just  experienced, but humbled 
because I  was chal lenged beyond my capacity.  I  had just  wit-
nessed this ar t ist  get up on a stage and nul l i f y  my musical  ideol-
ogy and, to a cer tain extent ,  nul l i f y  my ar t ist ic existence. 

I t  was very di f f icult  for me to come to terms with that .  That he 
has chosen to not record an album became so obvious to me. 
That he chooses this format for his music was so logical  al l  of 
a sudden. That he,  at  this point in his career,  chooses to do this 
completely on his terms,  as any other terms would be a com-
promise to his vis ion.  He has proven al l  he needs to prove,  and 

in the process,  has given me an experience that would be an 
eye and soul opener. 

Text taken from The Wire issue 379, September 2015. Pub-
l ished here with kind permission.  — www.thewire.co.uk

Radwan Ghazi Moumneh's is  a Montréal-based producer and 
musician with Lebanese roots.  With his music project Jerusa-
lem in My Heart he found a home at Constel lat ion records.  He 
current ly spl i ts  his t ime between Montreal  and Beirut .
— www.jerusaleminmyhear t .com
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The  wo r k  o f Swiss p ro d u ce r  a n d  s in ge r  A ïsha  D e v i  r e se mbles a t rip  t h rough 

the  ru mm age  ro o m  o f glo ba l  highbrow a n d  p o p u l a r  cult ure — wit h  one' s 

thir d  e ye  wid e  o p e n .  D r ift in g o n  the  a ir  is  a n  o ccasio n a l gabber kick-drum 

o r  a  sn atch o f v e r se  fro m Pa k ista n i  fe min ist  p o e t K ishwa r Nah eed,  a  t r ance 

ha r m o n y co u rte sy o f the  Ro l a n d  JP  8080,  p e r ha p s a  gutt  ur al monast ic 

cha n t,  o r  e v e n  a  lyr ica l  n o d  in  the  d ir e ctio n  o f K im K a r dash ian.

In  a  broa d -r a n gin g co n v e r satio n  with z we iko mm asie be n ' s  Lendita K ash tan-

je va  a n d  Gu y Schwe gl e r ,  D e v i  ta l k e d  a bo u t p e r so n a l  histories ,  East ern mu-

sic,  a  n e w k in d  o f fe m in ism,  he r  co l l a bo r atio n  with Chin ese art ist  T ianzh uo 

Che n  a n d  p l ayin g a mb igu o u sly with symbo l s.  The  f ir st  part  of t h e conver-

satio n  is  p u bl ishe d  be low; the  se co n d  wil l  fe atu r e  in  the  up coming print  is-

su e  o f z we iko mm asie be n  Maga z in (o u t in  su mm e r  2 0 16) .

Beyond: 
Aïsha Devi 

Aï sha Devi  in conversation with Lendita K ashtanjeva and 

Guy Schwegler of Zweikommasieben Maga zine

Aïsha Devi ,  photo Emile Barret .

zweikommasieben: You were talking about your ident i ty and 
your quest as a musician in recent interviews.  This meant re-
searching your cultural  roots in Buddhism and Hinduism, but 
also trying to f ind your father,  who you never got to know. 
Which of those two par ts came f irst?

Aïsha Devi :  I  think at  f i rst  there was an attract ion to Asia in gen-
eral .  When I  was a kid,  I  never quite fel t  that I  belonged any-
where,  I  fe l t  l ike something about me was weird,  that I  was an 
outcast in l i t t le pol ished Switzerland. I t  was always a struggle 
for me, because of my name, because nobody real ly under-
stood where I  was coming from, and in par t icular,  because I  was 
mainly raised by my grandmother.  I  never real ly talked about 
my father with my mother — his Nepal i  and Indian origins were 
never a topic.  So I  was intr igued by Asia,  but very discreet ly.
Fur thermore,  I  think my love for Asia came through music.  I  was 
looking for something di f ferent than Western music.  Somehow 
I  fel t  a huge connection to the Indian (musical)  scale.  When I 
began meditat ing,  this scale helped me the most to connect to 
other worlds,  to an invis ible energy.  Music opened the door, 
real ly,  and from there I  began to search more and more for my 
own roots.  I  only have a picture of  my father.  I 'm trying to f ind 
him but I  don't  think he's st i l l  a l ive.  My father is  more abstract 
to me than music:  music real ly exists ,  i t  is  par t  of  my l i fe ,  but 
my father is  st i l l  a concept.  Looking for my father is  also a kind 
of al ibi  for connecting to that par t  of  the world.  I t 's  not an ego 
tr ip;  i t 's  more to understand a di f ferent culture,  to understand 
why I  feel  so happy in India and to understand why Western 

cultures need to look to the East or to ancestral  knowledge to 
ful ly comprehend our society.  Through that ,  I  think I  found a lot 
of  knowledge and a lot  of  prudence.

ZKS: When researching Eastern music,  did you have the West-
ern electronic music continuum in the back of your mind?

AD: No, I  think i t  was a general  interest  that came into ex-
istence through meditat ion and through spir i tual  knowledge. 
I  dove into ancient texts ,  for example the Upanishads or the 
Su- tra.  These are some of the most ancient texts ever wri t ten. 
They contain both metaphysics as wel l  as »actual«  knowledge: 
physics,  medicine,  mathematics and sacred geometry.  They're 
a basis for both Hinduism and Buddhism. I  gathered al l  that 
knowledge whi le meditat ing and learned guttural  chant ing too. 
So meditat ion began as a spir i tual  process,  but the more I  was 
meditat ing and the more I  was using those techniques,  the more 
I  star ted to real ise that meditat ion is  music and that i t  was real ly 
close to my way of producing.  Both are int imate and introspec-
t ive processes.  The two became the same r i tual :  meditat ion and 
music production merged into one way of breathing and one 
way of transforming energy into something material .
I  a lso rediscovered many things (through meditat ion) that I  had 
already included in my music,  l ike the use of  frequencies.  For 
instance,  when you're chant ing you're creat ing a tone that has 
a direct impact on your body.  Therefore,  the main role of  mu-
sic is  a medicinal  one:  To gather and heal  the col lect ive energy. 
With that in mind, music is  not only enter tainment,  i t 's  a r i tual .
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about the Indian scale that there are no harmonies that could 
draw you or make you feel  total ly sel f-sat is f ied.  Instead you're 
always switching from one note to another.  This is  what con-
nects you to the spir i ts  and to cosmic energy.  However,  I 'm try-
ing to use as few ef fects as possible.  Also when I 'm pract icing 
guttural  chant ing,  i t  wouldn't  make sense to transform i t .  But 
there's one track,  »Aurat« ,  on which I  used a vocoder.  I 'm read-
ing a poem and, as I  hate my own voice so much, I  had to make 
i t  sound more robotic.  In a way,  I  tr ied to avoid my own voice.  I 
played with pitch in some par ts — I  l ike a real ly high pitch,  be-
cause that makes the voice total ly narrowed and nasal  — to me 
i t  sounds a bit  l ike a voice from an ancient t ime, and I  cannot 
do that mysel f.  I  can't  s ing l ike that .  I  wish I  could.

ZKS: In your l ive shows, the Roland JP-8080 synthesizer plays 
an important role.  This piece of equipment was key to European 
trance music,  too ( i t 's  also the main object of  interest  in Loren-
zo Senni 's  T-studies;  see last  issue of CTM Magazine).  To what 
extent was that of  interest  to you?

AD: When I 'm producing,  I 'm not using hardware.  I  only pro-
duce with my laptop. But I  l ike to transpose the tracks onto ma-
chines for l ive sett ings — to give the music a second bir th and 
a more open perspect ive.  I  think the Roland JP-8080 is one 
of the only instruments that I  intent ional ly chose.  The f irst  t ime 
I  heard i t  was on trance tracks,  massive ones l ike from Tiësto. 

Although I  don't  l ike this kind of music,  I  absolutely love the 
ef fect i t 's  generat ing on people.  I  wanted to use the JP-8080 
because i t  has that capacity.  I t  has those strong subs,  which 
address the emotional  par t  of  your body.  Then there are those 
amazing high frequencies,  and the supersaw wave that dupl i-
cates the higher tones and harmonizes them. This has a real ly 
strong ef fect on the top par t  of  your brain — that 's  the ef fect that 
puts people into a trance.  To me playing l ive is  exact ly about 
this idea:  gathering people and putt ing them into a col lect ive 
trance where the energy is  higher than the sum of i ts  par ts .  Peo-
ple making modern trance music are using this kind of synthe-
sis for sel f-sat is fact ion and their  own egos.  But I  l ike to use the 
machine's capacity,  those frequencies,  not as a sel f-sat is f ied 
person, but to real ly make people feel  l ike par t  of  a community. 
 
ZKS: What's your reason for exclusively using the laptop when 
producing music? 

AD: I  could make music on a djembe or guitar — but for me, 
producing music is  so connected to my everyday l i fe .  I  don't 
want to just  make r i tual  music,  I  want to make contemporary 
r i tual  music — a high-f i  r i tual  merging pulse and frequency with 
our way of l iv ing.  I 'm not saying we're l iv ing l i fe in a good way, 
or in a true way,  but i t  is  what i t  is .  The kind of meditat ion I 'm 
applying whi le producing aims at  being with yoursel f,  being in-
side yoursel f.  And when I 'm working with a computer — I 'm not 

I 'm staying here to be a hermit  in my studio.  Also I 'm real ly close 
to nature and to an airpor t .  Final ly,  I 'm quite happy with the re-
lat ionship we have to the Swiss-German scene.

ZKS: You consider the voice to be sacred. How does this re-
late to a transformation of the voice in a technical  way? Besides 
your untreated singing and guttural  chant ing,  you also apply 
some pitch shi f ts  and vocoder ef fects in your productions. 

AD: I  think that the voice is  sacred because i t  is  a vibrat ion 
you create with your body.  You have two vocal  cords and when 
you're s inging,  you make your own cords vibrate.  For me this is 
the most frontal ,  physical  and energetic way to express mysel f. 
Singing is the prime opportunity for me to exist  in the world. 

First ,  I  learned classical  s inging techniques,  l ike opera.  Op-
era is  very much ruled and constrained, though. I  had the feel-
ing that you can't  be real ly free.  At one point I  decided that I 'd 
rather scream than sing another opera.  I  love the idea of a pri-
mal scream: the voice not being formatted by the whole indus-
try,  by the West 's v is ion,  by radio or televis ion.  My singing has 
changed a lot  s ince,  also through the whole meditat ion process. 
When I 'm singing now, I 'm almost in an outer state of  mind. I 'm 
current ly s inging with hal f tones,  almost as in the Indian or Ar-
abic scale.  And I  never fel t  so free.  Singing without any con-
straints is  l ike s inging without an ego, I  guess.  Ravi  Shankar said 

Yet our Western music industry is  total  ster i le .  Nature doesn't 
react to i ts  standards of  frequencies and recording.  There is 
another way of producing music that has an impact on nature, 
an impact on our bodies,  an impact on our society.  What I  re-
al ly love in Asian music is  that they keep that r i tual  aspect even 
though i t  is  industry-related too.  They are aware of nature's 
response.

ZKS: You're based in Geneva.  How does that af fect your l i fe 
and your work as a musician?

AD: I  think Geneva is quite soul less at  the moment.  I t 's  chang-
ing a bit ,  but I  probably chose the ci ty as my home because l iv-
ing there is  a good way to remain a hermit  — there's not much 
around. The cultural  scene is quite smal l  and there's not a lot  of 
exchange happening between other countr ies or ci t ies.  In Ber-
l in or London i t  be would di f ferent ,  I  guess — there's so much 
st imulat ion everywhere.  On the other hand, I  don't  real ly f i t  the 
Genevan stereotype of the healthy,  wealthy banker.  Geneva 
was real ly huge in the 1980s and early 1990s. There were lots 
of  squats here.  The punk scene, the electronic and industr ial 
scene,  both were real ly f lourishing and the energy was intense. 
But eventual ly the authori t ies took back houses and evacuat-
ed al l  the squats.  Now the culture is  not that diverse anymore. 
There are a lot  of  people from other countr ies l iv ing here,  but I 
get the feel ing that nobody is real ly mingl ing.  That 's a pity.  But 

Aïsha Devi ,  photo Emile Barret .

»To  m e pl ay ing  live is  exactly about this  idea: 
Gath ering  people and putting them into a 

co l l e ct ive t r ance where the energy is  higher 
t h an t h e sum of its  parts . «
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I'd l ike to see new icons,  new female icons,  who are shamans, 
scient ists ,  who have answers,  who have something to say.  And 
that 's  the idea of Conscious Cunt:  feminini ty can be sexual ,  but 
i t  shouldn't  be sexual ised.  I t 's  not an object ,  but a conscious 
choice of  one's posit ion in society. 

ZKS: Do you intend to posit ion yoursel f  in pop culture with your 
visual  language and your music?

AD: I  don't  think that i t 's  about posit ioning myself.  I t 's  more 
about using the tools and language that are contemporary. 
What real ly interests me is the tension between two things, 
and pop music doesn't  have any tension,  i t 's  just  heavy and 
closed. I  l ike to leave doors open, and tension can do this ,  a l-
lowing everybody to inject their  own history into i t .  I  a lso l ike 
to involve people in my own genesis ,  including the people I 'm 
working with.  That 's why I 'm using contemporary visual  lan-
guage. But I  think I 'm avoiding pop in the music,  in a way.  I  l ike 
the tension between image and sound. I t 's  l ike the video for the 
track »Mazdâ« that was done by Tianzhuo Chen. His visual  lan-
guage is very s imi lar to what I 'm doing in music,  but the way he 
del ivers i t  is  total ly di f ferent .  I t 's  his language. I t  has a vibrat ion 
that I  real ly l ike,  but i t 's  far away from my way of doing music. 
I t  real ly was love at  f i rst  s ight .  He's such a vis ionary ar t ist .  And 
I  real ly l iked the fact that he's Chinese and Tibetan-Buddhist .  I 
think his work is  real ly bold for a Chinese ar t ist ,  considering the 
repression in the country,  and I 'm real ly happy that we're able 
to do a per formance together during CTM Fest ival . 

zweikommasieben is a magazine based in Switzerland dedicat-
ed to documenting contemporary music and club culture.  The 
col lect ive also organises concer ts ,  c lub nights,  matinees,  raves 
and other fun events throughout Europe.
— www.zweikommasieben.ch

talking about being on the internet ,  but of  making music — I 'm 
not going inside my computer.  I  think my computer is  coming 
inside my brain,  inside my breathing,  inside my body and that 's 
a par t  of  that meditat ive process.  I  can be alone on my com-
puter and be in a total  trance.  My computer is  not a wal l  to me, 
but a direct connection to what 's inside my brain.  The computer 
creates the physical i ty of  my own abstract ions.  The computer 
material ises al l  of  my energy.  For me, i t  is  s imply the best way 
of achieving this .

Besides that ,  working on a computer gives people the per-
spect ive of  real i t ies other than one's own. And I  l ike that idea 
— same goes for video games.  There's this idea that not only 
physical i ty exists .

ZKS: The Conscious Cunt EP you released before your album 
was focused on issues of  feminini ty.  Was this the reason you 
released i ts  three tracks on their  own? On the fol low-up album 
the EP's tracks — and therefore their  underlying issues — are 
st i l l  there,  but the themes are broader.

AD: The album is about meditat ion,  my ini t iat ion tr ip,  and the 
knowledge I  was col lect ing during that process.  The whole EP 
was kind of a genesis ,  a sense of awakening.  I  wanted to make a 
shout-out to the status quo of women. That status is  in between 
the spir i tual  ascension that we witness in society and the st i l l-
ongoing power of  the patr iarchal  media — the star- i f icat ion and 
idol isat ion of  women, who are st i l l  funct ioning under and play-
ing with misogynist ic codes.  They are st i l l  fu l f i l l ing patr iarchal 
promises.  For instance,  the track »Kim and the Wheel of  Li fe« is 
an examinat ion of spir i tual i ty 's  eternity — we are al l  one,  we are 
al l  connected, a society without hierarchy gathering in spir i tu-
al i ty — put in front of  the mirror with icons l ike Kim Kardashian. 
I t 's  not about her,  primari ly,  but about her symbolic posit ion in 
the society.  That posit ion is  st i l l  fu l f i l l ing misogynist ic dreams, 
doesn't  give any content ,  doesn't  use a voice to spread ideas to 
bui ld a better society.  She's just  ful f i l l ing her own ego pleasure. 

Tianzhuo Chen, st i l ls  from »19:53«,  s ingle channel HD video, cour tesy the ar t ist  and Long March Space.

»S in ging wit hout any constr aints is  l ike 
s ing ing without an ego«
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T he n eo n  g rotesquerie  of Chinese artist  T ianzhuo Chen takes its  cues fro m  a 

sp r awli ng  r ange of influences,  from LGBTQ hip  hop to r ave,  Japanese Buto h, 

r e li g i ou s sy mbolism,  manga and the fashion world.  Working across the  m e -

diums of pai nting,  dr awing,  install ation,  video and performance,  Chen bo r-

rows an d corrupts religious and p op-culture iconogr aphy to gener ate 

new systems of meaning and subversive representations of global yo u th 

c u ltu re. 

His  f i rst  solo exhibit ion was presented at Pal ais  de Tokyo in Paris  in 20 15 a n d 

f e atu r ed performances with artist  and dancer Beio and French collectiv e 

Ho u se of Dr ama.  Other recent projects include »PICNIC  PARA DI$E BITCH «  at 

Ban k Gal lery,  Shanghai  (20 14)  and »T ianzhuo Acid Club«  at Star Gallery,  Be i-

j ing  (20 13) ,  and he has also worked on collections shown during Lond o n 

and Shan g hai  Fashion Weeks.  He currently l ives and works in Beij ing.  at CTM 

F e sti val 20 16 ,  chen premieres a new performance with electronic musicia n 

Aisha Dev i  and dancer Beio.

the great
invention
dr awings By t ianzhuo chen

Opposite and fol lowing pages:  Tianzhuo Chen 陈天灼 ,  f rom the series »The Great Invent ion«.  (Permanent marker on A3 photo 
copies A3 打印纸上油性水彩笔 ,  dimensions 42 × 29.7 cm 不含画框 . )  Courtesy the ar t ist  and Long March Space 图片由艺
术家和长征空间提供 .

The Great Invent ion_ NO.12, 	 20 1 1
The Great Invent ion_ NO.44,	 20 1 1
The Great Invent ion_ NO.20,	 20 1 1
The Great Invent ion_ NO.40,	 20 1 1
The Great Invent ion_ NO.15,	 20 1 1

— www.t ianzhuochen.com
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J usty n a Stasiowk a examines the identity and gender hacking work of n o -

madi c arti st  Tar a Tr ansitory.  Using cut-up s,  noise and ritual,  Tr ansitory e x-

p oses the falsehoods of gender norms and rep osit ions the body as a locu s 

o f p ossi bi l i ty that allows for tr ansgression and »queer heterotopias« . 	

R itual,  Noise 
a nd the Cut-up:  The Art of 

Tar a Tr ansitory 
By Justyna Stasiows k a

»Ritual  is  another word that needs a new def ini t ion. . .  Ri tual ,  as I 
use the term, refers to an ar t ist ic process by which people gath-
er and uni fy themselves in order to confront the chal lenges of 
their  existence.« — Anna Halprin

The shivering on your skin gradual ly bui lds l ike a sof t  electr ic 
shock that presses you down to the f loor.  The whole experience 
feels l ike an ear thquake,  with vibrat ions pricking through bone 
into organs.  The af fect ive tonal i ty of  the per formance puts the 
body in a state of  alarm, where l istening turns into sel f-observa-
t ion.  Your perception is  immersed in sensing the material i ty of 
a room f i l led with other bodies,  al l  at tuning to the low frequen-
cies resonat ing with the architecture of  space,  trying to main-
tain equi l ibr ium. You refocus away from the ar t ist  to yoursel f 
and the rest  of  the audience,  real iz ing the depth of  your feel-
ings of  total  connection.

