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Abstract

This investigation provides an answer to the foitayvontological question:
what is an acousmatic musical performahdghapter 1 discusses acousmatic
sound — a fundamental constituent of the acousnaigical performance — and
considers ways in which acousmatic sounds arerdeted in advance of, and
during, a performance. Chapter 2 presents the awics performance as an
agent-centred, skilful enterprise that serves botimposers and listeners
through intentional communicative acts. Chaptex&wnes the nature of, and
relations that hold between, acousmatic performarasel acousmatic works.
Chapter 4 considers interpretatiasfsvorks and highlights some of the various
ways in which interpretations are formulated, rated and executed. Chapter 5
focuses upon the notion of performance authentanity questions whether it is
possible for an acousmatic performance to be cersidinauthentic. Taken as a
whole, these five chapters highlight the centraistibuents of the acousmatic
musical performance, unravel the collective inptitcomposers, performers,
listeners and technologies, and explicate the cexnpetwork of relations that
coalesce within the performance environment.

The methods employed within this thesis relatén&ogractice of musical
ontology, and have been significantly influencedRaghard Wollheim’s realist
account oftype and tokens(Wollheim 1980) and Stephen Davies’ notion of
thick andthin musical works (Davies 2004). These ontological tiesoprovided
a method for identifying and discussing the relaiothat hold between
acousmatic performances and acousmatic works, armde wltimately
fundamental to the formulation of a bespoke typssti that serves music of the
acousmatic tradition. Accordingly, the researclvagitwo distinct communities.
On the one hand, it serves the ontological commu@aitcousmatic music has
received very little ontological attention and,aagesult, this research broadens
the investigative scope of the discipline whilshsiolering how existing theories
may be applied to music of the acousmatic traditiom the other hand, it serves
the acousmatic community; by abstracting and empigi the central
constituents of the acousmatic musical performatigs,investigation clarifies
the roles of composers, performers and listenensl demonstrates how
understanding of these roles may inform creatiaete.

A portfolio consisting of six original acousmatiorapositions has been
produced. This compositional research allowed tt&zal ideas to be tested,
and works in the portfolio are cited to contexts@lkey points.

13
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Introduction

What isan acousmatfcmusical performance? How do such performances come
into being, survive and cease to exist? What agectintral constituents of an
acousmatic performance? Are performance constgumotught about by acts of
human agency, or technological wizardry? Are acaigm performance
constituents predicated upon any specific skilfssb| are these skills regulated
by communities, guilds and/or performance tradgnDo acousmatic
performances instantiate acousmatic works? If oy ban one explain and
characterise the relations that hold between peadoces and works? Is it
possible tointerpret acousmatic works through the act of performance® Ar
there any limitations that regulate interpretatiohsvorks? If so, where do these
limitations come from? Are some acousmatic perfarces more (or less)
authentic than others? If so, what does the tauthenticity mean, and is
performance authenticity actually important to awouatic composers,
performers and listeners?

This investigation provides answers to the abawestions. In doing so,
it offers an ontological account of the acousmatic musical performance that
explicates the many interwoven factors that coalesithin the performance
environment whilst surveying the complex networkrefations among them.

The backbone of this idealised account can be suiseaain a single sentence:

! The termacousmatiaefers to the Akousmatikoi — a group of Pythagorsadents dedicated

to the religious and ritualistic aspects of Pythago teaching (Scruton 1999, p.2). Legend has it
that Pythagoras conducted some of his teaching fo@imnd a curtain in order that the
akousmatikoi could concentrate their attention ugf@nsound of his voice (Scruton 1999, p.2);
Jérbme Peignot clearly had this in mind when, i85 %e used the phrabauit acousmatiqué¢o
describe the dislocation of a recorded sound fitsredurce, as encountered in musique concréete
(Emmerson and Smalley 2001). Peignot’s phrase ulasegjuently taken up by Pierre Schaeffer,
the founder of musique concréte, who likened thee teecorder to the Pythagorean curtain
(Emmerson and Smalley 2001). In recent years,dahm icousmatic has been used to describe a
listening situation in which the source or causeao$ound is not presented (visually) to a
listener. When used in this context, the term ag@iig suggests an aesthetic stance in which an
acousmatic listening situation is essential to kbt presentation and the reception of music
(Harrison 1999a, p.1).