This transcendence comes through dissolving the boundaries 
of  the body and the vibrat ional  disturbance of one's kinesthet ic 
sense of sel f  in a room, or proprioception.  As One Man Na-
t ion,  Tara Transitory*1) creates noise during her per formances to 
of fer out-of-body experiences for her l isteners,  a r i tual  where 
the unity of  body and sel f  dissolves.  Using samples gathered 
through f ield recording and other sounds processed via her 
midi  control ler,  64button monome and contact microphones 
on the tables and f loor,  Tara Transitory catches her body mov-
ing and interact ing with the instruments,  ampli fy ing the process 
of  making sound in the here and now.

Tara Transitory's ar t ist ic praxis enables me to explore the ways 
in which the body creates and receives noise.  I  def ine noise 
here as the unwanted and always-present material i ty of  (mis)
communicat ion.  Tara Transitory explores the body as a s i te of 
noise and disruption,  working to disrupt the false narrat ive of 
unity pervasive in Western concepts of  gender.  Using cut-ups, 
noise,  and r i tual ,  Tara Transitory exposes the falsehoods of gen-
der norms and reposit ions the body as a locus of  possibi l i ty 
that al lows for transgression and what Angela Jones and Baran 
Germen have cal led »queer heterotopias.«

Queer Heterotopias and the Rituals of Self

Morning r i tuals l ike taking pi l ls  and brushing teeth produce the 
t iny noises of  becoming one's own person, or at  least  mould-
ing one's sel f  into a presentable form. Repeti t ion is  a key ele-
ment,  making the process seem ef for t less and automatic.  As Ju-
dith Butler discussed in Gender Trouble,  everyday movements, 
gestures,  act ions,  and ways of  using and present ing one's body 

are framed by gender categories.  But ler also demonstrated 
that gender is  a per formance made of repeat ing gestures and 
movement that are prescribed to male and female genders.

The everyday rout ine of  Tara Transitory's l i fe ,  therefore,  in a 
specif ic socio-pol i t ical  context ,  can seem unnatural  and mar-
ginal ised.  Taking drugs every day changes the meaning of an 
act ion,  whether the drugs are hormonal ,  supplemental ,  medici-
nal ,  or recreat ional .  St i l l ,  the »natural« ,  as most queer theorists 
show, exhibits power only through the framing of social  catego-
ries as transparent ,  creat ing an i l lusion of normalcy.  However, 
whi le this post-structural ist  perspect ive seeks an ant idote to 
the normal isat ion of  cultural  schemes,  i t  does not make clear 
what to do af ter destroying society's i l lusion.  Deconstruct ion-
ist  perspect ives produce a constant grat ing sound coming from 
the fr ict ion between the conceptual  framing of body and the 
material i ty of  f leshly gender per formance.

In other words,  what didn't  make the cut?

Cut-up spaces

As proposed by Brion Gysin and Wil l iam Burroughs in The 
Third Mind, the cut-up method, an early analogue method re-
sembling sampling,  involved ar t ists cutt ing up pieces of  text 
and reassembling the pieces in a new form. This technique, 
used across di f ferent media,  enables ar t ists to create a sel f  out-
side the l imits of  the body.  In Burroughs'  Invis ible Generat ion, 
he describes creat ing a »cut-up« using a tape recorder.  Re-
cording,  cutt ing up the tape,  then reassembling i t  for playback 
al lows the l istener and the ar t ist  to become aware of a spe-
ci f ic socio-cultural  programming that Burroughs presents as a 
method of pol icing the sel f.  However,  remixing and repeti t ion 
also opens spaces to reprogram our selves.  The tape record-
ing cut-up becomes a mult isensory st imulant used to create an 
other sel f  through de- and re-construct ion.  Fur thermore,  the 
body,  working as a membrane, becomes transformed through 
the repeti t ion of  these new sounds;  sound af fects l isteners s i-
multaneously at  the level  of  cognit ion as wel l  as at  the level  of 
the body as a corporeal  l istening apparatus.

Genesis Breyer P-Orridge and Lady Jaye also explored the 
concept of  the body i tsel f  as a cut up medium in their  Pandrog-
eny project . *2) They underwent the process by cutt ing up each 
other's gestures and behaviours through mimesis and cutt ing 
up par ts of  their  bodies by undergoing plast ic surgery in or-
der to create a third being.  The cut up material  that they used 
is DNA, which they refer to as the »f irst  recording.« They used 

Tara Transitory aka One Man Nation,  photo by Mir iam de Saxe.
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tive force comes from invading the body with frequencies and 
vibrat ions,  where one feels the body in constant movement — a 
state of  perpetual  f lux.  I t  becomes the tact ic of  distancing from 
the sel f,  enabl ing the l istener to create di f ferent experiences, 
a heterotopian space of otherness and developing new ri tuals 
for specif ic s i tuat ions.

One Man Nation's per formances end with tradit ional  Isaan 
Molam-style music (»Mo« is  an ar t ist  and »Lam« is a kind of 
per formance ar t  where the ar t ist  tel ls  a story using tonal  inf lec-
t ions) sung by Angkana Khunchai ,  a 1970s pop-music s inger. 
The pop-ish songs are calming and soothing af ter the intense 
experience of Transitory's per formance. The text is  a repeti-
t ion of  the words »calm down«,  a therapeutic ending creat ing 
a sense of l ight from this cathar t ic per formance. Tara Transi-
tory's use of  Molam eases re-entry into one's everyday exist-
ence outside of  the per formance. The harmonies and sof tness 
of  the song contrast  with the harshness of  noise per formance 
as par t  of  r i tual  — from transgressing the everyday and entering 
the l iminal  state that Transitory creates in her per formances to 
better re-enter society.

Tara Transitory's work conjures new ri tuals of  transcend-
ence and distancing one's sel f  from the body.  I  treat the //
gender|o|noise\\ as a hacking of the everyday experience of 
body.  By creat ing a temporary heterotopia,  Tara's work reveals 
the tact ics of  hacking gender,  generat ing a temporary space for 
al ternat ive modes of existence.  She creates f lux in bodies and 
bodies in f lux,  thus af fect ively craf t ing heterotopic spaces,  s i tes 
which are,  as Brian Massumi states:

»[…] an open threshold — a threshold of  potent ial .  You are only 
ever in the present in passing.  I f  you look at  i t  that way you 
don't  have to feel  boxed in by i t ,  no matter what i ts  horrors 
and no matter what ,  rat ional ly,  you expect wi l l  come. You may 
not reach the end of the trai l  but at  least  there's a next step.«*3)

The everyday processes of  becoming onesel f  by repeat ing 
pract ices become r i tuals when per formed in di f ferent contexts . 
This r i tual  is  a process of  creat ing an af fect ,  a space of poten-
t ial i ty that enables the body to reshape and change, much l ike 
Tara Transitory ref i ts  old r i tuals into new skin.  The r i tual  forms 
appl ied to act ions of  the everyday enable us to change their 
meaning and our perceptions,  creat ing a sense of the transi-
tory nature of  one's body.  Sonic r i tuals l ike Tara Transitory's 
are tact ics to develop a sel f-conscious and creat ive approach 
to everyday act iv i t ies and use them, as Anna Halprin says,  to 
confront the chal lenges of  existence.

This text was f irst  publ ished on Sounding Out! ,  a weekly onl ine 
publ icat ion,  networked academic archive,  and dynamic group 
plat form bringing together sound studies scholars,  sound ar t-
ists and professionals ,  and readers interested in the cultural 
pol i t ics of  sound and l istening.  We would l ike to thank the edi-
tors Airek M. Beauchamp and Jennifer Stoever-Ackermann for 
their  kind permission to reprint  this ar t ic le.
— www.soundstudiesblog.com

Justyna Stasiowska is  a PhD student in the Per formance Studies 
Department at  Jagiel lonian Universi ty in Krakow, Poland. She 
is current ly preparing a disser tat ion under the working t i t le : 
»Noise.  Per formativi ty of  Sound Perception«. 
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includes lectures,  workshops and f i lm screenings mixed with 
electronic music.  As posted on Translæctica's Facebook page, 
the goal behind the event is  to present »the idea of a new world 
as one borderless l iv ing space,  with al l  the shi f ts  and trans-
formations and their  irreversible impact on local/original  cul-
tures.«  I t  connects local  and internat ional  ar t ists and act iv ists to 
create an ever-evolving community without borders.

As Tara Transitory's name might suggest ,  she hersel f  is  not 
committed to a nat ional  ident i ty.  Throughout her migratory ex-
perience,  Tara Transitory gathers f ie ld recordings then uses 
narrat ive to transform them. Her s i te-specif ic approach focus-
es on concrete,  s i tuated real i t ies that are entangled in current 
pol i t ical  s i tuat ions,  where fr ict ion arises between the pol icing 
norms in Asian and European societ ies and her own funct ioning 
as a nomadic being in state of  transit ion.  Her per formances are 
r i tuals that blur the restr ict ions that society conveys through 
noise (screams, samples from f ield recording,  the sound of the 
moving body) as an af fect ive force,  creat ing a state of  medita-
t ion and catharsis .  For example,  whi le documenting trans expe-
riences,  she worked with trans women street per formers from 
Ho Chi Minh City in Vietnam.

These women make f ire per formances to »Gangnam Style« , 
moving during the night from one publ ic place to another to 
per form for unsuspecting audiences.  Sampling the street nois-
es and then playing them back during the per formance creates 
a mirror for the audience;  interject ing common noise into a 
common dance song establ ished a specif ic heterotopia,  shi f t-
ing what might be a normal experience into something uncanny 
within the conventions of  street enter tainment.

In her per formances,  Transitory uses noise as an intent ional  ac-
t iv i ty,  suspending communicat ion,  disabl ing the recipient from 
receiving information,  leading to an » immersion in noise«.  This 
immersion is  s imi lar to sensory deprivat ion in that i t  overloads 
the receiver with st imul i ,  suspending communicat ion.  I ts  af fec-

the pronoun »We« even af ter Lady Jaye lef t  her body (passing 
away in 2007),  so the third being is not just  a shared body,  but 
a connection of minds and spir i ts  across the divis ions of  gender 
and body.  Making a cut-up of the body enabled them to create 
an other,  a combined Genesis and Lady Jaye,  the pandrogyne 
sel f,  the We that is  now Genesis and Lady Jaye.  Pandrogyny is , 
in their  project ,  a uni f ied being presented as the double sel f  in 
the negation of gender.  I t  is  a per formance aimed to create a 
space for the connected consciousness,  the third mind within a 
physical  space of the body.

Tara Transitory uses a di f ferent method of »cut-up«,  focusing 
on vibrat ional  exchange among bodies to create communitas 
— or common publ ic — specif ic to r i tual  in order to disenchant 
the geopol i t ical  connection of body and gender.  Tara Transi-
tory's »cut-up« aims to create a body in transit ion,  which con-
nects with other bodies through the ampli f icat ion of  noises the 
body produces.  Her work uses vibrat ion to establ ish commu-
nicat ion across genders,  within a body or between bodies in a 
state of  f lux.

»The last  day before the end of the world.  Somehow I  feel  my 
l i fe has been up t i l l  now very ful f i l l ing and I  real ly cannot think 
of  what more I  want ,  or what I  need to do before the end. My 
only plan is  to take my f irst  pi l l  of  estrogen at 23:59 tonight 
Bangkok t ime, the beginning of the apocalypse of my testos-
terone.« — Tara Transitory,  Ritual .

Original ly from Singapore,  Tara Transitory works as One Man 
Nation,  documenting and developing communit ies in Europe 
and Asia.  Her project Internat ional  //gender|o|noise\\ Under-
ground consists of  mapping and documenting l ives of  trans 
women in Asia and Europe and creat ing per formances using 
noise.  With Mir iam Saxe Drucki-Lubecki ,  she also took par t 
in establ ishing a monthly trans/queer lef t f ie ld music par ty in 
Granada cal led Translæctica.  Translæctica has grown to oth-
er countr ies,  with edit ions in Paris ,  Bangkok and Saigon and 

Tara Transitory aka One Man Nation,  photo by Mir iam de Saxe.

»Tar a Tr ansitory explores the body as  a  s i te  of 
noise and disruption,  working to di s ru pt the 
false narr ative of unity pervasive in  Western

concepts of gender.«
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M u sicia n  a n d  activ ist  C-d r Í k  Fe r m o n t giv e s a n  ov e rv ie w of experimental 

mu sic sce n e s in  a n  a r e a  whe r e ,  u n til  r e ce n tly,  n e two r ks and exch ange b e-

twe e n  sma l l  thr iv in g ye t iso l ate d  sce n e s we r e  n ot v e ry p revalent.  T h rough 

a  sho rt in tro d u ctio n  to  the  histo ry o f e xp e r im e n ta l  mu sic scenes in coun-

tr ie s  l ik e  Chin a ,  Ja pa n ,  Ta iwa n ,  In d o n e sia  a n d  So u th Ko r ea,  t h e aut h or de-

scr ibe s the  be gin n in gs o f a  r hizo matic n e two r k  that pulls away  from a 

We ste r n -o r ie n te d  ga z e . 

P ower Through 
Networking:

Reshaping the Under-
ground Electronic and 

Exp erimental Music Scene s 
in E ast and Southeast Asia 

By C-drík  Fermont

The internet is  a vast ,  perpetual ly growing space.  I t  is  a place 
where users can f ind impressive amounts of  information,  and i t 
should be a place where anyone interested in topics relevant 
to history and ar t  could easi ly f ind answers that provoke fur-
ther interest  and engagement.  Unfor tunately,  regarding music 
at  least  (whether popular or academic),  knowledge sharing st i l l 
of ten goes in one main direct ion:  from the navel-gazing West-
ern world and Japan to the non-Western world,  with a few smal l 
exceptions concerning tradit ional  music.

To put i t  s imply,  knowledge exchange commonly takes place 
between three groups:  the knowledge producers ( in this case 
musicians and composers) ,  intermediaries ( labels ,  magazines, 
organisers and other media) and those who receive and/or use 
that knowledge ( l isteners) .  Obviously and especial ly at  the pre-
sent t ime when musicians and ar t ists tend to be their  own man-
agers,  concer t  organisers and publ ishers,  some take par t  in al l 
three groups at  once.  The producer is  also a l istener and tends 
to receive a cer tain amount of  information that can be seen as 
inf luence,  conscious or not .

In January of  2005, I  lef t  Europe for s ix months to tour across 
various Southeast and East Asian countr ies.  My goal was to 
per form, meet musicians and organisers,  share CDs, buy as 
many records as I  could and bring al l  that back to Europe to 
show al l  my European »detractors« that ,  yes,  there are experi-
mental  and electronic music ar t ists in Asia,  too.  Throughout the 
tour,  I  not iced that there was an enormous lack of  networks be-
tween the local  countr ies.  This was one of the facts that pushed 
me to publ ish a f irst  global  compilat ion (Beyond ignorance and 
borders,  Syrphe, March 2007) to include various musicians 
from Asia (and Afr ica).  I t  a lso motivated me to go back sev-
eral  t imes to explore more of that par t  of  the world,  bui ld net-
works,  col laborate,  create a database for ar t ists ,  labels ,  maga-
zines and venues,  and to dedicate most of  my label 's  work to 
Asian and Afr ican al ternat ive electronic music and sound ar t .

Back then,  I  remember some Chinese ar t ists wondering what 
I  had done in Vietnam and tel l ing me they were surprised to 
hear that there were noise musicians in Hanoi ,  or Singaporean 
musicians laughing at  me when I  asked them for info about the 
Indonesian experimental  music scene — they had never heard 
about such thing.  Many of those ar t ists and organisers would 
refer to Japanese,  North American,  Western European and, to 
a lesser extent ,  Austral ian musicians,  and had no or few con-
nect ions with their  neighbours.  The si tuat ion was simi lar hal f  a 
century earl ier,  even though a handful  of  composers and musi-

cians have had the wi l l  or the opportunity to travel  from abroad 
to Asia and vice versa.

Ever s ince the 1950s and 1960s, most ,  i f  not al l ,  East Asian 
electronic and experimental  music composers have primari ly 
been inf luenced by the European or American schools due to 
the fact that electr ic ,  synthet ic,  electronic,  experimental  and 
tape music was f irst  developed and establ ished in countr ies 
such as the Soviet  Union (which unfor tunately remained isolat-
ed for a long period),  Germany,  the USA, etc.  The f irst  forma-
t ive electronic music and musique concrète studios that arose 
af ter the Second World War were in France,  I ta ly,  Germany and 
the USA. Post-war avant-garde composers began to present 
their  works and new ways of  composing around the world,  and 
as a consequence, some Asian composers who showed inter-
est  in electronic,  tape music and musique concrète got the op-
portunity to study in various Western schools or to gather in-
formation from Western sources;  for example,  the publ icat ion 
Technische Hausmittei lungen des NWDR — Sonderhef t  über 
elektronische Musik (Technical  Proceedings of  the NWDR — 
Special  Issue on Electronic Music) from 1954 was translated 
into Japanese by a group of technical  engineers from Japan's 
publ ic broadcast ing service NHK .

Studying in foreign countr ies was surely not a novelty.  For hun-
dreds of  years,  ar t ists travel led abroad to improve their  ski l ls 
and study new techniques:  Japanese ar t ists have studied in for-
eign countr ies s ince at  least  the 8th Century,  when painters, 
craf tsmen and sculptors working for the imperial  cour t  trav-
el led to China to study the advanced styles of  the Tang civi-
l isat ion.  Colonisat ion af fected not only the colonised ci t izens 
but also the colonisers'  cultures (see Debussy's use of  the os-
t inato and the pedal in composit ions inspired by the Javanese 
gamelan,  for example).

Post-war Japan recovered much more quickly than any oth-
er East Asian country,  and some original  musical  concepts 
sprouted a few years af ter the Japanese Instrument of  Surren-
der was s igned: in 1948, Japanese composer To- ru Takemitsu 
conceived a music in which he could use technology to »bring 
noise into tempered musical  tones«,  and in 1949, another Jap-
anese composer,  Minao Shibata,  wrote that »someday,  in the 
near future,  a musical  instrument with very high per formance 
wi l l  be developed, in which advanced science,  technology and 
industr ial  power are highly ut i l ised.  We wil l  be able to synthe-
sise any kind of sound waves with the instrument.«

Adeo- at  Ki l l  The Si lence Fest ival ,  Hong Kong 2014, photo by C-drík Fermont.
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he had the opportunity to study brief ly with Pierre Schaef fer at 
the GRM. Sjukur had also already experimented with tapes in 
1963 in Indonesia with the composit ion »Lat igrak«.

In 1960, Taiwanese composer Lin Ehr began to study com-
puter music at  the Universi ty of  I l l inois in Urbana-Champaign 
with guidance from the father of  computer music,  Lejaren Hil l-
er.  In 1968, he composed »Computer Sonata«.  He and Lee Tai 
Hsiang remained two of the very few Taiwanese composers to 
create such music in these early t imes,  yet he himself  remained 
more famous for his pop and classical  music composit ions.

Through the 1950s and 1960s, very few connections between 
East Asian countr ies had been made, but the late 1960s and 
early 1970s saw a watershed of change. In 1969 South Korean 
ar t ist  Seok Hee Kang, who had studied in Berl in ,  founded the 
Pan Music Fest ival ,  where he and Byeong Ki Hwang per formed 
a piece for daekum and tape.  Four years later,  in 1973, the 
Asian Composers League (ACL) was founded in Hong Kong 
with the aim of fostering contemporary music that incorporat-
ed both Western and Asian Pacif ic instruments and inf luences 
through conferences and fest ivals .  I t  a lso promoted mutual  ex-
change between these countr ies.

Fol lowing i ts  f i rst  meeting in Hong Kong, almost yearly meet-
ings took place in various Asian capitals and expanded to oth-
er countr ies such as Singapore,  Indonesia,  Vietnam and even 
Israel .

»While its  earlier 
network was 

pyr amidal and West-
ern-centric,  East Asia is 

slowly adopting a 
rhizomatic network 

not only focused on 
the West but conscious 

of its  own realit ies , 
identit ies  and future 

p ossibil it ies . «

But the league, as most conservatories and electronic music 
centres were and are st i l l  today,  was an essent ial ly closed cir-
cle.  I t  was of ten related to the middle and upper classes,  which 
above al l  tend to exclude so-cal led popular music and popu-
lar approaches to experimental  music.  The gap between the 
academic and non-academic world in Asia and anywhere else 

on Ear th remains,  even though there are some attempts to im-
prove the si tuat ion.

Taiwanese composer Dajuin Yao stated in a 2003 interview 
that »serious music is  no longer monopol ised by the academy, 
as i t  cer tainly was several  decades ago«.  Indeed, a few ini t ia-
t ives tend to f i l l  the gap, such as what the private school Dom-
Dom did in Hanoi in i ts  past act iv i t ies.  The school taught meth-
ods of  improvised and experimental  music to students,  whether 
they came from an academic background or not ,  and organised 
concer ts and workshops to spread knowledge. The aforemen-
t ioned Dajuin Yao moved to the mainland and co-founded the 
Chinese Computer Music Associat ion (CCMA), which spon-
sored the 1999 Internat ional  Computer Music Conference in 
Bei j ing,  in 1999. He is current ly a professor in sound ar t  and 
the director of  Open Media Lab at the China Academy of Ar t 
in Hangzhou.

Due to various factors such as the expanding mai l  ar t  and tape 
trading networks and the slow democrat isat ion of  the is land 
from 1986 on, including the f irst  direct president ial  elect ion 
in the history of  the is land in 1996, Taiwan saw the bir th of  a 
radical  experimental  music scene in the early 1990s. This wave 
was led by ar t ists such as noise and industr ial  band Zero & 
Sound Liberat ion Organizat ion (零與聲音解放組織)  in 1992 
and experimental  punk band Loh Tsui  Kweh Commune (濁水
溪公社)  in the same creat ive period,  and was fol lowed in 1993 
by Taiwan's f irst  industr ial  and noise music label ,  Noise,  which 
publ ished numerous cassettes and other media by Japanese 
and Western ar t ists .  The country's f irst  noise and experimental 
per formance fest ivals ,  Broken Li fe Fest ival  and Post-Industr ial 
Ar ts Fest ival ,  took place in 1994 and 1995, respect ively,  and 
included various Taiwanese ar t ists (Z.S.L.O.,  L.T.K.  Commune), 
Japanese noise ar t ists (Ki l ler Bug ,  C.C.C.C.,  etc) and Euro-
pean ar t ists (Swiss noise per formers Schimpfluch-Gruppe and 
Brit ish power electronics per former Con-Dom).

Smal l  underground connections also arose:  in 1994, the Cana-
dian label  Somnus released a compilat ion cal led Eternal  Blue 
Extreme: An Asian Tribute to Derek Jarman that included ar t-
ists from Japan (Merzbow, C.C.C.C.,  Otomo Yoshihide,  Aube), 
Hong Kong (Juno, PNF, I .666) and Taiwan (Z.S.L.O.) .  In 1998, 
US label  Auscultare Research publ ished a compilat ion curated 
by Randy H.Y. Yau that featured noise ar t ists from Hong Kong 
(PNF),  Taiwan (Ching Shen Ching, Z.S.L.O.) and Japan (Gov-
ernment Alpha MSBR, Kazumoto Endo, etc.) .

Unfor tunately,  the enthusiasm diminished relat ively quickly.  Few 
ar t ists remained act ive af ter the mid-1990s, and the Taiwanese 
scene only re-emerged later,  in the early 2000s, once the Chi-
nese DIY scene had expanded and spread into neighbouring 
countr ies.  Indeed, even though the f irst  electro-acoust ic music 
concer t  in China took place in 1984 at the Central  Conserva-
tory of  Music in Bei j ing fol lowing an ini t iat ive by Zha- ng Xi ǎofu-, 
Zhu-  Shì-ruì ,  Tán Dùn, Chén Yí ,  Zho- u Lóng and Chén Yuǎ n Lín 
(who founded the f irst  studio at  the Central  Conservatory of 
Music in Bei j ing in 1986 af ter studying at  the State Universi ty 
of  New York),  an independent experimental  music scene didn't 
emerge unt i l  1999. This emergence happened par t ly thanks to 

ber t  Eimert and Karlheinz Stockhausen.  Fol lowing his vis i t ,  he 
and Toshiro- Mayuzumi guided the NHK to bui ld the f irst  Japa-
nese electronic music studio.  Korean-born Nam June Paik also 
vis i ted the NWDR studio,  where he met the composers Stock-
hausen and John Cage as wel l  as various conceptual  ar t ists l ike 
Joseph Beuys.  This inspired him to compose experimental  mu-
sic,  including the piece »Hommage À John Cage«,  as early as 
1958—59. In 1962, he also became a member of  Fluxus.

Meanwhile,  Fi l ipino composer and musicologist  José Maceda, 
who had studied in Mani la and Paris before the war and in the 
USA af terwards,  worked with the Group de recherches musi-
cales (GRM) in Paris in 1958. In spite of  his knowledge of West-
ern classical  music,  Maceda took an original  direct ion.  While 
he was inspired by French musique concrète,  he also remained 
inf luenced by folk music and developed a par t icular approach 
in contemporary music with composit ions such as »Ugma-ug-
ma — Structures« (1963),  which mixed various tradit ional  mu-
sic instruments from Southeast and East Asia,  »Cassettes 100« 
(1971) for 100 tape recorders and »Ugnayan — Atmospheres« 
(1974) for 20 radio stat ions broadcast ing pre-recorded tapes.

Another ar t ist  worth mentioning is Indonesian composer 
Slamet Abdul Sjukur,  who received a scholarship that al lowed 
him to go to France,  where he studied at  the École Normale de 
Musique de Paris (1962—67) with Olivier Messiaen.  In 1968, 

I t  should be noted that post-war Japan was an exception:  whi le 
al l  countr ies occupied by Japanese forces and most of  those 
occupied by European countr ies and the US were quickly freed 
af ter the war and of ten turned to nat ional ism and/or various 
forms of dictatorships,  Japan continued to be occupied by the 
USA and inf luenced by i ts  mi l i tary,  pol i t ical ,  economic and so-
cial  reforms from 1945 unt i l  1952. In other words,  the USA 
made a par t ly successful  attempt to transplant i ts  culture onto 
a very tradit ional  and conservat ive country,  and had a bigger 
inf luence on Japan than on any other neighbouring country.

Radical  pol i t ical  and cultural  movements emerged on the archi-
pelago, among them the Nihon Avangyarudo Bi jutsuka Kurabu 
(Japan Avant-Garde Art ists Club,  日本アヴァンギャルド美術
家クラブ) ,  founded in 1947 by Shu- zo- Takiguchi and J iro- Yoshi-
hara.  Yoshihara also co-founded Gutai  Bi jutsu Kyokai  (Art As-
sociat ion of  Gutai ,  具体美術巨魁) ,  a mult imedia per formance 
and theatr ical  ar t  group, in 1954, and meanwhile,  J ikken Ko- bo- 
(実験工房 ,  Experimental  Workshop),  a group of mixed-media 
projects and per forming ar ts ar t ists coming from various back-
grounds (audio,  v isual  ar t ,  poetry,  etc.)  saw the l ight in 195 1. 
Unsurpris ingly,  To- ru Takemitsu took par t  in i t .

In 1955, composer Makoto Moroi vis i ted the electronic music 
studio of  the Nordwestdeutscher Rundfunk (NWDR) in Co-
logne, West Germany and met electronic music pioneers Her-

c2o Library,  Surabaya,  Indonesia 2014, photo by C-drík Fermont.
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in many countr ies,  a few low-cost air l ines are covering a major 
por t ion of  East Asia.

Cultural  and l inguist ic connections also play a role in this net-
work development.  Because some countr ies share common or 
s imi lar languages,  relat ionships between ar t ists and organis-
ers develop more quickly and easi ly :  Malaysia,  Singapore and 
Indonesia share a lot  of  l inguist ic s imi lar i t ies.  Malaysia,  Singa-
pore,  China,  Taiwan, Hong Kong and Macau also share s imi-
lar languages (above al l  Mandarin,  but also some others l ike 
Cantonese and Hokkien,  in various proport ions and regions).

I t  isn' t  only informal networks that exist  today in Eastern Asia: 
some perennial  internat ional  groups of  ar t ists are current ly 
bui lding important bridges,  among them the improvised music 
group FEN (Far East Network),  which was born thanks to Oto-
mo Yoshihide (Japan),  Ryu Hanki l  (South Korea),  Yan Jun (Chi-
na) and Yuen Chee Wai (Singapore).  As they have described, 
»While FEN is a improvisat ional  music group i t  is  at  the same 
t ime an idea or concept which hopes to maintain unique aes-
thet ics and sustainable relat ionships in diverse Asian cultures. 
FEN's act iv i t ies explore aesthet ic possibi l i t ies in new forms of 
music which are di f ferent from the Western world.« 

A second group, the Asian Meeting Network,  was created by 
Otomo Yoshihide,  Yuen Chee Wai and DJ Sni f f  (Japanese and 
l iv ing in Hong Kong),  and is divided into three sect ions:  the 
Asian Meeting Network i tsel f  and i ts  Asian Meeting Fest ival ; 
the Ensembles Asia Orchestra;  and the Asian Sound Research 
(ASR).  The f irst  Asian Meeting Fest ival  that took place in 2015 
included the fol lowing ar t ists :  DJ Sni f f  (Hong Kong & Japan), 
Bin Idris (Bandung, Indonesia) ,  To Die (Yogyakar ta,  Indone-
sia) ,  Iman Jimbot (Bandung, Indonesia) ,  Kok Siew Wai (Kuala 
Lumpur,  Malaysia) ,  Lesl ie Low (Singapore),  Yuen Chee Wai 
(Singapore),  Yui-Saowakhon Muangkruan (Bangkok),  Nguyê~n 
Hong Giang (Ho Chi Minh,  Vietnam),  Lu’o’ng Huê. Trinh (Hanoi , 
Vietnam),  Sachiko M (Tokyo, Japan),  Yonago Tadashi  (Osa-
ka,  Japan),  Yamamoto Tatsuhisa (Tokyo),  Sato Kimiya (Tokyo), 
Kawai Shinobu (Tokyo),  Fumitake Tamura (Tokyo),  KΣ ITO (To-
kyo),  Watanabe Ai (Tokyo),  Ono Ryoko (Nagoya,  Japan) and 
Otomo Yoshihide (Tokyo).

Ensembles Asia Orchestra is  a project launched in 2014 and 
directed by Otomo Yoshihide and Arima Keiko with the mis-

sound ar t ist  and concer t  organiser Yan Jun,  who publ ished on 
his label  Sub Jam, as wel l  as to DIY pioneers Wang Fan,  Pan-
dwa Twin and Ronez,  to mention a few.

In the mid- to late 2000s, musicians from major mainland ci t-
ies had developed a real  network for electronic musicians play-
ing electro-acoust ic,  noise,  breakcore or electronica.  Concer ts 
would take place in major centers such as Bei j ing,  Shanghai 
and Guangzhou, but also in Guil in and Changsha,  for exam-
ple.  Musicians from South Korea,  Japan, Hong Kong, Austral ia , 
Belgium, Canada and other countr ies star ted to tour China. 
Japanese,  Taiwanese,  Hongkongese and other foreign ar t ists 
were publ ished on Chinese labels such as Sub Jam, Doufu Re-
cords,  Shasha Records and Shànshu. Some print  and onl ine 
press dedicated to underground music began to regularly pub-
l ish news and reports about electronic,  noise and experimen-
tal  music.  Examples include »Rock in China«,  a database and 
news plat form focusing on underground music in China since 
2004; Gothic Age, a magazine publ ishing ar t ic les and inter-
views about the dark ambient ,  industr ial  and gothic scenes;  and 
more recently,  White Fungus,  a New Zealand magazine pub-
l ished in Taiwan.

Now, in 2015, a decade later,  the whole landscape has dras-
t ical ly evolved. I t  has i ts  ups and downs,  of  course,  but nev-
er theless const i tutes a very impressive change, thanks to the 
fol lowing factors:  the increased interconnectedness between 
knowledge producers and intermediaries;  the expansion of the 
internet ;  pol i t ical  changes such as the rapprochement between 
Taiwan and China;  the semi-democrat isat ion of  Myanmar (Bur-
ma),  which shares some simi lar i t ies with the end of the Orde 
Baru (the Indonesian New Order) in 1998. From that point 
on,  as censorship drast ical ly decreased, ar t ists could express 
themselves more freely and radical  ar t  forms openly appeared. 
The advent of  personal computers and other increasingly af-
fordable technologies such as tablets ,  smartphones,  free sof t-
ware,  and digital  recorders as wel l  as the vast  possibi l i t ies to 
bui ld DIY synthesisers and ef fects has led to creat ive music 
composit ion by talented young ar t ists in most South and East 
Asian countr ies.

We must also take into account the fact that travel l ing is  cheap-
er and more convenient for the middle class today than ever : 
besides the train and bus networks that have been modernised 

While i ts  earl ier network was pyramidal  and Western-centr ic, 
East Asia is  s lowly adopting a rhizomatic network not only fo-
cused on the West but conscious of  i ts  own real i t ies,  ident i t ies 
and future possibi l i t ies.  Much is in store for the future of  elec-
tronic music and sound ar t  in Asia.

Born in Zaire (now Democrat ic Republ ic of  Kongo) and cur-
rent ly based in Berl in ,  C-drík Fermont is  a musician,  act iv ist , 
curator,  DJ and author.  He runs the label  Syrphe with a special 
focus on publ ishing contemporary electronic and noise music 
from Asia and Afr ica.  Together with sociologist  Dimitr i  del-
la Fai l le ,  he is  current ly working on the publ icat ion Not Your 
World Music:  Noise in South East Asia,  a book and CD about 
noise music in Southeast Asia in al l  i ts  aspects,  covering top-
ics from ar t ,  pol i t ics and history to ident i ty,  gender and glob-
al  capital ism. He is also co-curat ing Pekak! Indonesian Noise 
1995—20 1 5: 20 Years Of Experimental  Music From Indonesia, 
an audio DVD soon to be released that comprises almost nine 
hours of  noise,  electronic and experimental  music by 123 Indo-
nesian ar t ists .  — www.syrphe.com 

sion of creat ing a free-form orchestra that engages with non-
professional  musicians.  The project is  organised by the Japan 
Foundation Asia Center with musician Otomo Yoshihide as ar-
t ist ic director.  Ensembles Asia Orchestra aims to uncover new 
and unprecedented ways of  making music and connecting with 
people by sharing the joy of  music and fostering communica-
t ion with people from elsewhere in Asia.

Asian Sounds Research is  led by Japanese sound ar t ist  
Sachiko M and also organised by the Japan Foundation Asia 
Centre.  I t  is  a research project that focuses on the sound of 
the ASEAN region.

Other fest ivals ,  experimental  music events and organisat ions 
connect Australasian countr ies and incorporate ar t ists from 
the rest  of  the world:  2pi Fest ival  in Hangzhou, China;  Lack-
ing Sound Fest ival ,  a monthly experimental  music event in Ta-
pei ,  Taiwan; Mini  Midi  Fest ival  in Bei j ing,  China;  Hanoi Sound 
Stuf f  and Experimen.TET in Hanoi ,  Vietnam; the temporary ar t 
space 7000 Padauk in Yangon, Myanmar ;  Switch On Mini  Fes-
t ival  in Kuala Lumpur,  Malaysia;  WSK in Mani la,  the Phi l ippines; 
CHOPPA Experimental  Music Fest ival  in Singapore;  EESE 
(sound ar t  Electronic South East)  in Thai land; and many more 
in Indonesia:  Jakar ta Noise Fest ;  Melawan Kebisingan Kota in 
Surabaya;  Jogja Noise Bombing Fest ival ;  Ki l l  the Si lence Fest i-
val  in Hong Kong and Macau, etc.

erDao & Zen Lu at  191 Space, Guangzhou, China 2014, photo by C-drík Fermont.
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Hatsune Miku (whose name means »f irst  sound of the future« in 
Japanese) is  a vir tual  idol .  She is  the third and most successful 
in a series of  animated pop stars developed using the Yamaha 
Vocaloid engine.  She was launched in 2007 by Crypton Fu-
ture Media under a creat ive commons l icense and subsequent-
ly adopted by a vast  community of  onl ine users.  Miku has s ince 
become a kind of mirror,  reveal ing to each new user their  own 
desires.  »She is the product of  what (Walter) Benjamin cal led 
›phantasmagoria‹  and › the desire of  the masses‹« ,  wri tes media 
professor and Hatsune Miku exper t  Mitsuhiro Takemura.  Si-
multaneously,  she is  an adver t is ing gimmick,  an ent i ty without 
any original  form. 

This is  not the f irst  v ir tual  idol  to have ever been created,  but 
none has enjoyed as much success or attent ion as Hatsune 
Miku.  In 1996, a talent agency in Japan cal led HoriPro pro-
duced Date Kyoko (DK-96).  Combining the best computer 
graphics technology avai lable at  the t ime with the voice of  an 
unnamed ar t ist ,  they created a character with cropped hair  and 
a crop top and cast her in music videos.  While the dist inct ly 
1990s aesthet ics of  the creat ion would appeal to today's ob-
session with retro,  only a handful  of  fan s i tes st i l l  contain traces 
of  Kyoko. In 1999, French ar t ists Phi l ippe Parreno and Pierre 

Hughe bought the copyright to a Japanese manga character 
and made her into an open-source character named Ann Lee. 
Yet i f  v ir tual  ent i t ies aim to supersede the l i fespan of a real- l i fe 
idol ,  no attempt has come near to achieving this .  Even Miku's 
populari ty has waned in Japan in recent years,  despite the fact 
that she has achieved a great deal  of  autonomy for a character 
that was created as a Vocaloid ad.

Vocaloids were ini t ia l ly developed to el iminate the need for 
backup singers in recording sessions,  thus cutt ing t ime and 
costs for the ar t ist  or label .  Due to increasing numbers of 
home-studio producers,  the rat io of  s inger to producer was 
also becoming problematic.  The Vocaloid was seen as a long-
overdue development in electronic music synthesis ,  as almost 
every other known instrument had already been synthesised 
decades ago. Drum machines and synthesizers had become in-
tegral  to the music production process,  and whi le vocal  ef fects 
such as the vocoder or i ts  predecessor (the »Voder« from Bel l 
Labs) did exist ,  there had never been much success in making 
an instrument out of  the voice.  The Vocaloid,  which gave pro-
ducers total  control  over melody,  t imbre and even emotion,  was 
the closest anyone had come, but i t  was never conceived of as 
a center-stage product .

S in ce her  2007 l aunch in Japan,  virtual p op idol Hatsune Miku has beco m e 

the u lti mate p op star,  developed from a vocal synthesizer product into  a 

global ly  adored and coll abor atively constructed cyber celebrity with 

a growi n g  user community,  countless stadium performances as a virtu -

al 3D projection,  endless user-gener ated online videos,  merchandise a n d 

mo re than 1 00 000 songs released worldwide.  Fascinated by the new re a l i-

t ies  o f 21 st  century stardom,  conceptual artist  Mari  Matsutoya init iated the 

p e rfor man ce project »St ill  Be Here« .  The coll abor ation with L aurel Ha lo,  

Darren Johnston,  L aTurbo Avedon and Martin Sul zer explores Miku’s  tr a -

j ectory  wi thin the context of the Japanese p op music industry and op e n -

sou rce communities ,  and investigates questions of commodif ication a n d 

normati v e social et iquette. 

The F irst  Sound 
of the Future 

By Mari  Matsutoya

Hatsune Miku — »St i l l  Be Here«,  image by LaTurbo Avedon / Crypton Future Media,  Inc.  2007.

Recorded human voices form the base material  for the Voca-
loid.  These recordings are then dissected and strung back to-
gether in the synthesis engine according to an operator's com-
mands.  Early tr ia ls ut i l ised the voice of  a professional  s inger, 
and in the case of Hatsune Miku,  a vocal  actress named Saki 
Fuj i ta was chosen specif ical ly for the »Lol i ta-l ike« qual i ty of  her 
voice.  The voices of  wel l-known J-pop singers have also been 
recorded, packaged and sold:  Gackt ,  a popular Japanese mu-
sician,  became the Vocaloid »Gackupoid« and Meg's voice 
became »Megupoid«.  With the advent of  this new technology, 
unique voices once housed in the bodi ly architecture of  stars 
suddenly grew legs and walked free into the market .