2 Ontology is a branch of metaphysical philosoptat ik concerned with the nature of being or
existence. It is often described as the theory lgéads and their ties, providing criteria for
distinguishing different types or kinds of objeatfiabling one to unpick the various relations
that such objects enter into (Hofweber 2012, pThe various methods employed by
ontologists, including those employed within thereat thesis, are discussed in the following
section (Methodology).
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the acousmatic musical performance involgesindsthat are produced and
regulated by human and technologieglentsto instantiate acousmati@orks
through an act ointerpretationthat is intentionally and necessardythentic
Taken as a wholesounds, agents, works, interpretatioasd authenticities
underpin the diverse, multifaceted and heterogen@ature of the acousmatic
musical performance.

This ontological investigation does not merely niify the central
components of the acousmatic musical performancelso considers the
various factors that constrain, regulate and detesrtine nature and/or character
of such components. Accordingly, the acousmati¢operance is described as
an agent-centred, skilful enterprise that serveth ligteners and composers
through specific and intentional communicative attsese acts are regulated by
performance traditions and performance communitesl typically serve to
instantiate specific works that are imbued withimas contextual and stylistic
prescriptions and constraints. By abstracting andsedting individual
performance constituents, this investigation unsaaead explains the collective
input of composers, performers, listeners, techyielo and contextual
contingencies, as revealed (albeit obliquely) withihe acousmatic musical
performance.

A significant portion of the investigation is camoed with the various
ontological relations that hold between acousmagierformances and
acousmatic works. There are three main reasons th@. Firstly, the
performance/work relationship has been overlookedarginalised and
misrepresented within the existing literatur8econdly, an understanding of the
performance/work relationship provides a theorétmatform upon which a
discussion of performandaterpretationand performancauthenticitymay be
built. Thirdly, a detailed understanding of acousmavorks enables one to
untangle certain fundamental misconceptions thaiusmatic performance
practice appears to raise. Thus, whilst this thiegsimarily concerned with the
acousmatic musical performance, it is also conackwith the ontological nature

of the acousmatic work.

% The ‘three main reasons’ listed in this sectioa akplained and justified in the following
section (Methodology) and further developed late{@Ghapter 3).
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Before considering the methods employed withirs tthiesis, we shall
briefly consider some of the intended recipientsl dreneficiaries of the
research, starting with acousmatic performers, reetmnsidering acousmatic
listeners and composers. An additional recipierdoissidered in the following
sectiorf.

The research presented within this thesis is bemlaéfto acousmatic
musical performers. However, it does not attempilltoninate best practice,
and is neither a performance manual. Instead, régsarch, which is largely
descriptive rather than prescriptive, offers acoatstnperformers a normative
template against which their performative ideals/rha considered, explained
and discussed. Although substantial parts of thiestigation are idealised, the
various terms and concepts may be applied in a watiety of performance
situations and this enables performers to conceptuand articulate aspects of
their practice away from the performative evente Blesousmatic performer may
be particularly interested in the discussion ofutatpry factors; performance
communities, compositional trends, technologicalowations and audience-
related intentions unite to inform and regulatefgrenance practice, and an
awareness of their collective influence enablespméormer to understand how
their actions are informed by (and subsequentlyrinj the acts of other agents.

This research is equally beneficial to listeneloware, as a result of the
acousmatic listening situation, often denied (Visa&cess to the actions and
gestures of acousmatic performers. By explicativgtarious factors involved
in the performance of acousmatic music, this ingasbn enables listeners to
make a conceptual distinction between performancdevarks, recognise some
of the various performance-related challenges tttet performer must
overcome, and understand the role and functionlistening public relative to a
given performance. It is worth noting that the slgmesented in this thesis do
not seek to deliver evaluative judgements in reftato specific performances,
pieces or musical traditions. However, this invgsion does provide a
theoretical background against which judgements rbay presented and
defended.

* This investigation employs a number of methods uthniques common to the practice of
musical ontology. As a result, the ideas preseitethis thesis also serve the ontological
community. This point is introduced and explainedhe following section (Methodology).