The Japanese pop industry is  centred on del ivering the utmost 
dream to fans,  namely the i l lusion of an attainable fantasy.  As 
such,  the industry has always cashed in on the pop idol who is 
never quite per fect ,  and whose imper fact ions which make her/
him al l  the more desirable.  In order to avoid shattering the i l-
lusion of attainabi l i ty,  a l l  precautions must be str ict ly fol lowed. 
This comes at  a price for real- l i fe enter tainers,  whose discipl ine 
and endurance is tested throughout their  careers.  For instance, 
pop idols s ign a contract promising never to engage in a real-
l i fe relat ionship so as to perpetuate the image that an encoun-

ter or even a date could one day be possible for the fan.  I t  is 
interest ing to note that s ince the advent of  the »per fect« pop 
star,  imper fect ions have been projected onto her rather than 
being inherent . 

The Japanese government has been export ing »cool« to a glob-
al  audience with ini t iat ives l ike »Cool Japan« for over 15 years. 
Japan, and i ts  enter tainment industry especial ly,  has become 
a loud, garish adver t isement,  a sel f-aware image-making ma-
chine ever-conscious of  how i t  is  seen by other countr ies.  As 
Takemura states,  » i t  is  s imply the Japanese nat ion's narcissism«. 
The country has been very successful  at  winning fascinat ion 
from al l  over the world with i ts  sof t  power,  and the world con-
t inues to be enter tained. However,  Takemura is  keen to sepa-
rate the Japanese government's ini t iat ive and the phenomenon 
of Hatsune Miku.  In the end, both Cool Japan and Miku are 
capital ist  ventures and market ing tools ,  only the former is  en-
dorsed by a nat ion's sel f- importance,  and the latter by the act 
of  sel f- ini t iated sharing. 

According to Hiroyuki  I to,  the head of Crypton and the crea-
tor of  Hatsune Miku,  Miku's early populari ty coincided with 
a spike in user-generated content and plat forms l ike YouTube 
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and Niconicodouga in Japan. Fi led under the Creat ive Com-
mons License,  cer tain aspects of  Miku's physical  character-
ist ics — teal-coloured hair,  158 cm tal l ,  42kg, 16 years old — 
cannot be changed, but her personal i ty and voice have been 
del iberately lef t  open for the publ ic to interpret and use as they 
please,  as long as they credit  her original  creator.

User-generated sof tware such as MikuMikuDance owes i tsel f  to 
this principle,  too.  Users can choose from a vast  pool of  models 
(also user-generated) and make the models move, again using 
user-generated movement f i les.  The character l icensing specif-
ical ly forbids any usage that might harm the character's image, 
but this has not stopped users from f looding the internet with 
sexual  or violent scenes involving Miku anyway.  For example, 
MikuMikuDance and MikuMikuMove gave r ise to the persis-
tent need to l i f t  Miku's skir t ,  leading to thousands of  attempts 
documented in YouTube cl ips.  I f  the sur face of Miku's body is 
a metaphor for col lect ive publ ic desire,  could i t  be that we f ind 
the dark web under the layers of  her skir t? Crypton does not 
target expl ici t  content for removal — there is  s imply too much. 
But ,  more cynical ly perhaps,  i t 's  also just  good publ ici ty. 

Miku's l icensing was also implemented to accommodate an al-
ready exist ing structure,  the Douj in circle,  where »secondary 
derivat ives« of  original  and more widely circulated animation 
characters (such as Doraemon or Sai lor Moon) are exchanged 
and sold in the form of manga comics,  i l lustrat ions or other 

worth not ing that the use of  the personal pronoun, ie .  » I« ,  »you«, 
»he/she« etc,  is  frequently omitted in everyday spoken Japanese 
language.) Social  psychologist  Geert Hofstede def ines individ-
ual ism as »a society in which the t ies between individuals are 
loose:  everyone is expected to look af ter himself  or hersel f  and 
his or her immediate family only« (Hofstede, 1994: 261) and 
col lect iv ism as »a society in which people from bir th onwards 
are integrated into strong cohesive ingroups,  which through-
out people's l i fet ime continue to protect them in exchange for 
unquest ioning loyalty« (Hofstede, 1994: 260).  I f  we replace 
the notion of sel f  with the voice,  the lyr ics created by Miku's 
users show these tendencies l i teral ly and metaphorical ly.  »As 
usual ,  you're hated,  pushed away when you haven't  done any-
thing.  Even though you tr ied,  the reason is ›vague‹ and you're 
both confused and sad.  So,  you should use my voice — some 
people say i t 's  incomprehensible and dissonant ,  an unattrac-
t ive voice,  but I 'm sure i t  wi l l  be of  use to you so please let  me 
sing with your own, your very own words.«  ( from Odds&Ends/
ryo).  One must not forget that Hatsune Miku derives from the 
Otaku community,  a subculture of ten (but not always) associ-
ated with social  infer iori ty.  The term def ines people with ob-
sessive interests ,  commonly huge anime and manga fans,  who 
of ten seek empowerment through channels such as Cosplay 
(costume play).

According to Tomonori  Shiba,  music writer and author of  »How 
Hatsune Miku Changed the World«,  the wave of creat iv i ty tr ig-

merchandise at  fa irs .  Companies looking to use the character 
for commercial  purposes are required to contact Crypton Fu-
ture Media and ask permission f irst ,  taking into account that 
she is  already associated with various businesses and that the 
concepts and ideologies of  the new companies might clash.

How does the »St i l l  Be Here« project ,  presented at  CTM Fes-
t ival  in 201 6, f i t  into al l  of  this? Staged per formances l ike this 
one take place in a gray zone between utopian,  col lect ive vis ion 
and capital ism. I t 's  not as direct as sel l ing T-shir ts and mugs 
emblazoned with the character's image, nor is  i t  as benign as 
superimposing Miku's image onto the family Christmas card. 
Audiences must come to terms with Miku as both a market ing 
tool and a medium for emotional  information and experience. 

In comparison to the Vocaloid idol 's  massive success in Japan, 
Miku's reception in the West has seemed sl ight ly more skepti-
cal  and amused. Could the Japanese readiness to accept an-
other's voice as a vehicle for one's own l ie in a tendency to 
negate the sel f  — and therefore the voice — in favour of  the 
community? In turn is  the West 's lack of  convict ion a result  of 
an emphasis on the »sel f«  and the voice? Social  concepts of  the 
»sel f«  vary drast ical ly between the two cultures. 

I t  could be said that i f  the production of a Western »sel f«  is  con-
structed through di f ferent iat ion to the »other« ,  then the Japa-
nese »sel f«  construct ion is  through ident i f icat ion.  ( I t  is  maybe 

gered by the phenomenon of the vir tual  idol  is  comparable to 
a »third wave of the summer of love«.  The f irst  wave was Wood-
stock in the 1960s, the second was the rave scene of the 1980s, 
and his claim is that the utopian ideals and infect ious euphoria 
surrounding Hatsune Miku in onl ine communit ies const i tutes 
the third wave.  I f  this were true,  the ef fects in Japan were rela-
t ively shor t- l ived,  and even the vir tual  idol  was chewed up and 
spat out by the ruthless pop-production machine.  However,  I 
am incl ined to agree that even i f  i t  is  not the music i tsel f  that 
brings these users together,  that unity is  generated through a 
communal sense of being at  the cusp of something revolut ion-
ary,  be i t  free love,  drugs or free creat ion;  a concept of  sharing 
which is  inherent to musical  experience.  Perhaps Hatsune Miku 
could be seen as a metaphor for a long-lost  voice in Japan f ind-
ing a global stage;  a vehicle for shared experience.  The fever 
has caught on outside of  Japan, but i t  is  excit ing to see how she 
wi l l  develop now, not just  in terms of locat ion but also between 
genres,  cultures and discipl ines.

Mari  Matsutoya is  a Berl in-based ar t ist  original ly from Tokyo. 
Her work focuses on language as a mirror to real i ty and as a 
medium that s i ts  on the fence between the visual  and the sonic.
— www.marimatsutoya.com

» If  the  surface of Miku's  body is  compar able to 
v is ibl e  and pub lic collective desire ,  could it  be 

that w e f ind t he dark web beyond the l ayers
of her s kirt ?«

Hatsune Miku — »St i l l  Be Here«,  image by LaTurbo Avedon / Crypton Future Media,  Inc.  2007.
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Akihiko Taniguchi produces instal lat ions,  per formances,  and 
video work using sel f-bui l t  devices and sof tware.  His pract ice 
is  concerned with invest igat ing the increasingly quotidian and 
boundless roles of  technology and the internet in our l ives,  a fo-
cus that both Holly Herndon and her frequent col laborator Mat 
Dryhurst  also both share.  In his original  series manipulat ing 
»everyday images« of  domest ic interiors in »parents'  homes«, 
2D photographic images of  laundry room shelves,  bathroom 
sinks,  and other nooks and crannies are processed by a 3D 
scanner and conver ted into haphazard,  fouled-up renderings. 
Dryhurst  and Herndon f irst  reached out to Taniguchi in 2013 
to learn about a system he'd developed for l ive 3D visuals ( i t 's 
this system that creates Herndon's characterist ic depict ions 
of  sashimi ,  bandaids,  cough drops and sponges f loat ing and 
rotat ing in space).  Shor t ly thereaf ter,  Taniguchi col laborated 
with Herndon and Dryhurst  on the music video for »Chorus«, 
the centrepiece of Herndon's acclaimed 2015 album Platform. 
Both »Chorus« and the duo's recent l ive per formances,  includ-
ing a concer t  organised by CTM in November at  Berl in's Haus 
der Kulturen der Welt ,  combine the capabi l i t ies of  Akihiko's 
3DVJ program and a cooperat ive version of his »everyday im-
ages«,  this t ime of computer-centred home desk spaces.  Four 

hundred people,  most ly located in Tokyo, responded to an open 
cal l  for photo submissions.  The devices stand as dormant gate-
ways amidst clutter and chaos,  both incorporated and incor-
porat ing.  These por trai ts infer that the mere sight of  a device 
has the power to provoke disassociat ion and mental  hust le, 
and the ef for t  at  translat ion speaks as loudly as the original 
photographic information i tsel f.  Most notable is  the dispari ty 
between ideal  and abi l i ty ;  the 2D version leaves informational 
black holes that the 3D sof tware then f i l ls  in with i ts  own crypt ic 
imaginat ion.  In an attempt to augment or complete the origi-
nals ,  the program warps and mangles them unt i l  they look l ike 
f lakes of  ash lef t  to hover in the cosmos.

As much as these images are famil iar and l ikeable,  they also 
inst i l  a sense of discomfor t :  who is documenting or survei l l ing, 
and how? NSA revelat ions suggest that as devices are drawn 
more int imately into our l ives,  welcomed into our most private 
and exposed spaces,  we make ourselves more vulnerable.  Aki-
hito,  Herndon, and Dryhurst  hold this shining,  double-edged 
sword in the l imel ight .  — www.okikata.org.

T he data r ealm is  a  seductive and self-expanding membr ane.  Technolo gi-

cal dev i ces are both symbolic and l iter al p oints of entry into the new ge -

o g r aphi es that comprise the virtual environment.  The use of computers o r 

smartpho n es triggers a cognitive tr ansit ion into an engrossed,  physica l ly 

passi v e state in which dispar ate content systems overl ap and compete.  The 

des ktop p ortr aits  created by Japanese artist  Akihiko Taniguchi  for the vi d e o 

to Hol ly  Herndon's  club anthem »Chorus«  bear the stretch marks and sca r s 

o f ou r  ev eryday passages from one sphere into another,  from the real i n to 

the vo rtex.

AKIHIKO TANIGUCHI  — 
THE EVERYDAY VORTEX 

By Annie Gårlid
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Two days before New Year's Eve last  year,  three fr iends and I 
packed up our car and drove ten hours from Mexico City to 
Puer to Escondido, Oaxaca,  a smal l  resor t  town ful l  of  gringo 
sur fers on vacat ion and hostels run by ret ired hippies with deep 
tans.  We pul led in around midnight ,  and the main str ip of  sea-
food restaurants,  cafes and beach bars was buzzing with tour-
ists celebrat ing peak vacat ion season. The sound of salesmen 
hawking coconuts from street car ts mingled with shri l l  blasts of 
reggaeton and big-room house blar ing out of  nightclubs and 
roof top pat ios. 

This l i t t le paradise is  the hometown of NAAFI head honcho 
Tomás Davo, and i t 's  where he chose to host the label 's  f i rst-
ever mini-weekender,  the Club De Playa.  I t  took place a few 
miles down the coast ,  away from the touristy chaos,  on a private 
plot of  beach reached by meandering dir t  roads that thread 
through a forest  of  palm trees.  Kingdom, L-Vis 1990 and Mas-
sacooramaan — fr iends from the labels Fade To Mind and Night 
Slugs — al l  f lew in from the United States to play headl ining sets . 
Davo had of fered them payment in kind:  they would purchase 
their  own air fare,  and in return he would treat them to a week-
long tropical  vacat ion at  his parents'  house,  a shor t  drive away 
from the beach.

»New Year's was r idiculous«,  Davo says,  leaning forward over 
the cof fee table in his Mexico City apar tment,  his eyes electr i-
f ied.  He st i l l  can't  bel ieve the number of  fr iends,  fans and stran-
gers who crossed an ent ire country for a par ty they knew noth-
ing about.  »That was l ike,  ›Why the fuck are we here? How did 
we get this l ineup? These DJs tour the whole world and could 
charge shit  tons of  money for New Year's and they're coming 
here.  I  don't  even know why the fuck they're coming here,  be-
cause there's no money. ‹« 

Davo is high-strung with an eye for detai ls ,  and his hust le is 
what got people to take a r isk on this f irst-t ime fest ival .  Al-
ber to Bustamante — who DJs as Mexican J ihad and co-found-

ed NAAFI with Davo, Lauro Robles and Paul Marmota back in 
2010 — is the market ing genius behind the visual  and concep-
tual  s ides of  the project .  In the months leading up to fest ival 
they screen-printed custom NAAFI beach umbrel las,  mono-
grammed NAAFI towels and released a promotional  v ideo of 
the s i te f i lmed via a drone-mounted camera.  They even paid to 
have huge, colour ful  murals painted around Puer to Escondido 
announcing detai ls  of  the par ty. 

As the Sunday morning sun crept over the dark expanse of the 
Pacif ic Ocean on the fest ival 's  third and f inal  morning,  I  too 
wondered how i t  was possible that we had al l  ended up here 
at  the edge of the ear th,  l is tening to Kingdom mix grime in-
strumentals . 

»Everything that's  new 
is  excit ing «

Davo's drive to do i t  bigger and better every t ime is what push-
es NAAFI towards increasingly invent ive par ty concepts (this 
year they began a s ix-month DJ residency at  Mexico City's 
most important contemporary ar t  museum, the Museo Jumex). 
This almost anxious appeti te for the new and foreign clearly 
comes across in the label 's  sound, which tends to shape-shi f t 
whi le maintaining an inef fable NAAFI energy.  Grime, Jersey 
club,  kuduro and bal lroom house have al l  entered the mix at 
one t ime or another,  taking root within a sonic framework bui l t 
from deconstructed club rhy thms and heavy,  apocalypt ic am-
bience. 

»Every thing that 's  new is excit ing«,  Davo says,  interrupting him-
sel f  to l i f t  an orange cat out of  his lap.  He's wearing a snap-
back and a pair  of  tor toise shel l  glasses,  surrounded by glass 
jugs of  clear mezcal from the business his gir l fr iend runs out of 

Forwar d-thi nking Mexican collective Naafi  is  using club music to explo r e 

L ati n Amer i can identity.  Max Pearl meets some of its  members on their  ho m e 

turf.

Naafi  — 
RI TMOS PERIFÉRICOS 

By Max Pearl
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this year.  The col lect ion,  which is  the only semi-comprehensive 
document of  the movement,  was meant to rect i fy those years 
of  neglect .  »People talked about tr ibal  but i t  became a novelty 
and swoosh, disappeared«,  Davo said. 

The unof f ic ial  NAAFI mantra — every thing that 's  new is excit-
ing — doesn't  only apply to music.  In August they brought a 
piece of New York's vogue and bal lroom culture to Mexico 
City for the f irst  t ime. In a seedy second-f loor spor ts bar just 
outside of  downtown, the House of Machos,  the House of Shiva 
and the House of Apocal ipst ick met face-to-face for the f irst 
t ime to walk the runway in a vogue batt le (»house« is  the term 
for competing groups of dancers,  such as the famous House 
of LaBei ja that features in the f i lm Paris is  Burning).  Mike Q, 
a world-renowned bal lroom DJ whose fame transcends queer 
circles,  spun alongside Venus X, the matr iarch behind legend-
ary NYC par ty Ghe20Goth1k,  whi le dancers competed for 
prizes in specif ic categories.  »Original ly we didn't  want to do 
a bal l  because i t 's  something that I  don't  do«,  Davo says.  »Not 
only because we're not from New York but because we're not 
involved in that here.  But then these two guys,  Franka Polari 
and Pepe Romero, came to us and they were l ike,  ›We want to 
do a bal l .  We've been doing l i t t le ones,  but nothing that 's  ac-
tual ly wel l  organised.‹«  I t  was considered to be the f irst  vogue 
bal l  in Mexican history. 

NAAFI's mercurial  taste is  a source of cr i t ic ism. Some see them 
as trend-hoppers,  or at  worst ,  consumers who devour and re-
distr ibute foreign ideas without contr ibut ing anything of their 
own. But par t  of  what has made the col lect ive so excit ing is  i ts 

abi l i ty to mit igate this tension — to take new ideas and inf luenc-
es from underground pockets abroad and bring them into dia-
logue with the Mexican scene. »Apart from the food, every thing 
else in Mexico that 's  modern is  mal inchista,  because they're 
looking too much outside«,  Davo says,  using a term that refers 
to Mexicans who are too lost  in their  love for the f irst  world to 
appreciate their  own culture. 

The word »mal inchismo« came up many t imes in RA's Real 
Scenes:  Mexico City f i lm. The term comes from the story of  La 
Mal inche,  the Nahua indigenous who betrayed her own people 
by leading Hernán Cortés and his Spanish conquistadors to the 
Aztec capital  in the early 16 th century.  I t 's  wielded as one of the 
nast iest  insults possible towards Mexicans who are ashamed of 
their  own Mexican-ness — who have internal ised colonial  logic 
to the point that they reproduce i ts  oppressive value systems. 
»Colonisat ion never stopped, and as a non-Western but west-
ernised country,  Mexico lacks conf idence and sel f-esteem«, 
Davo explains. 

»The of f ic ial  name of Mexico is the ›United States of  Mexico‹« , 
Davo says.  »The const i tut ion of  Mexico is inf luenced by the 
American const i tut ion.  La Roma« — the ci ty 's gentr i f ied historic 
neighborhood — » is bui l t  to look l ike France.« The sel f-conf i-
dence problem (a topic you wi l l  hear discussed at length in any 
ar t  or music scene in Mexico) means that imported Western 
culture is  placed on a pedestal ,  and Mexican ar t ists of ten seek 
the approval  of  foreigners over the support of  their  own coun-
trymen. »Everyone says,  › I  don't  feel  conquered‹« ,  said DJ and 
producer Fig in Real  Scenes:  Mexico City.  »But as soon as the 

Engl ish guy arr ives,  he's the good one. Or the one from Ger-
many — he gets the biggest ar t ist  fee.« 

To say that Mexican ar t ists should only work with what 's direct-
ly at  hand would not only be creat ively st i f l ing but unfair.  Why 
are kids in Brooklyn al lowed to worship 1990s Detroit  techno 
without being seen as sel f-hat ing sel l-outs,  whi le Mexicans who 
move to Berl in for the music are accused of betraying their 
country? NAAFI's producers seem to have col lect ively found 
a way to deal  with this di lemma, adopting an att i tude that as-
ser ts their  r ight to par t icipate in global networks of  cultural  ex-
change whi le af f irming the strength of  their  own contr ibut ions. 
»The idea that in order to have a club night in Mexico City you 
have to bring someone from outside of the country is  so stu-
pid«,  Alber to Bustamante,  AKA Mexican J ihad, told i-D. »We 
have to support what we have because i t 's  what is  responding 
to the context in which we l ive.« 

»NAAFI have an incredibly strong sense of sel f  and ident i ty in 
every thing they do«,  says J 'Kerian Morgan, AKA Lotic,  over 
emai l .  Morgan, who's involved with the experimental  club mu-
sic col lect ive Janus,  has been vocal  in interviews and social 
media about his feel ings of  distrust  for music that »seems to 
have come from nowhere«.  NAAFI's music,  however,  makes i ts 
own history and context audible.  More than an arrangement of 
rhy thmic experiments meant to make a dance f loor move, i t 's 
guided by a clever and cohesive vis ion that makes i ts  message 
feel  al l  the more intent ional . 

Alber to Bustamante,  Paul  Marmota and Tomás Davó.

their  apar tment.  The sl iding balcony doors are open, and since 
i t 's  summer in Mexico City that means rain — usual ly torrent ial 
— from about 6 PM to 10 PM, l ike clockwork,  every day unt i l 
October.  The street outside is  leafy and quiet ,  but you can st i l l 
hear echoes of  the cars honking and screeching on the main 
avenue a few blocks away. 

The crew is always dar t ing between brief  but f iery obsessions 
with regional  par ty sounds from across the world.  In July they 
dropped Pirata 2,  a mixtape-style compilat ion of  bootleg re-
mixes that spl ices this season's reggaeton and rap hits with es-
oteric club experiments from producers l ike Lotic,  Nigga Fox 
and Rabit .  » I t  doesn't  mean we're gonna do reggaeton forever. 
In fact maybe that was the last  par t  of  i t« ,  Davo explains ex-
citedly.  »Maybe we're obsessive for a year,  but then next year 
we' l l  f ind something else that makes us say,  ›What the fuck?‹ 
Like tr ibal :  we were obsessed with i t ,  and now i t 's  become a 
par t  of  us — but NAAFI's not going to throw a tr ibal  par ty any 
t ime soon.« 

When Davo says tr ibal  (pronounced »tree-bal l«) ,  he doesn't 
mean the tr ibal  house you might associate with vintage Steve 
Lawler or Danny Tenagl ia .  He's talking about the boisterous re-
gional  par ty genre — popular with Mexican teens — that is  pow-
ered by low-budget sof tware,  sugar-sweet synths and lurching 
tr iplet  rhy thms. In the spring,  NAAFI dropped TRIBAL, a three-
disc genre retrospective that 's  divided into three regional  sub-
styles and curated by three di f ferent DJs.  »Tribal  came and went 
because nobody bothered to put i t  on a map, or bothered with 
any research«,  Davo said in an interview with RBMA earl ier 
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»I think the club world —and music fans in general  — are grow-
ing bored of music that doesn't  have a face or an ident i ty« ,  Lot ic 
says,  attr ibut ing the prol i ferat ion of  place-less music to the » in-
creased closures and pol icing of clubs — and club music conse-
quently becoming increasingly abstract ,  less tangible«.  NAAFI, 
with an aesthet ic that he says is  »undeniably Mexican [and] im-
bued with conf idence«,  of fers a welcome ant idote to that trend. 

»Collectives l ike 
Nortec or ZZK—they 

had to express the  
maximum exoticism of 

their  identity.  I  think 
nowadays,  we don't. «

Davo attr ibutes the s ingulari ty of  NAAFI's sound to co-founder 
Paul Marmota,  a 28-year-old Chi lean who moved to Mexico 
City in 2010 and helped organize NAAFI's modest early club 
nights.  He's now in charge of label  A&R. » I 'm always drawn to 
music with honesty and original i ty — music that responds to i ts 
inf luences without fal l ing into the obvious«,  he says via emai l 
from Mexico City.  » In general ,  everyone in NAAFI has been 
fr iends for years and we're al l  on the same page. When we in-
tegrate new people into the family i t 's  because they share a 
common bond.« 

The unreleased track »Danza de los Diablos« (»Dance of the 
Devi ls«)  is  a for thcoming col laborat ion between Marmota and 
fel low NAAFI producer Espectral .  I t 's  composed with f ie ld re-
cordings from the r i tual  dance of the same name, which is  per-
formed within Afr ican-descended communit ies in the Mexican 
coastal  states of  Guerrero and Oaxaca.  The tradit ional  dance, 
which involves a parade of men in long, black,  bearded masks 
being shepherded by an overseer wielding a whip,  is  per formed 
on October 31st  in a ceremony that leads up to the nat ional 
Day of the Dead. 

» ›Danza de los Diablos‹  grew from the idea of reinterpret ing 
the music of  the Afro-Mexican vi l lages for the context of  club 
music«,  Marmota says,  explaining that the country's nat ional 
narrat ive tends to occlude any mention of i ts  Afro-diaspor-
ic culture,  which grew from a robust s lave trade anchored on 
both Atlant ic and Pacif ic coasts .  » I t 's  important for us to ac-
knowledge the voice of  what is  cal led the › third root‹ ,  [because] 
the country completely ignores and disavows that musical  and 
cultural  heri tage.  I t 's  something that we feel  real ly passionate 
about.« 

In May, Marmota joined Lao — AKA Lauro Robles,  the label 's 
four th co-founder — to represent NAAFI on their  f i rst  European 
tour.  I t  helped them understand where they f i t  within a loosely 
af f i l iated internat ional  community of  experimental  club music 

producers.  » I t  expanded my mental  map«,  Marmota says.  »They 
treated us real ly wel l  and we made a lot  of  new fr iends,  met a lot 
of  crazy col lect ives.  We saw a real ly talented,  act ive scene.« He 
points to a handful  of  regional  crews that stand out as nodes in 
the global network:  Rudeboyz,  who are par t  of  the gqom move-
ment based in Durban, South Afr ica,  as wel l  as Poor Gang in 
Spain and Gang Fatale in London, which was founded by Night 
Slugs newcomer Neana. Then there's Li t  City Trax and The As-
tral  Plane in the US and Janus,  the Berl in-based col lect ive that 
includes acts l ike M.E.S.H. ,  KABLAM and Lotic. 

NAAFI's moment on the global stage has arr ived,  and they've 
done i t  on their  own terms. »Historical ly in electronic music in 
Lat in America a lot  of  the acts before us that were coming out , 
they had to be too lat in to be real« ,  Davo says.  »Collect ives 
l ike Nortec or ZZK — they had to express the maximum exoti-
cism of their  ident i ty.  I  think nowadays,  we don't .«  Rather than 
pandering to the exoticizing whims of the world music market , 
their  aesthet ic ref lects the complexit ies of  today's networked 
age. Many of their  releases reference Mexican tradit ional  mu-
sic and local  culture,  whi le others,  such as Smurphy's album 
Geminiss,  move so far into the future they don't  bother with 
terrestr ial  references. 

»Hearing Spanish in the realm of club music was real ly excit ing 
to me, because before that there was always a focus on Eng-
l ish-speaking samples from R&B, grime and rap«,  says Sara 
Skolnick,  former editor of  the New York lat ino culture blog Re-
mezcla.  She also DJs as Riobamba and runs the Pico Picante 
residency out of  clubs in Boston and Brooklyn.  Skolnick recal ls 
her f irst  encounter with NAAFI,  an EP from star producer Siete 
Catorce.  » I t  was around the same t ime that the tr ibal  sound was 
having i ts  crossover moment.  He was playing with those same 
rhy thms but with this total ly apocalypt ic,  deconstructed take on 
i t .  While other ar t ists were going the almost pop route,  those 
early EPs were subver t ing by going in the opposite direct ion 
with an unapologetical ly dark sound. 

» I t 's  so important to create space for complicat ing the narra-
t ive of  the music coming from Lat in America«,  she continues, 
»to talk about par ty vibes just  as much as the suf fer ing,  v io-
lence,  the dark shit  that happens,  and for having club music 
as a context for this broader range of emotions.«  NAAFI has 
been pat ient and persistent in st icking to i ts  own narrat ive,  in 
al l  of  i ts  manifold meanings,  rather than reading from someone 
else's script .  » I  think we broke through that kind of st igma«, 
Davo reassures me. » I t  is  lat in .  That 's obvious.  But we don't 
have to dress up.«

This text was original ly publ ished in October 2015 by Resident 
Advisor as par t  of  i ts  »Label of  the Month« feature series.  Re-
printed with kind permission.  Photos by Lucky DMT, PJ Roun-
tree,  Eunice Adorno. — www.residentadvisor.net

Max Pearl  is  a New York-based writer and radio producer,  and 
a frequent contr ibutor to Resident Advisor.
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Do we exp ose difference,  or should one actively try to endorse samene ss 

when  co mparing cultures? Using American minimalist  Steve Reich's  t ime l e ss 

p iece,  »Dru mming « as an example,  Sebastian Klotz,  chair of Humboldt U n i-

ve rsi ty 's  department of Tr ans-Cultur al Musicology,  examines the »musica l 

imper so n al i sm«  of the comp oser's  approach as an alternative method  o f 

mu si cal appropriation that circumvents museological,  ethnological a n d 

p e dag og i c aspects. 

Music's  Mor al 
Geogr aphies —

African drumming, 
minimalism and DJ  culture 

By Sebastian Klotz

Africa is  the continent that has perhaps tr iggered the most co-
herent set of  project ions in the f ie ld of  music among non-Afr i-
can actors.  Rhythm has become the most power ful  descript ive 
category in s ingl ing out the special  features of  Afr ican musi-
cal  cultures.  As descript ive and normative dimensions tend to 
mix,  the rhy thmic capacity has been praised as »a natural  gi f t« 
of  Afr icans.  This discourse on rhy thm played a major role in es-
sent ial iz ing Afr ican musical  cultures as body-driven,  sensual , 
spontaneous and rhy thmical ly aler t .  I t  comes as no surprise that 
a recent cross-cultural  study of musical  emotions,  under taken 
by a prest igious research inst i tut ion,  would turn to a seemingly 
remote Afr ican populat ion for psychological  tests on the va-
l idi ty of  emotional  musical  universals (Fri tz 2013, and below). 

»Drumming«,  at  least  according to one cri t ic ,  did conjure moral 
geographies when i t  premiered in 1971:

» I t 's  not very of ten that a long complex piece of new music 
receives a standing ovat ion.  What was i t  about Steve Reich's 
›Drumming‹ that brought the audience to i ts  feet at  the Mu-
seum of Modern Art on December 3? The simple fact that 13 
musicians had per formed intr icate rhy thms with amazing pre-
cis ion for an hour and hal f  no doubt had a lot  to do with i t .  Or 
perhaps i t  was because the simple white-note scales were re-
freshing to ears grown weary of  dissonance. Or perhaps i t  was 
the joyous blend of marimbas,  glockenspiels ,  drums and voices 
that turned everyone on.  Or was i t  the pleasure of  seeing Af-
r ican and European elements so thoroughly fused — almost as 
i f  we real ly did l ive in one world.  Or perhaps i t  was because 
the music had spoken direct ly to the senses,  with the sound i t-
sel f  never sacri f iced for the more intel lectual  rhy thmic s ide of 
the piece.«*1)

»S ince its  existence in 
human societies ,  music 
has served as a medium 

through which to
appropriate,  modify 

and tr ansgress 
locality and the 

experience of space.«

How can a composit ion suggest that we l ive » in one world«? 
Which composit ional  strategies support this argument? Can 
the »Afr ican and European elements« be ident i f ied? Why would 
a sel f-consciously U.S.  American composer resor t  to Europe-
an elements,  especial ly as the reception of minimal ism in Eu-
ropean intel lectual  communit ies has been highly problematic?

In what fol lows,  I  a im to ident i fy some of the geographical  en-
tanglements that are t ied to Reich's study stay in Afr ica,  to his 

Since i ts  existence in human societ ies,  music has served as a 
medium through which to appropriate,  modify and transgress 
local i ty and the experience of space.  One could even argue 
that the geographical  imaginat ion is  deeply embedded in mu-
sical  and sonic al lusions that inform our understanding of ge-
ographic phenomena and experiences.  In the global age,  i t 
becomes more and more di f f icult  to understand music's geo-
graphic entanglements,  as places of  production and consump-
t ion can easi ly span across continents,  and as the condit ions of 
consumption have prol i ferated to a previously unknown extent . 
While this seems to suggest that local i ty has become irrelevant , 
recent research has underl ined the relevance of local i ty and i ts 
re- conf igurat ions against  an increasingly global background 
(Connel l/Gibson 2003). 

I  would l ike to argue that these conf igurat ions carry a moral 
charge.  Although any potent ial  cross-fer t i l isat ion between mu-
sical  cultures seems to be possible,  anchoring vectors that are 
deeply ingrained in a pre-global geographic imaginat ion or-
ganize the cultural  f ie ld of  global musical  encounters.  These 
moral  geographies steer expectat ions,  mobi l ize tradit ions of 

work »Drumming« and to a DJ adaption of the piece released 
in 1999.*2)

Impersonalizing Ewe Drumming

»Drumming« is  an ensemble percussion piece with voices,  com-
posed in 1970 and 1971,  with the fol lowing instrumentat ion: 

Four Pairs of  Tuned Bongo Drums
Three Marimbas
Three Glockenspiels
Soprano and Alto Voices
Whist l ing and Piccolo

The instruments appear in specif ic groupings across the four 
par ts of  the composit ion:

Par t  I : 	 Bongos
Part II  : 	 Three Marimbas played by nine players,  together 
	 with two women's voices
Par t  III   : 	 Three Glockenspiels played by four players with 
	 whist l ing and piccolo
Par t  IV:	For al l  these instruments and voices combined

The durat ion is  approximately 55 —75 minutes (Reich 20 1 1) . 
According to the composer,  »Drumming« al lowed him to intro-
duce new techniques:

»(1)  the process of  gradual ly subst i tut ing notes for rests (or 
rests for notes) within a constant ly repeat ing rhy thmic cycle, 
(2) the use of  the human voice in an instrumental  ensemble 
to precisely imitate the sound of the instruments,  (3) gradual 
but complete changes of  t imbre whi le pitch and rhy thm remain 
constant .«  (Reich 20 1 1 ,  »Note by the Composer«)

Quintessent ial ly,  Reich states that the whole piece is  derived 
from one pattern:  »There is ,  then,  only one basic rhy thmic pat-
tern for al l  of  ›Drumming‹« ( ibd.) .  This pattern is  unfolded by f i l l-
ing rests ,  or rather by subst i tut ing rests with beats.  In the pro-
cess,  result ing patterns can be heard.  Some sect ions maintain 
a pattern whi le a seamless change of instruments and t imbres 
is  under taken.  The rhy thm and pace are upheld whi le instru-
mentat ion changes.

In his Writ ings,  the composer introduces »Drumming« as a re-
sult  of  a biographical  learning process in Afr ica (Reich 2002, 
56).  He recounts how he obtained stepwise famil iar i ty with the 
intr icate rhy thmic patterns using a recorder that al lowed him 
to s low down the tempo in order to grasp the interlocking pat-
terns.  I t  is  str ik ing that he avoids any reference to the poten-
t ial ly »di f ferent« or »exotic« sett ing of musical  culture.  The ex-
perience is paraphrased in the mode of very sel f-conscious and 
clear ref lect ion of  this experience within his own career and 
his composit ional  ambit ions.  I t  is  not the encounter with Afr ica 
that primari ly matters,  but the fact that he found conf irmation 
for specif ic composit ional  principles which af fected his com-
posit ional  thought in general .  We learn that he took recourse 
to tradit ional  Afr ican drumming, with transcript ions suppl ied 
by Arthur Jones'  classical  study Studies in Afr ican Music which 
was publ ished in 1959 (Jones 1959). 

ascript ions and af fect the cultural  meanings that l isteners,  con-
cer t-goers and clubbers make of the music they engage with. 
Faced with a vast  array of  musical  manifestat ions,  and their 
respect ive geographic entanglements,  i t  seems impossible to 
even ident i fy suitable points of  depar ture for any kind of ref lec-
t ion.  In l ight of  this chal lenge, i t  is  suggested to work towards 
r ich contextual isat ions of  phenomena that touch upon the is-
sue voiced here. 

Non-Western musics have exercised a strong appeal on the 
Western imaginat ion.  A case in point is  Steve Reich's vis i t  to Af-
r ica,  which inf luenced his landmark composit ion,  »Drumming«. 
Does the secessionist  att i tude of repeti t ive and minimal music 
towards the Western European avant-garde also ref lect in i ts 
wider moral  geography? »Drumming« in turn served as sam-
pl ing material  for DJs.  How do we gauge these appropriat ions: 
do they conf irm or modify these geographies? What are the un-
derlying academic motivat ions in studying these relat ionships 
— do we expose di f ference,  or should one act ively try to en-
dorse sameness when comparing cultures? 
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ter? Is his creat ive approach an option for neutral is ing the au-
thent ici ty debate? 

Apparent ly,  no Afr ican drummer has been invi ted to join per-
formances of  »Drumming« back home in the West .  I t  was never 
meant to radiate into Afr ican communit ies.  While this clearly 
estranges »Drumming« from the circumstances that inspired i t , 
the work also stands apar t  from Western experimental ism and 
from the European avant-garde.  Through i ts  de-personal ised, 
generic t i t le which highl ights the act iv i ty of  playing,  i t  makes a 
strong non-intel lectual ist  statement.  Through i ts  man-made re-
peti t ive patterning,  i t  col lapsed the structural ist ic and individu-
al ist ic foundations of  musical  thinking in the tradit ion of  Darm-
stadt .  The provocation of the t i t le extends even fur ther,  as no 
other instrumental  group would of fer i tsel f  for an acceptable 
act iv ist  t i t le :  keyboarding or str inging,  which would quintes-
sent ial ly capture Western musical  discoursive systems, would 
s imply not funct ion. 

Per forming »Drumming« turned out to be problematic and am-
bivalent .  Reich himself  pondered the shor tcomings of  his manu-
script  score on the preface to the re-edited score.  Ini t ia l ly,  the 
composer had shown »how to play the piece during rehearsal 
by playing the patterns,  showing how to phase ahead, rehears-
ing i t ,  and so on.  Only af ter the ent ire piece was completed did 
I  make an ink manuscript which in many ways was di f f icult  to 
read, ambiguous as to interpretat ion and in some cases,  mis-
taken as to note values in the choices and piccolo par ts .  For 40 
years,  this manuscript has circulated and an increasing num-
ber of  unfor tunate per formances have been the result .«  (Reich 
201 1 ,  »About this edit ion«)

Great care has also been taken on the engineering side,  with 
the sound engineer emerging as a »member of  the per form-
ing ensemble« ( ibd.) .  Pace,  precis ion,  transparency,  and per-
fect ion,  the hal lmarks of  minimal ist  aesthet ics,  were relying, 
among other factors,  on exact microphone posit ioning.

This merely technical  concern and ef for t  is  a feature that shields 
»Drumming« from wrong assumptions about »Otherness« or 
»Sameness« vis-à-vis »Afr ican drumming«.  Reich never claims 
cultural  symmetry.  I t  a l lows him to override assumed intr insic 
di f ferences.  I t  emphatical ly s i tuates i tsel f  in the sphere of  mu-
sic-making that reaches from Afr ica to the Museum of Modern 
Arts where »Drumming« premiered*8) and thus levels di f ferenc-
es.  Looking back at  his Afr ican months,  Steve Reich states that 

he s imply »continue[d] composing,  but with the knowledge of 
the non-Western music one has studied« (Reich 2002, 70).  The 
statement is  less tr iv ial  than i t  sounds and signals a moral  geog-
raphy that avoids normative claims and that impl ici t ly strength-
ens global musical i ty.  By not aiming to »understand« Afr ican 
music,  Steve Reich upholds a range of opt ions within a cross-
cultural  f ie ld that musical ly ar t iculated new geographies.  Ewe 
dance drumming is both present and absent in »Drumming«. 
The work opens a resonat ing space that cannot be measured 
by standards of  symmetrical i ty and reciprocity which informs 
present-day ethno-musicological  discourses that seek to en-
hance dialogical  cultural  pract ices (Kaufman Shelemay 2013).

Absorbing »Drumming«

While there is  no hint  at  any Afr ican appropriat ion of  Reich's 
work »Drumming«,  DJ culture and electronica have acknowl-
edged the role of  Steve Reich in their  genres in various ways. 
»Drumming« became i tsel f  the object of  creat ive manipulat ion: 
the CD anthology Reich Remixed *9) features a track by DJ Man-
tronik cal led »Maximum Drum Formula« which works with sam-
ples drawn from a studio recording of »Drumming«.  Those who 
know »Drumming« wi l l  immediately recognise i t .  To those unfa-
mil iar i t  may pass as a track with extensive rhy thmic structures 
reminiscent of  Afr ican tradit ions.

The highly control led posture of  Reich's »Drumming« is  trans-
formed into an immersive,  dizzying sequence of dir ty bass-
l ines,  vocoded breaks,  scratches and echoes,  lending i t  depth 
and a physical ,  danceable contour.  Reich's »recombinant strat-
egy« (Fink 2005) is the subject of  a new mode of recombina-
t ion.  The layered track structure of  EDM (Butler 2007) has 
s imi lar i t ies with the rest ing and added par t  strategy that Reich 
tested in »Drumming«.  Fur thermore,  EDM cult ivates an imper-
sonal ,  par t ic ipatory att i tude that i t  shares with Reich's search 
for an impersonal ,  non-subject iv ist  musical  style.  DJ Mantronik 
may have fel t  drawn to »Drumming« as he had star ted experi-
menting with log drumming simi lar to West Afr ican drumming 
styles before he produced the piece on Reich Remixed *10).  This 
clearly lends the inter face of Afr ican musics,  minimal ism and 
DJing a new spin that needs to be explored in future studies.*1 1)

As to the musical  geographies,  »Maximum Drum Formula« 
seems to s imply absorb previous orientat ions without any fur-
ther moral  intent .  While the creat ion of »Drumming« required 
a tr ip to Ghana for an on-si te ini t iat ion to local  dance-drum-

tions of  ful l  works should al low non-Afr ican musicians to play 
Afr ican music,  respect ing the complex cross-rhy thmic struc-
tures.  To Jones,  transcript ion was a prerequisi te for under-
standing Afr ican music ( ibd. ,  10).  Reich's ambit ion is  narrower 
in the sense that he is  interested in technical  detai ls  against 
the background of »Afr ican thinking«,  which is  not spel led out 
by Reich in his Writ ings.  Throughout the i l lustrated Writ ings, 
there is  not a s ingle image of Gideon Alorworye,  nor of  him-
sel f  during his Afr ican stay.  The account focuses on technical 
and per formance matters.  The social  and symbolic powers of 
drumming and of music in general  in Afr ican societ ies is  also 
covered, but the actors with whom he communicated in Ghana 
remain s i lent .

Although minimal ism st i l l  resonates with the spir i tual ist ic ten-
dencies of  the 1960s and 1970s, Reich,  in his Writ ings,  does 
not make any attempt to address the relevance of the psycho-
technology and social  psychology of Ewe dance-drumming 
(Ladzepko) in the moment of  cultural  translat ion to Western 
concer t  per formances. 

The gradual processes that play themselves out in »Drumming« 
surely absorb l isteners'  minds,  but no fur ther social  meanings 
seem to be t ied to them. Reich seems to have chosen cross-
rhy thms for their  technical ,  didact ic qual i t ies in the f irst  place. 
I t  is  precisely through this denial  of  an expected funct ional-
i ty or s imple »continuat ion« of  Ewe music that his use of  pat-
terns gains expressive powers on the terr i tory that »Drumming« 
spans.  The avoidance of nostalgia,  the el iminat ion of  any bi-
ographical  al lusions,  and the insistence on » impersonal i ty«*4) 
contr ibute to a non-ident i ty of  »Drumming« and the Afr ican ex-
perience.*5) We are at  a loss in establ ishing any causal i ty here. 
The composer is  not dramatizing any expl ici t  emotion or bio-
graphical  trai t ,  but the process of  gradual changes of  patterns, 
of  t imbre and of texture.  The combinat ion of  repeti t ion and 
non-referent ial i ty,  as compared to nostalgic,  emotional ,  auto-
biographical  referent ial i ty,  is  crucial  in this context .  In connec-
t ion with the neglect of  the social  role of  dance-drumming in 
Ewe society,  Reich creates a kind of abstract ion from the spe-
ci f ic circumstances,  whi le the patterning obviously connects to 
his studies in Ghana. For lack of  better terms,  the recombinant 
variants*6) of  drumming as encountered in Ghana that make up 
»Drumming« can be read as a de-terr i torial isat ion.*7) Yet the 
quest ion remains:  Does Reich drum, l i teral ly or metaphorical-
ly,  »with« the Afr ican musicians,  or without or »against« them? 
Which moral  geographies have inf luenced his Afr ican encoun-

The 1970s al lowed a global music market to take shape. Given 
the weight of  these tendencies,  i t  is  quite astounding that Reich 
prefers to phrase his Afr ican encounter not within the frame of 
a wider cultural  dialogue, but in terms of merely composit ional 
issues.  He was seeking ways of  expressing a musical  » imper-
sonal ism«,  which worked against  the exposed subject iv i ty of 
the bulk of  Western experimental ism, and he was seeking con-
f irmation of his ideas in the f ie ld of  orchestrat ion and t imbre. 
In addit ion,  famil iar i ty with Ewe cross-rhy thms led to a mature 
handl ing of musical  patterns.

I  would l ike to suggest that these were very conscious and wel l-
ref lected decis ions,  as they pointed towards al ternat ive appro-
priat ions of  Afr ican musics that circumvented museological , 
ethnological  and pedagogic aspects.  Reich bypasses the issues 
of  composit ion/improvisat ion,  of  cultural  contact and overlap, 
of  f ix ing the essence of Afr ican music,  of  the r i tual  and cultural 
funct ion of  Ewe drumming in Ewe culture.  Right from the star t , 
he was focusing on something that would target his own crea-
t ive development and Western audiences for whom he wrote 
his works.  This is  a statement in i tsel f,  given that the 1970s wit-
nessed the f irst  act ive cultural  market ing of indigenous tradi-
t ions by Afr ican state agencies and cultural  boards.  The U.S. 
Inst i tute for Internat ional  Educat ion had issued a travel  grant 
to Reich (Reich 2002, 55).  The Inst i tute st i l l  has a presence in 
Accra.  The composer was not an independent tourist ,  but his 
contacts with Ghana's musical  culture were overseen by the 
Arts Counci l  of  Ghana. The arr ival  of  Reich in Accra coincided 
with the foundation of the Ghanaian National  Dance Ensemble. 
Thus,  quite a number of  fur ther Afr ican players got involved in 
the biographical  and cross-cultural  conf igurat ion under review. 
I t  a lso turns out that other Western composers,  musicians and 
musicologists had been consult ing only a selected number of 
wel l-connected actors in Ghana. The teacher with whom Re-
ich studied in Accra,  Gideon Alorworye,  was among those fre-
quently consulted by other vis i tors.
 
Reich approached the »Afr ican thinking« (Reich 2002, 71) by 
way of intense musical  instruct ion,  and via elaborate transcrip-
t ions of  rhy thmic textures.  His academic reference,  Ar thur 
Jones,  had ant icipated this »tr i lateral  col laborat ion« between 
researcher,  drum recorder machine*3),  and Afr ican musician in 
the 1950s (Jones 1959, vol .  1 ,  14).  Jones was interested in how 
Afr icans understand their  music ( ibd. ,  15) and quite aware that 
the score produced by the drum recorder notat ion would make 
the music »Un-African« ( ibd. ,  127).  Jones's detai led transcrip-

» M u sic and audio emerge as perhap s the most 
co mp elling  affective pr actices in which we 

n e got iat e global geogr aphies and our 
respect ive mor al concerns.«
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strong act ive actors.  Reich ful f i l led a mediat ing role,  whi le DJ 
Mantronik is  an adaptor of  Reich's work.  Both Reich and Fri tz 
vis i ted Afr ica as col lectors.  Their  experience and data were 
processed and displayed back home in the West . 

Each of these social  and cultural  roles is  l inked to geographic 
s i tes (the Mafa vi l lage and the Max Planck Inst i tute for Human 
Cognit ive and Brain Sciences in Leipzig/Germany;  Accra and 
New York City;  the RCA recording studio A in New York City 
for the Nonesuch Recording of Reich's »Drumming«;  The Ro-
bot Crib in New York Studio for Mantronik's studio work for 
Reich Remixed).  Actors show various degrees of  mobi l i ty and 
social  agency.  I t  is  their  musical ,  academic and commercial  as-
pirat ions and the medium of music that l inks these si tes.  Music 
seems to funct ion without even understanding the specif ic i ty of 
tradit ions.  For this reason, no musical  and receptive strategy in 
the complex cluster of  musical  pract ices presented in this essay 
can be termed r ight or wrong. Reich was legit imised to gear his 
focus in Afr ica toward his own creat ive interests and to resist  a 
mere reproduction of ethnic dance-drumming. Ewe musicians 
were free to share as much of their  own culture with their  v is i-
tor as they wished. Musical  universals carry a strong fascina-
t ion among psychologists ,  and DJs wi l l  select samples that work 
best in their  technological  environment and on the dance f loor. 

I  have been trying to elucidate some entanglements of  mu-
sic's moral  geographies that reach from Ewe dance drumming 
via minimal ism to DJ culture and psychological  tests .  These 
entanglements embrace de-terr i torial isat ions and appropria-
t ions that can disregard moral  dimensions that were previously 
l inked to specif ic musical  productions under specif ic circum-
stances.  Music conjures these connectiv i t ies within spl i t  sec-
onds.  I t  can ar t iculate a sense of belonging and blend real 
and vir tual  geographies.  Music and audio emerge as perhaps 
the most compel l ing af fect ive pract ices in which we negotiate 
global geographies and our respect ive moral  concerns.

Dr.  Sebast ian Klotz is  professor of  Trans-Cultural  Musicology 
at  Humboldt Universi ty Berl in .  His research interests span from 
Quattrocento dance to theories of  musical  act ion and to musi-
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— Music as Medium of Urban Transformations« (2008 to 2012) 
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gist  and music psychologist  Tom Fri tz who travel led to the Mafa 
populat ion in Cameroon for f ie ld research on musical  univer-
sals unknowingly re-enacted a phonographic research pract ice 
that was invented around 1900 in the formative years of  com-
parat ive musicology.  Contrary to music cognit ion studies,  the 
present ref lexive ethnomusicology regards musical  universals 
as strong cultural  constructs that form par t  of  wider strategies 
of  representat ions and cultures of  measurement.  In addit ion, 
ethnomusicologists with par t icular emphasis on Afr ica and the 
Western study of Afr ican musical  pract ices have suggested re-
cal ibrat ing the relat ionship between specif ic local  tradit ions 
and the contingent : 

»The idea would be to unear th the impulses that motivate acts of 
per formance, and to seek to interpret them in terms of broader, 
perhaps even generic,  cultural  impulses.  Such a project would 
ul t imately look beyond the immediate material  level ,  not by de-
nying that Afr icans blow on elephant horns,  cover drums with 
animal skin,  or make f lutes out of  bamboo, but by emphasizing 
the contingency of their  material  and conceptual  investments. 
Objects funct ion as means to an end, and i t  is  the complex of 
act ions el ic i ted by such objects that betrays the untranslatable 
impulses behind per formance. Focusing on such impulses pro-
motes a cross-cultural  v is ion without denying the accidental 
speci f ics of  local  (Afr ican) pract ices […] Restoring a not ional 
sameness to the work of  ethnomusicology wi l l  go a long way 
toward achieving something that has hi ther to remained only a 
theoret ical  possibi l i ty,  namely,  an ethical  study of Afr ican mu-
sic.«  (Agawu 2003, 234—5)

The academy, too,  promotes i ts  moral  geographies.  Here,  Dr. 
Tom Fri tz introduces the research set-up:

»The invest igat ion of  musical  universals with Western music 
st imul i  would ideal ly require par t icipants who are complete-
ly naïve to Western music […] The individuals invest igated in 
the present study belong to the Mafa,  one of approximately 
250 ethnic groups that make up the populat ion of  Cameroon. 
They are located in the Extreme North in the Mandara moun-
tain range, were the more remote Mafa sett lements do not have 
electr ical  supply,  and are st i l l  inhabited by many individuals 
who pursue a tradit ional  l i festyle,  some of whom have not been 
exposed to Western music.  Interest ingly,  the Mafa do not have 
a word for music,  because al l  musical  act iv i ty is  an integral  par t 
of  act ions or r i tuals .  This indicated that for the Mafa,  music is 
highly r i tual ist ic ,  interpersonal and symbolic and Mafa music 
is  rather unl ikely to be appreciated for i ts  iconic-sign-qual i ty.« 
(Fr i tz 2013, 2)

While the Mafa actors funct ion as passive respondents in a psy-
chological  test  series that rel ies on Western st imul i ,  the Ewe 
musicians that taught Steve Reich about cross-rhy thms were 

ming, as wel l  as the sensit ive ears,  hands and the recorder of 
the composer,  the DJ simply browsed his digital  l ibrary to cre-
ate samples from »Drumming«.  Just  as Reich imaginat ively re-
mixed Ewe drumming pract ices,  his work »Drumming« is  now 
cast according to the prerequisi tes of  DJ culture.  Reich's care-
ful ly orchestrated biographical  experience is absorbed into a 
completely global ised musical  style that neutral izes issues of 
authent ici ty,  reference and origin.  The del icacy of  Reich's pat-
terning,  his careful  moral  geography of not reproducing Afr i-
can musics,  is  not fur ther enhanced but technological ly paci-
f ied and contained. The CD anthology Reich Remixed, from the 
1990s, imports a historicizing impetus into the global ised elec-
tronic dance music market ,  a l lowing moments of  homage and 
ref lexivi ty into a fast-paced, future-bound industry that openly 
cult ivated (and marketed) a retrospective view. In fact ,  DJs con-
tr ibut ing to Reich Remixed were provided with separate tracks 
from the mult i-track studio recordings by Nonesuch (Carter 
201 2),  the label  which released both »Drumming« and other 
original  composit ions by Reich and the anthology Reich Re-
mixed. 

A closer look at  the programming strategy appl ied by the DJ 
yields l i t t le sensit iv i ty for the principles that Reich had intro-
duced in »Drumming«.  DJ Mantronik has been more daring in 
other tracks.  The transformation into regular beat structure 
with strong bass l ine levels Reich's intr icate rhy thmic struc-
tures.  »Drumming« needs to asser t  i tsel f  against  the metr ic and 
formal imperat ive of  electronic dance music.  No wonder only 
the fast-paced sect ions from par ts 1  and 2 of »Drumming« have 
been selected.  »Maximum Drum Formula«,  therefore,  is  not di-
alogical  in the sense of adopting and extending the composi-
t ional  principles of  »Drumming«. 

Paradoxical ly,  by smoothly incorporat ing »Drumming« and Re-
ich's Afr ican experience as mediated in this composit ion within 
EDM, a move towards sameness is  becoming vis ible in which 
the abstract ing forces of  digital  technologies and present-day 
academic ef for t  do coincide to work towards sameness rather 
than di f ference (Agawu 2003).  At the same t ime, non-Western 
inst i tut ions and actors insist  on sett ing themselves apar t  and on 
fostering local  tradit ions.*1 2) I t  is  against  this background that 
current geographical  and moral  negotiat ions take place.  They 
enable a variety of  transcultural ly s i tuated musical  l is tening.  I f 
we concede to Steve Reich a kind of s i tuat ive understanding 
of Afr ican musics that did not compromise these tradit ions,  i t 
st i l l  remains to be shown how specif ical ly this understanding 
informs af fect ive geographies and how i t  translates into social , 
aesthet ic and commercial  ef fects . 

Which new geographies ar ise out of  these si tuat ions? Are 
they in any way sustainable? Why does Afr ica continue to be 
thought of  as an ent i ty par t ia l ly unaf fected by the West? Biolo-
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Experimental  music is  about innovat ion and the revival  of  taon-
ga puoro (tradit ional  Maori  musical  instruments) is  about tra-
dit ion.  Yet a large par t  of  reclaiming, re-learning,  rediscover-
ing and reviving the tradit ions of  taonga puoro has come out 
of  improvisat ion:  improvis ing construct ion,  improvis ing playing 
methods and styles,  improvis ing how something should sound 
according to specif ic memories of  people present and passed, 
improvis ing whole instruments from scant and rare or s ingu-
lar,  historical  descript ions,  and sometimes even improvis ing on 
knowledge when large par ts of  accounts have been mislaid/
covered over ( lost) .

One blank area of  knowledge occurs in regard to the pu- tor ino 
(bugle f lute) .  I t  is  known that i t  was used musical ly in a duet 
accompaniment with the ko- auau (shor t  open-ended tubular 
f lute) ,  as in the story of  Tu- ta- nekai  (Hinemoa) and Tiki  from Ro-
torua.  But how? One might assume ( improvise) that the pu- to-
r ino plays a drone bed underneath the ko- auau, as this is  what 
this instrument seems to do wel l ,  but we cannot be cer tain.  The 
pu- to- rino can be played both as a f lute and a horn.  Maybe i t  was 
trumpeted, whi le the ko- auau played a f lute melody over the top. 
As a f lute,  because of i ts  technical ly monotonous yet harmonic 
abi l i t ies,  maybe i t  was played as a rhy thmical  harmoniser.  The 
principles of  act ion archaeology determine that we can gather 
good (acceptable) evidence as to how things were done, or 
achieved, by putt ing theory into pract ice and trying things out . 
By experimenting.  Material ly,  we col lect and observe physical 
evidence from ar tefacts ,  and then » jump the gap« between what 
we know (»what«) ,  and what we theorise (» i f«) ,  with experimen-
tal  act ion (»how«).  Musical ly we do this by improvis ing:  work-

ing with the »what« and » i f«  to develop the potent ial  »how«.  No 
matter what we discover through pract ice (act ion),  we need to 
remain cri t ical  of  what we »discover«.  Large amounts of  reviv-
al ist  learning in this era in regard to playing style,  technique 
and method has come about through calculated tr ia l  and error 
i .e .  improvisat ion.  New pract ices,  and even new tradit ions have 
been developed. A good example of  this is  the playing of the 
pu- to- rino (of ten horizontal ly) across the central  aper ture.  There 
is  no provenance (tradit ional  or historical  source) for this being 
done, yet i t  makes a fantast ic and uniquely »Maori«  sound and is 
more than possible — i t  is  easy.  As a result ,  the method has re-
cently become popular.  This is  a good reminder in the science 
of cultural  rediscovery that » just  because something is possible 
(now),  does not mean i t  was done (then)« .  A culture governed 
and bound by r i tual ,  bel ief,  meaning and magic may restr ict  the 
way things are done for many reasons that have nothing to do 
with achievabi l i ty or modern logic.

Innovat ion cannot exist  without tradit ion,  and tradit ion should 
never be considered as stat ic or f ixed.  Within culture changes 
and f lows,  tradit ions can be strengthened or can dwindle.  Tra-
dit ion requires innovat ion to chal lenge and conf irm i ts  foun-
dat ion.  Many cultural  tradit ions and their  support ing legends 
and myths involve great innovators who break with tradit ion to 
change the way things are done and perceived. Maui was one 
such hero in Maori  culture.

Experimental  music is  about discovery whi le taonga puoro 
is about rediscovery.  Unl ike other ancient musical  tradit ions, 
taonga puoro lacks a consistent ,  f ixed body of instrumental 

Reflecti n g  his  work within the revival of tr adit ional Maori  musical instru -

men ts,  Ro b Thorne explores the fluid boundaries between tr adit ion and  in -

novati o n ,  and expl ains how active discovery,  versatil ity and hybridity  a r e 

imp ortan t g uiding principles for musics old and new.

Jumping The Gap: 
T he Distance Between 

Taonga PUoro and 
Experimental Music 

By Rob Thorne

Rob Thorne plays pu- to-rino,  a tradit ional  Maori  instrument that is  both a f lute and horn.  Image by Jo Berry-Loughrey.
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musical  learning into which a student can engage and study 
from the » inside«.  Many musical  tradit ions involve a master/ap-
prent ice mode of knowledge translat ion.  In some, the master 
spends their  ent ire career working with a set of  musical  pieces 
and ski l ls  that are unique to them. These are their  cultural  re-
sponsibi l i ty,  and are passed to them by their  own master,  and 
so on through the ages.  The musical  culture of  taonga puoro is 
what might be termed as a »broken tradit ion« — at  some point 
the transmission of knowledge was discontinued. As a result , 
there is  now vir tual ly no tradit ional  » inside«.  The tradit ion from 
which a student learns might be musical  (as in song or dance), 
or i t  might be historical  or cultural ,  encompassing oral  tradi-
t ion,  stories,  whakapapa (genealogy) or mythology.  Neither of 
these,  however,  are specif ical ly » insider« modes of instruct ion 
in musical  instrument pract ice.  At some point the instrumental 
musician must » jump the gap« and improvise from their  wider 
non-specif ic (non-instrumental)  knowledge, to play what they 
think is  most suitable within their  current context .  Such learning 
is  knowledge-based rather than inherent ly ski l l  and pract ice-
based. Current ly with taonga puoro,  to learn from a master is 
to learn (of ten basic to intermediate) usage, protocol and tech-
nique rather than master ski l l  sets and techniques or specif ic 
sets of  musical  pieces and the f iner intr icacies of  how these 
should be played according to tradit ion.  Process and outcomes 
are therefore current ly indeterminate.  The rest  of  the student 's 
learning and mastery is  then achieved through a personal quest 
for knowledge and ski l l .  This method, though, may be a tradi-
t ion of  sor ts .  One story I  have been told relates to the tradit ion-
al  learning of pu- to- rino,  and was impl ied as regional ly specif ic . 
The student was given an instrument by the teacher and sent 
of f  into the bush,  with instruct ion to not return unt i l  they were 
able to play.  Such a tradit ion could potent ial ly determine a very 
wide range of playing styles,  techniques and ski l l  levels ,  with a 
vast  variety of  sel f-styled methods and musical  composit ions.

Discovering (mining,  f inding,  creat ing) sound and organising 
i t  using musical  cr i ter ia is  one element of  experimental  mu-
sic.  This process of  discovering sound and exploring musical 
(and non-musical)  cr i ter ia involves deconstruct ing and recon-
struct ing our understanding of what music is  — a key princi-
ple of  experimental ism. We take what we know and reorgan-
ise and rework i t  into something that we (or the l istener) no 
longer recognises as music.  Of course,  the more we do this , 
the more we become famil iar with what we do, to the point 
of  construct ing whole new sets of  understanding and cri ter ia. 
Soon enough, we perceive i t  as music.  I  l ike to use a terrain 
metaphor,  where act ions,  cr i ter ia and »rules« or boundaries 

are roads and pathways within networks or maps,  and di f fer ing 
outcomes are whole new places.  Innovat ion is  of ten about de-
construct ing tradit ional  process and then reconstruct ing new 
outcomes.  While the revival  of  taonga puoro as a tradit ion is 
s imi lar to this process as i t  deconstructs to reconstruct ,  i t  may 
be more about construct ing new processes with whole new 
outcomes that ,  with t ime, wi l l  be perceived and accepted as 
tradit ion.  Revital isat ion hinges the new door onto the old frame, 
requir ing a balanced (managed contradictory) bel ief  that tra-
dit ion is  f ixed and f luid.  I t  is  not so much about the door frame 
or the door,  but the open threshold and that we step through 
to the other s ide.  This revival  puts us al l  in a unique posit ion »at 
a new beginning of t ime«.

Taonga puoro has been able to develop as a cultural  and musi-
cal  f ie ld because of i ts  abi l i ty to work lateral ly and experimen-
tal ly with other sources and f ields of  knowledge and pract ice. 
With a combinat ion of  actual  and re-imagined tradit ion and in-
novat ion,  i t  seeks a form of renovat ion that retains and rebui lds 
the old whi le ut i l is ing the new.

As an experimental  sound ar t ist  and musician,  the dai ly learn-
ing and pract ice of  taonga puoro revival  has enabled me to not 
only deconstruct sound and tradit ion;  i t  has also empowered 
me to reconstruct my ident i ty as a Maori .  Through the discov-
ery of  sound and the development of  ski l l ,  I  have rediscovered 
who I  am and come to better understand the cultures to which 
I  belong, as wel l  as the relat ionships that I  operate within and 
that operate within me as an individual  and as a member of 
New Zealand society.  Meanwhile,  I  gain great personal sat is-
fact ion from creat ing »new« and modern music with »old« and 
ancient instruments.

This text was f irst  publ ished by Soundbleed Journal  and Audio 
Foundation in October 2013.
— www.soundbleedjournal .wordpress.com.

Rob Thorne or Ngati  Tumutumu is a Maori-Pakeha musician 
and anthropologist  from Palmerston North,  New Zealand. He 
has been researching and per forming on taonga pu- oro,  or tra-
dit ional  Maori  instruments,  s ince 2001. 
— www.robthorne.co.nz

» In n ovat ion cannot exist  without tr adit ion, 
a n d tr adit ion should never be considered 

as static or f ixed.«

Rob Thorne plays the pahu- ra-kau,  a tradit ional  Maori  wooden gong. Image by Jo Berry-Loughrey.
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Before tapping into »new geographies« i t  is  wel l  worth ascer-
taining whether the al legedly »new« terr i tories have not al-
ready been tapped into.  Colonial-era European sea merchants 
claimed to have »discovered« both new continents and the peo-
ple already l iv ing on them.. .

Discoveries and new invent ions in the realms of science and 
technology are l ikewise not always as original  as is  of ten sup-
posed. The invent ion of the steam engine tr iggered the indus-
tr ial  revolut ion in Europe, yet the technology behind i t  was al-
ready known in Ancient Greece, where temple doors opened 
automatical ly and kinet ic sculptures with moving arms and 
heads played f lutes and organs — al l  thanks to the power of 
steam, discreet ly produced by heat ing water over a wood f ire in 
an adjoining room. The Greeks didn't  think the technology was 
of  much use,  however,  and the »automata« described by Her-
on von Alexandria were anathema to the educated classes or, 
at  best ,  merely an enter taining means of  creat ing i l lusions,  as 
in the case of the Deus ex machina in Greek tragedy:  an actor 
playing a god who appears seemingly miraculously on stage, 
cour tesy of  a pul ley construct ion.

A great variety of  musical  machines have been invented 
throughout history,  sometimes several  t imes over. 

Outstandingly complex pneumatic devices were created by 
the Banu- Mu- sa-  brothers and Al-Jazari  in the Arab world.  Only 
monarchs,  ar istocrats and priests had access to knowledge of 
machines,  which was concealed within sacred books on alche-
my and occult ism. Twentieth-century futurist  Luigi  Russolo's 
» Intonarumori« had predecessors in Baroque noise intoners: 
these instruments,  enormous machines compris ing a kind of 
noise orchestra,  were invis ible to the audience,  even though 
they surrounded the stage.  They could produce natural  sounds, 
such as those of wind,  thunder or rain.  Leonardo da Vinci  de-
signed a hybrid instrument cal led »viola organista« ,  the str ings 
of  which were vibrated by rotat ing automated wheels instead 
of a bow, and selected by pressing keys on a keyboard.  The 
development of  music machines reached i ts  cl imax in the 19th 
Century with the music box,  the pianola (a beloved attract ion 
at  fa irs) ,  the barrel  organ with i ts  encoded (pinned and stapled) 
cyl inder and, f inal ly,  the orchestr ion,  which could play whole 
symphonies by i tsel f.

Before the Great Depression of the 1930s, 70 per cent of  some 
350 000 pianos produced annual ly in the USA were player 
pianos — perhaps better known as pianolas — but al l  mechani-
cal  instruments lost  their  s igni f icance with the invent ion of re-
cording and loudspeaker systems and, eventual ly,  analogue 
synthesizers and computer music.  However,  music has had 

T hi s  y ear's  »New Geogr aphies«  theme examines sound-based pr actices that 

tr av er se g eogr aphical,  cultur al,  philosophical,  or other frontiers .  In  the 

case o f CTM 20 1 6 performers gamut inc,  the frontier is  history,  and is  nav i-

gated u si n g sonic archaeology and instrumentarium-focused musico lo -

gy.  Mari o n  Wörle and Maciej  Sledziecki  start by qualifying the word »n e w« 

and di scu ss the pre-20th Century roots of experimental music.  Acco r d -

ing  to them,  the improvisation,  detail-oriented innovation and conce ptu -

al r i g o u r that char acterises today's  avant-garde is  famil iar,  even arch a ic, 

ter ri tory.

Retro-futurist ic 
Machine Music 

by gamut inc

a strong connection with computat ion since i ts  earl iest  days: 
from Pythagoras through Ramon Lul l ,  Athanasius Kircher,  Ar-
nold Schönberg and beyond, i t  has always been a code con-
sist ing of f igures and symbols,  and capable of  undergoing mul-
t iple recalculat ions.

In essence, there are two types of  automation in computer mu-
sic:  the automation of sound production (the loudspeaker as 
instrument,  sound synthesis ,  etc.)  and the automation of com-
posit ion (algori thmic composit ion procedures,  aleatorics,  etc.) . 
Both types look back on a long history.  Take the sequencer,  for 
example,  which by the 18th Century was already able to auto-
matical ly reproduce rhy thmic and tonal  sequences thanks to 
the cardboard punch-card rol l  — not unl ike the MIDI launched 
in the 1980s. Hermann von Helmholz's endeavour to repro-
duce the vowel sounds of the human voice culminated in the 
f irst  analogue synthesiser :  tuning forks were set to vibrate by 
electromagnets,  so as to obviate the sound of impact .  This gen-
erated a tone approximate to that of  a s ine osci l lat ion.  By vari-
ously blending these tones he was able to synthesize almost al l 
vowel sounds.

The automation of composit ion l ikewise owes much to i ts  early 
pioneers.  In the 17th Century the universal  scholar Athanasius 
Kircher invented, among other things,  an algori thmic method of 

composit ion and real ised i t  as an analogue machine,  the »arca 
musari thmica«:  a complex f i l ing system in which rhy thm and 
harmony cards were combined according to cer tain rules,  in a 
way such as to compose four-par t  canons.

Another 18th Century combinatory composing method was the 
so-cal led »Musikal isches Wür felspiel«  (German for »musical 
dice game«).  Here,  a layperson could rol l  dice (or draw cards) 
to randomly tr igger set rhy thmic sequences and thus »com-
pose« a variety of  waltzes,  polonaises or minuets.  The most fa-
mous of these proto-aleatoric composit ions is  doubtless Mo-
zar t 's  »Wür felwalzer« (»Dice Waltz«) .

In cooperat ion with the instrument bui lder Gerhard Kern we 
have created several  acoust ic music machines over the last  four 
years.  The Avant Avantgarde fest ival  prompted our pioneer-
ing venture,  which we embarked upon in the company of Pol-
ish curator Michal  Libera and some 40 musicians.  I t  was on 
this excit ing research tr ip into the pre-20th Century roots of 
experimental  music that we discovered the predecessors men-
t ioned above.

Our apparatuses generate acoust ic sounds,  such as percus-
sion,  accordion notes and str ing osci l lat ions,  which are vec-
tored in turn by sof tware developed with the programme 

gamut inc,  photo by Christoph Voy.
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Max4Live.  This not only al lows tones to be played but also 
brings to the fore more complex sound qual i t ies:  wind valves 
are regulated,  stop handles continual ly modif ied and the in-
tensity of  electromagnetic f ie lds varied at  wi l l .  Thanks to the 
micro-control ler rout ing,  the music machines are considerably 
more f lexible than their  pneumatic predecessors,  which were 
based on punch-card systems.

Our music is  shaped by the formulat ion strategies of  contem-
porary electronic music:  s lowly developing rhy thmic structures, 
t imbre composit ions,  micro-harmonics and deconstructed 
harmonic passages al ternate with dramaturgical ly elaborated 
composit ional  gestures.

The palette of  tone modulat ion ef fects and extremely diverse 
vocal  systems is very comprehensive in non-European musical 
tradit ions,  where one frequently comes across spl i t  tones,  reso-
nance ef fects and a preference for over tone structures.  While 
the European 20th Century had to struggle to emancipate i tsel f 
from consonance, in the cultures of  Vietnam, Indonesia or Cen-
tral  Afr ica the di f ference between tone and noise appears to 
be more of a continuum. In the case of str ing instruments such 
as the Vietnamese k'ni  or the Central  Afr ican and Congolese 
mbela,  players use the mouth cavity to modulate the resona-
tors and so achieve talk box-type ef fects .  Analogies of  this sor t 
between electronic and tradit ional  sounds are pretty common.

Gamut inc appl ies a hybrid structure of  acoust ic sound pro-
duction,  digi tal ly control led yet driven by analogue electr ic cir-
cuitry.  Any black-and-white dist inct ion between electronic and 
acoust ic sound therefore becomes pretty blurred.  For instance, 
one of the instruments,  the BowJo, uses magnetic f ie lds to move 
i ts  str ings.  Speakers equal ly move i ts  membrane by magnetic 
f ie lds.  But i f  the same electronic technique is used to move two 
di f ferent components (str ing or membrane),  how can we say 
def ini tely that the former is  acoust ic,  and the latter is  electron-
ic? That these two worlds are on a continuum is surely sel f-ev-
ident .  Music robots close the gap between acoust ic and elec-
tronic music and foster new forms of expression in instrumental 
music.  While they can only rarely imitate cer tain human ways of 
playing,  there are many qual i t ies of  music machines that they 
alone can reproduce.

In addit ion to bui lding instruments,  we electronical ly process 
the sounds they make. This enhances our l ive per formances 
and boosts their  power,  especial ly at  the low end, thereby em-
phasis ing the setup's hybrid structure even fur ther.  When de-
signing our instruments we focus on sound phenomena that 
human beings can hardly produce, as wel l  as the diverse am-
biguit ies incorporated in acoust ic computer-driven sound pro-
duction.  One factor is  speed, because extremely quick note 
repeti t ions al low continuous modulat ion within long notes,  for 
example,  as wel l  as modulat ions in sound and separate rhy th-

A previous version of the Physharmonica,  photo by Marion Wörle.
mic ent i t ies,  much as in electronic music.  Another important 
factor is  the mult ipl ic i ty of  act ion,  which obviates the need to 
compensate for human f laws,  such as having only ten f ingers 
and only two hands.

The process of  composing begins with the design of the ma-
chine,  much l ike the creat ion of  customised sof tware in elec-
tronic music.  At the end of this process one might f ind onesel f 
dreaming of a machine that can produce al l  e lectronic sounds 
in an acoust ic way — a modular acoust ic synthesizer.  However, 
to bui ld such a Frankensteinian machine would go way beyond 
our t ime resources.  As i t  is ,  the machines already have us under 
their  spel l ,  and we l ive in hope that these reinvent ions of  for-
mer technologies wi l l  lead us into more unexplored terr i tories.

Our ensemble meanwhile includes the fol lowing machines:

Physharmonica
The physharmonica is  an automated accordion.  Al l  i ts  tones 
and al l  i ts  registers can be computer-driven.  They can be 
opened or closed in smooth transit ions and thus faci l i tate vari-
ous blends of  register,  in a s imi lar manner to an electronic f i l ter. 
Motorised valves control  the air  pressure of  the instrument's 
wind machine.

BowJo
A three-str inged banjo whose str ings are ei ther electromag-
netical ly made to vibrate using e-bows (which generates stand-
ing tones),  or strummed using motorised plectra.  The construc-
t ion has motorised necks too,  which,  l ike the bott leneck of a 
guitar,  faci l i tate gl issandi .

Specht (German for »Woodpecker«)
Our latest  machine is  a miniaturised version of the cari l lon. 
Claves of  steel  are struck or muted by electromagnetic ham-
mers.  Specht is  our f irst  modular music machine and current ly 
comprises two ident ical  8-tone modules.

Cabasa 
The Cabasa comprises an array of  ratt les that are ei ther played 
in the classical  manner of  percussion instruments or continual ly 
rotated l ike some kind of acoust ic noise generator.  Varying the 
rotat ion speed produces di f ferent pi tches.

Drums
The motorised kett ledrum can be beaten extremely fast  at  di f-
ferent points .  I t  is  also equipped with an electromagnet that al-
lows the tension of the head to be continual ly al tered and thus 
di f ferent pi tch levels to be rendered audible.

Marion Wörle and Maciej  Sledziecki  l ive in Berl in and Co-
logne. As gamut inc they play retro-futurist ic music machines. 
In addit ion to staging musical  theatre pieces,  such as »Ghost 
Tape XI« and »One More Pioneer«,  they run the music publ ish-
ing house satel i ta Musikverlag,  organise internat ional  projects 
in cooperat ion with the non-prof i t  ZAM — plat form for adven-
turous music,  and work as f i lm musicians and graphic design-
ers. 
— www.gamut-ensemble.de
— www.satel i ta .de
— www.z-a-m.eu
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T hi s  past September 20 1 5,  Luke Turner tr avelled to CTM S iberia ,  held so me  

2800 KM away from Moscow in Novosibirs k.  At  the inaugur al festival,  Russia n 

mu si c i an s pl ayed alongside international artists  in a spir it  of unity that 

went agai n st current and historical international tensions.  Photos tak e n 

in Novosi bi rs k during CTM S iberia by Gr aw Böckler.

The Imp ortance Of 
Dancing Across 

Borders 
By Luke Turner

»Why are you here?« asks the gir l  with piercing blue eyes,  sway-
ing sl ight ly in the l ights outside the l i f t  that carr ies the audi-
ence f ive f loors up to RAGU, a restaurant pressed into service 
as a nightclub for CTM Siberia.  She presses us fur ther,  asking: 
» Is  i t  exot ic for you,  to be here? I  do not understand. This is  a 
dark place.« 

Novosibirsk,  founded at the point where the Trans Siberian rai l-
way crosses the Ob River,  is  host ing CTM's f irst  excursion out-
side of  i ts  Berl in base.  This two-leg event ,  the f irst  hal f  of  which 
took place in the ci ty of  Krasnoyarsk,  800 ki lometres to the 
west ,  was the brainchi ld of  the Goethe Inst i tut ,  which since the 
early 1950s has sought to encourage cultural  exchange be-
tween Germany and the rest  of  the world.  Picking up on a lo-
cal  electronic music scene that seemed to be thriv ing without 
much infrastructure,  the Goethe of f ice in Novosibirsk worked 
with CTM to bring ar t ists from Germany and elsewhere,  such 
as Lorenzo Senni ,  Helena Hauf f,  Byetone, Muscovite Mujuice 
and Rabih Beaini ,  to play alongside — and this is  very much 
alongside — young Siberians and Tuvan throat s ingers Huun-
Huur-Tu.  The majori ty of  the fest ival  production and booking 
has been done here,  and there's a relaxed feel ing to i t  a l l ,  with 
a hope from the German side that people might see things are 
done and can be done. The locals ( i f  » local«  is  appropriate in 
such a vast  country) hardly need much encouragement,  with 
the l ikes of  genial  sound ar t ist  and composer Stanis lav Shari-
ful l in working themselves into the ground as they per form, or-
ganise and lead us in a merry dance around the streets of  No-
vosibirsk.  » I t 's  the overal l  feel ing,  when you feel  l ike surrounded 
by dozens of  l ike-minded people,  al l  this warmth and love and 
blah blah«,  enthuses Shari ful l in .  »Like a damn Woodstock '69 
in the middle of  nowhere.« 

There is  a huge weight of  history between Germany and the 
empty spaces of  Siberia.  As one of the staf f  from Goethe In-
st i tut  here remarks,  »There is  a feel ing in Germany that Siberia 
is  a place where you go and never come back — most of  our 
grandfathers were sent here as prisoners in the war.«  The vast 
expanse of Russia's largest region could gobble people — or 
non-people — up with ease.  As someone I  speak to in Novosi-

birsk explains:  »People were forced to walk hundreds of  ki lome-
tres from their  towns to the rai lway to take them to the Gulags. 
They were scattered l ike dust to the wind,  and near the tracks 
in the forests you can f ind their  bones,  just  under the leaves.«

As I  leave England to head to Siberia,  the petty argument about 
whether or not new lef t  wing leader of  the Labour opposit ion 
par ty Jeremy Corbyn ought to s ing the nat ional  anthem is st i l l 
dominat ing the news. The »victories« of  three world wars,  two 
very hot and one cold,  has unfor tunately given the Bri t ish a 
myopic,  nostalgic view of the 20th Century,  dist i l led now into 
j ingoism, the horrors wiped away by a »Keep Calm & Carry 
On« tea towel . 

To us in the UK, Siberia is  a place of cl ichés learned from spy 
novels ,  an abstract negative space of communism, a bel ief  sys-
tem that we're told by the media that »we« defeated 25 years 
ago. In Novosibirsk however,  the 20th Century is  ever present . 
Indeed, I  think i t  could be argued that ,  a long with the 191 7 rev-
olut ion,  1941 Nazi invasion and col lapse of communism, Rus-
sia is  experiencing a long 20th Century,  with former KGB man 
Vladimir Put in par t  of  a continuum. I t 's  only a smug ignorance 
that leads us in the UK to bel ieve that we are not a par t  of  i t . 
I t 's  strange at  the airpor t  to see al l  sor ts of  tacky tourist  gear 
— plates,  mugs,  t-shir ts — covered in the president 's enhanced 
lantern-jaw face.  Yet how dif ferent is  that to Bri tain's souvenir 
tat  that frequently is  based on red-coated sol ider iconography 
or images of  the queen, encouraging a deference that has i ts 
roots in war and empire.

One of the ar t ist ic projects I  hear about in Novosibirsk is  the 
idea of »talking about the weather« :  pol i t ics are not a safe sub-
ject for discussion,  so coded descript ions about the human 
universal 's  favouri te subject for a quick chat are used instead. 
Discussing pol i t ics,  or reading pol i t ical  meaning into the work 
of  any of  the ar t ists playing,  is  therefore not only problemat-
ic — there are nuances to the way Russians approach pol i t ical 
thought that are very di f f icult  for a Western mind to latch onto 
— but also potent ial ly dangerous.
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In a forgotten corner of  one of Novosibirsk's parks stands a 
grey monument to the vict ims of Stal in's purges.  I t  was bui l t 
during the 1990s af ter the fal l  of  communism, but now looks 
neglected — some t i l ing on i ts  four pi l lars is  spl i t t ing,  and there 
are a few t ired f lowers scattered about.  People walk past with-
out giving i t  a second glance.  Just  behind i t ,  a huge new apar t-
ment block is  r is ing on the si te of  the former NKVD prison, 
where unknown numbers of  local  people,  including relat ives of 
some I  meet,  were shot .  In the early stages of  construct ion,  lo-
cal  journal ists star ted demanding an excavat ion,  but the pol ice 
shut the s i te down and the f lats went up on the bones of  the 
dead. In Novosibirsk,  30 per cent of  new apar tments are un-
occupied,  bought as investment opportunit ies by Russians who 
made a for tune from oi l  and gas.

Memories — real ,  imagined and fals i f ied — shape Novosibirsk. 
The giant opera house in the ci ty centre was original ly designed 
in the construct iv ist  sty le during the late 1930s. Delayed by the 
Second World War,  i t  ended up a hulking mass of  neo-classi-
cal  pomp, with gigant ic wings extending the backstage into the 
streets ei ther s ide to al low cavalry or armoured cars to pour 
across the back of the set in par t icular ly dramatic scenes.  Just 
behind the opera house is  a park,  quiet  in the early evening 
and ful l  of  decaying chi ldren's r ides — water raf ts ,  swing boats, 
a couple of  trains,  a shooting gal lery.  A maintenance yard bui l t 
of  shipping containers (»Property of  Tiphook Container Rental 
Bromley,  Kent«) s i ts  in a corner,  a radio blar ing inside,  and the 
only words I  hear in Engl ish from i t  come from the actress and 
frequent col laborator with the great Derek Jarman, Ti lda Swin-

ton.  This was once cal led Stal in's Garden, and was bui l t  on the 
s i te of  a former cemetery.  Workmen arr ived overnight to re-
move the memorials and the next morning members of  the local 
Jewish community wept as their  neighbours danced the foxtrot 
where the graves of  their  ancestors had been. 

When I  learn this ,  I  feel  uncomfor table about the touristy pho-
tographs I 've taken of the decaying r ides,  Soviet-era apar t-
ment blocks and iconography,  feel ing somehow complici t  in 
shoring up these secrets and forgotten histories.  A teacher I 
speak to tel ls  me that none of his pupi ls  have any idea about 
Stal in's purges.  Under the contemporary regime, which thr ives 
on a potent mixture of  nat ional ism, capital ism, cult  of  strength 
and the resurgent Orthodox church,  some histories seem best 
forgotten.

In a talk on CTM's opening night ,  Robert Henke remarked that 
»the beauty of  global isat ion is  that our generat ion,  and the ones 
to come, have access to the world of  sound«.  This might read 
l ike a rather naive statement,  yet af ter four bewildering,  st imu-
lat ing nights,  i t  ref lects the optimism of this strange fest ival  in 
the back of beyond. Perhaps the f law of global isat ion is  that al l 
too of ten,  i t  can lend i tsel f  to a global blurr ing,  a sameness that 
frequently feels impossible to f ly away from. Many of the areas 
of  Bri t ish,  German, Australasian,  American,  Scandinavian or 
Spanish ci t ies where musical ,  ar t ist ic and creat ive communi-
t ies dwel l  are increasingly indist inguishable,  MacBook glows 
in the same sor ts of  bars,  cafes and restaurants.  That 's even 
despite the global cooption of these former undergrounds as 

easy market ing gimmick.  In the West ,  we have access to a world 
of  sound, but increasingly homogenous spaces in which to ex-
perience in.  At CTM, i t 's  impossible not to be jol ted out of  this 
complacency.

The venue for Huun-Huur-Tu,  for instance,  is  l iminal  in i tsel f, 
a giant lobby of the Phi lharmonic hal l  that overlooks the for-
mer apar tment blocks that housed Soviet  of f ic ials .  The Tuvan 
group's abi l i ty to generate di f ferent notes and tones within one 
set of  vocal  chords undoes the auditory senses'  concept of 
what music can be,  more l iquid than anything else,  f looding 
into and f i l l ing this room with ancient sound. There are so many 
things in the global ised world that connect us across the con-
t inents,  l ike those shipping containers in the nearby park,  and 
some of Huun-Huur-Tu's music reaches beyond the borders 
of  the Republ ic of  Tuva to hint  at  sounds from fur ther af ield. 
I  pick up on Afr ican deser t  blues,  and even some of our own 
folk tradit ions — perhaps throat s ingers once wandered to an-
cient trackways of  England. On the f l ipside,  RAGU is a glass 
venue that bulges in the middle of  i ts  eight stories l ike a ver t ical 
s l ice of  London's Gherkin,  and a curious place to host a night-
club.  Usual ly i t 's  a dinner par ty place,  and at  one point I  not ice 
I 'm dancing next to a stack of  thick menus bearing the slogan 
»Racy & Glorious Union Since 2013«.  The windows looks down 
on the St Nicholas Chapel ,  which had a gold dome, and once 
convenient ly marked the centre of  the Russian Empire.  Most of 
the crowd here are incredibly young. There's a kid with a Con-
federate f lag wrapped round his head and a f lat  cap on losing 
his shit .

Al l  of  which is  why CTM Siberia is  an inspir ing and hopeful 
experience,  where a new generat ion of  Russian ar t ists ,  inter-
nat ional ly connected, are creat ing their  own futures and nar-
rat ives in a way that 's  at  once very famil iar and unl ike any thing 
I 've seen in the UK or wider »West« .  Credit  should be given to 
the Goethe Inst i tut  for such a hands-of f  approach (one that 
contrasts with the aggressive commercial ism of most European 
music »export« bodies) that seems to have blown oxygen onto 
already glowing sparks of  what might wel l  become one of the 
most excit ing electronic movements around.

Yet i t 's  al l  very wel l ,  from my perspect ive sat in London under 
a constant emai l  barrage of new music from around the world, 
both bri l l iant and utter ly appal l ing,  to use words to pigeon-
hole Siberian ar t ists into a scene that doesn't  exist ,  or perhaps 
even patronise them in doing so.  By focussing too intent ly on 
cer tain ar t ists ,  per formances,  or a few crazy nights in Novo-
sibirsk,  does one r isk removing the equal dialogue that these 
events ought to be about? Speaking af ter CTM Siberia,  Ivan of 
Love Cult  says that though an internat ional  event hosted » in the 
middle of  nowhere« might super f ic ial ly give an impression that 
a scene is »approved«,  he and his fel low musicians have some 
qualms.  »We real ly don't  l ike to think that way«,  he says.  »Siberia 
had been considered an electronic music mecca in Russia be-
fore CTM — but i t  cer tainly is  nice to experience col laborat ion, 
to dive deeper into the s i tuat ion.«  Indeed, are we in danger of 
gett ing the wrong end of the st ick about what 's happening in 
Siberia,  and wider Russia? Ivan says that the current »scene« in 
Karel ia is  »a couple of  l ike-minded people making tunes in the 
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middle of  a forest« and that i t 's  arguably in decl ine:  »There used 
to be signi f icant gigs and events four to f ive years ago and a 
lot  of  free noise act iv i ty eight or nine years ago but that era is 
over.  Petrozavodsk is  a town with good musical  heri tage,  but 
that 's  i t .«  This ,  he argues,  provides Love Cult  with a terr i f ic au-
tonomy. » I t  s imply al lows us to be whoever we want« ,  he says. 
»With no scene, no media and infrastructure you're lef t  on your 
own as an ar t ist .  We l ike that .  Our educat ion was making al l  the 
possible mistakes and enjoying the process,  then sending the 
results to faraway countr ies.« 

Ivan admits that this geographical  isolat ion can be frustrat ing, 
but adds that »On the other hand i t  makes per fect sense The 
Wire is  covering a lot  of  UK stuf f  and Pitchfork is  super US-
centred,  for example.  Why wouldn't  they be l ike that?« I  can't 
help feel ing,  though, that this is  where American and Brit ish. . . 
arrogance? complacency? privi lege? ought to be undone. As 
Ivan astutely observes,  » the problem is that the l i t t le pockets 
on the other s ide of  the language barrier tend to be ignored. 
But i t  seems l ike i t 's  the Engl ish-speaking l istener who should 
feel  sad real ly — they're missing out on some great music.  Some 
Asian shoegaze and black-metal ,  some Russian twisted elec-
tronics.«

Perhaps there's a conf l ict  here in a »Western« approach assum-
ing that our experiences of  how a music scene is organised and 
funct ions is  appl icable to the Russian s i tuat ion.  There's argua-
bly a danger in internat ional ist  thinking that assumes every thing 
works the same way around on a global scale,  that di f ferent 

communit ies can meet,  relat ionships form and col laborat ions 
happen as i f  di f ferent par ts of  a machine being bolted together. 

Shari ful l in agrees that i t 's  a fair ly complex and nuanced si tua-
t ion.  » I  mean — come on,  al l  this ›Siberian musical  community‹ 
is  just  a smal l  bunch of weirdos,  total ly unknown — and myself 
as wel l ,«  he says,  remarking that cer tain r ivalr ies have been giv-
en an added fr isson thanks to inclusion (or otherwise) on the 
fest ival  bi l l .  He's also very aware of how Siberian experimental 
music is  far more of an out l ier here than i t  might be elsewhere. 
»Maybe in one's imaginat ive world he or she is  a key f igure in 
the regional  (or even Russian — or worldwide!) cultural  scene, 
but there's also the damn real i ty.  There's one simple fact in this 
real i ty — we are nothing.  I  mean, we al l  need to work a lot  to be-
come something – and yes,  i t  is  just  another great thing,  an in-
spir ing one.  The scene is growing, so just  please let  i t  grow or-
ganical ly.«  And what of  preconceptions some might have over 
glacial  drones over the icy frozen trees etc.  etc.? » I  love to 
keep things ironic«,  Shari ful l in says.  » I f  one imagines Siberia as 
a huge empty space f i l led with snow and ice and nothing else — 
why not? Why get bothered with other people's delusions when 
you can play with i t?«

On the Sunday night ,  there's a closing par ty in Novosibirsk's 
f irst  nightclub,  a square box of a room plonked as i f  from above 
in the middle of  a cour tyard,  surrounded by of f ices.  I t 's  a re-
markable par ty unl ike any thing I 've seen before.  I t 's  unclear 
whether this is  a noodle restaurant (people wander around with 
steaming car tons of  foods as others hammer down shots) ,  chi-

chi  bar (the wal ls  are covered with r ighteous quotes from mu-
sicians) or a s imple box that ,  to be frank,  r ivals any venue in 
London, a ci ty where l ive and club music venues are fal l ing 
vict im to property developers at  an alarming rate.  Rabih Beaini 
unleashes an absolute col l is ion of  music,  l iquid rumblings,  as 
i f  the skein of  wires that connect al l  Novosibirsk's bui ldings at 
various heights ( I  keep tr ipping over one cable that someone is 
using to leech a phone connection) had picked up shor t  wave 
transmissions from across the globe — uncountable voices,  al l 
discussing the weather.  He plays what I  am imagining must be 
a f ie ld recording of a folk song, the language of which I  can't 
catch over a hulking bastard of a track,  a rhy thm by a thousand 
drums. He keeps pul l ing that in and out of  the mix,  then f l ies into 
some mind melt ing jazz drowning in shards of  drums, some-
thing else that sor t  of  might be The Ex.  This is  true freak-out 
music,  God's own record col lect ion fal l ing on your head, and 
the sounds we' l l  be broadcast ing to al iens should the peoples 
of  the ear th ever decide that they can get along. 

I t 's  cer tainly working in the room. Shari ful l in has organised a 
whip-round, with everyone asked to contr ibute 500 roubles 
towards a fund to purchase a synth for one of the Siberians, 
struggl ing to af ford to buy the equipment he needs to move 
his music forward.  Just  before Helena Hauf f  plays,  the venue 
empties and we al l  gather in the cour tyard under the gathering 
dusk for a presentat ion,  a speech, cheering that buoys every-
one through unt i l  the very smal l  hours of  Monday morning.  Yes, 
this might be a dark place with tensions and issues that are di f-
f icult  for the Western European mind to unpick.  But the spir i t 

here is  not exotic at  al l  — i t 's  honest ,  very real .  What's more, 
everyone emerges steeped in a conscious internat ional ism that 
feels more and more needed in these strange t imes. 

Speaking af terwards,  Shari ful l in is  caut iously optimist ic about 
the impact of  the fest ival  and feels ,  rather excit ingly,  that i t 's 
just  the beginning of what wi l l  hopeful ly be an ongoing pro-
cess.  »You can't  change the whole game in one day,  i t  requires 
years,  even decades«,  he tel ls  me. »The ice has broken though 
and there's no way back.«

Luke Turner is  an editor for Bri t ish onl ine music magazine The 
Quietus.  — www.thequietus.com.

Graw Böckler is  the joint  project of  Berl in-based ar t ists Ursu-
la Böckler and Georg Graw, who together and independently 
work across the popular formats of  v ideo and st i l l  photography. 
— www.grawboeckler.de

LPSHBR, one of CTM Siberia's venues.
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Meike Jansen,  photo by Stefan Boness.

Im  G edenken an unsere Freundin,  Kollegin & »Feuermelderin«

I n memo ry of a dear friend,  colleague,  and irrepl aceable supp orter .

Meike Jansen

*  18. 1. 1 968 ~ †  1 1 . 4. 20 1 5
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Die Kuh ist vom Eis. Die Bundesregierung konnte ihre Visio nen nahtlos umsetzen. Mit ihrem histo-
rischen Reformwerk, das nun in trockenen Tüchern ist, hat 
Indessen ist in der Bevölkerung die Schere zwischen Arm und Reich 
die Regierung nicht zurückrudern. Der kleinere Koa litionspartner stärkt der 
vor den Rücken, indem er ihr den Rücken freihält, sodass sie weiter Rückenwind 
men, die sich zunächst gemehrt hatten, warfen keinen Schatten auf die Regierungs
dern gingen unter. Die Regierungsmannschaft bröckelt nicht, sondern hält weiter Kurs. Ein 
derzwist ist nicht in Sicht. Fest steht: Über der Bevölkerung, die sich noch immer in einem Dorn-
röschenschlaf befi ndet, obwohl sie massiv der Schuh drückt, wird weiter das Damoklesschwert 
Hartz IV schweben. Es bleibt also eine Zitterpartie. Doch das 
ten Handlungsbedarf nach weitergehenden Reformen anmelden 
öffnet. Die Parteien schnüren und bündeln hinter verschlossenen Türen schon 
Reformpakete. Entsprechende Eckpfeiler und Eckpunkte sind schon eingeschlagen 
bzw. markiert. Und es ist wohl mehr Peitsche als Zuckerbrot zu erwarten. 
Zeichen der Zeit nicht erkannt nicht bald ein zündender Funke überspringt und 
einen fl ächendeckenden Flächenbrand entfacht, wird der 
peilen wäre, auch künftig nicht umgesetzt werden. Und wenn die Regie
Mal den Reformmotor anwirft und grünes Licht für soziale Grausamkeiten gibt, kann und grünes Licht für soziale Grausamkeiten gibt, kann 
jetzt schon als abgefahren gelten. Die Gretchenjetzt schon als abgefahren gelten. Die Gretchenfrage wäre, ob es gelingen kann, dass Teile des 
außerparlamentarischen Spektrums sowie linke, emanzipa
sich schon im Vorfeld gegenseitig vernetzen, um zeitnah Druck aufzubauen. 
nichts draus. Und alle gucken dann abermals in die Röhre bzw. dumm aus der Wäsche.
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O l a f  Bohn ,  Ed  Wi l l i ams  &  C l aud i a  Weidner  for  Ab le ton ;  Pe ter  Le-
har ;  P i e ter  de  Kock ;  Sarah  Mar t i n  &  Andrew Shedden  (Turner  Con-
temporar y) ;  Shaun  C ur t i s  (Meta l  L iverpoo l ) ;  S imon  Wojan ;  S te fan ie 
Hos ter  &  Marcus  Gammel  fo r  Deu tsch landrad io  Ku l tu r  Hörsp ie l 
/  K l angkuns t ;  S te fan i e  Pe ter,  Anna  Morosowa ,  E lena  Nosowa and 
ever ybody  a t  Goethe  Ins t i tu t  Novos ib i rsk  as  we l l  as  S tan i s lav 
Shar i fu l l i n ,  Evgeny  Gavr i l ov  &  ever ybody  who made  CTM S ibe-
r i a  such  a  reward i ng  exper i ence ;  S téphane  Bauer  &  Ce l ina  Basra 
(Kuns t raum Kreuzbrg/Bethan i en) ;  Susanna  Niedermayr  (ORF Ö1 
—  Ze i tTon) ;  Ti mm R i ngewa l d t ;  Thomas  Z ierho fer-K in  &  K laus  Mo-
ser  (Donau fes t i va l ) ;  Tony  Herr i ng ton  and  The  Wire  Magaz ine ;  Trey 
S tuvek  &  team (B i erB i er ) ;  U te  Schon ;  a l l  a t  Waterga te ;  Zwe ikom-
mas i eben  Magaz i ne ;   to  a l l  20 1 6 ar t i s t s  &  con t r ibu tors ,  our  aud i -
ence ,  a l l  20 1 6 vo l un teers ,  a l l  Vorsp ie l  par tners  &  cont r ibu tors ,  & 
espec i a l l y  to  our  f r i ends  &  fami l y.



i n  c o l l a b o r at i o n  w i t h

a  p r oj e c t  by f u n d e d  by

i n s t i t u t i o n a l  pa r t n e r s

m e d i a  pa r t n e r s

s u p p o r t e d  by

p r o g r a m m e  pa r t n e r s



“Was jetzt 
passiert, ist 
die totale 
Besetzung
mit Gegen-
wart.”(Heiner Müller)

HEINER MÜLLER! Ein Festival mit andcompany&Co., 
Sebastian Baumgarten, Bibiana Beglau, Ana Berkenhoff
& Cecilie Ullerup Schmidt, Laurent Chétouane, Phil 
Collins, Thomas Heise, Interrobang, Hans-Thies Lehmann, 
Boris Nikitin, Damian Rebgetz & Paul Hankinson, Anne-
gret Schlegel, Kristin Schulz, Veit Sprenger, Hans-Jürgen
Syberberg, Ginka Tscholakowa u.a.
In Kooperation mit Internationale Heiner Müller Gesellschaft.
Gefördert aus Mitteln des Hauptstadtkulturfonds.
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