17
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In addition to performers and listeners, the redeaserves the
acousmatic composer. Performances are often coedidduring the act of
composition and, as a result, such acts have arpaficetelos. Accordingly,

a detailed understanding of the complex networkredéitions that combine
within the performance environment can inform, €hamd even underpin
certain compositional decisions. To demonstrate guint, a portfolio of six
original acousmatic compositions is presented aedassociated compositional
intentions and motivations are introduced and empth These compositions
serve to contextualise many of the ideas discugsedghout the thesis, suggest
ways in which an understanding of the acousmatisicali performance may
inform the creative process, and present a comgpoaltrationale that situates

performance at the heart of the aesthetic.
Methodology and Rationale

The various questions listed in the introductiolateeto the practice of musical
ontology. This section briefly introduces such agbice, surveys some of the
central objectives of a musical ontology, considerw these objectives relate to
the thesis and provides a rationale for the ingesiorf.

At the start of Musical Works and Performances: a philosophical
exploration, Stephen Davies, a well-known musical philosophestlies a
series of ontological questions that are relevaig practice; these include:

What is a musical work? Are musical works of agknkind?
Are free improvisations best regarded as performsnof
ephemeral works? Can two composers working indegrehd
create the same, single piece? Do composers disooaeate
their compositions? Of what elements are musicakkso
comprised? Is there more to a piece than its s@aodience?
How are works specified by notations? Is everythegprded in
the score work-identifying and, hence, requirecaimaccurate
performance? What conditions must be satisfied if a

® The Greek terntelosrefers to an end, purpose or ultimate goal. It ftire root of the term
teleologywhich is the study of ends, purposes or goals.

® The various ontological methods discussed inghigion are further developed and explained
throughout the thesis. This section merely sergesttoduce and explain the broad interests and
concerns that underpin the practice of musicallogio

18
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performance is to be of a particular piece? Caropaances
that sound different faithfully represent and beaingle work?
Can performances that sound the same faithfullyesgmt and
be of different pieces? Can a performance simuitaslg be of
more than one work?

(Davies 2004, p.4)

Taken as a whole, these various questions aresapedive of the broad and
heterogeneous discipline known mmisical ontology In some cases, musical
ontologists seek to answer a single question, ascfHow are works specified
by notations?’. In other cases, ontologists seelartswer a whole series of
guestions, such as those listed above. Both appesare equally valid.

Answers to ontological questions are frequentlyedie. For example,
the question ‘What is a musical work?’ has provo&eslide variety of different
answers; some ontologists have suggested that ahusarks are imaginary
entities (Collinwood 1958; Croce 1952); others hesjected this view, arguing
that works are simply groups, classes or sets dbpeances (Goodman 1969;
Predelli 1995; 1999). An alternative view postutatbat musical works are
universals (Kivy 1983; Price 1982; Wolterstorff D)8others claims that they
are types of sound structures (Davies 2004; Woaihd&980), or types of
performances (Kania 2005), and sd.dFhis diversity, which is characteristic of
many ontological investigations, arises, at leagpart, because the practice of
musical ontology involves: “[...] the painstakingopess of arguing about
fundamental questions, without the benefit of amgapranged or systematic
answer to them” (Scruton 1999, viii). Scruton goesto note that ontologists
proceed by presenting a bespoke hypothesis tlaipiained and justified using
logical arguments, thought-experiments, claims aodnter-claims that are
always ripe for further debate.

The investigation undertaken in this thesis conteb to the on-going
ontological debate. However, it focuses upon acatisnmusic and is therefore
concerned with an artistic tradition that has reeeivery little ontological

attention; most ontologists of music are primaryna@ned with scored,

" The various terms introduced in this paragrapheses highlight the diverse range of possible
answers to a seemingly straightforward questiom. fEhms are explained in Chapter 3.
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instrumental works of the Western classical traditiand references to
acousmatic music, which are largely infrequent &mtkef, are typically

consigned to the margins, footnotes and/or endnotetheir investigations.
Despite this, these brief references are suffigrenumerous to reveal the
following view: acousmatic performances do not gxagice the music is simply
played back(Davies 2004; Godlovitch 1998; Ferguson 1983; Lewim 2006;

Kania 2005; Urmson 1976; Wolterstorff 1980).

The above view is as understandable as it is fapet ontologists, who
have a specialised knowledge of ontological methtmms and techniques, can
only theorise about those traditions that they krpasticularly well, but most
appear to have a limited understanding of the auatis tradition. The vast
majority of musical ontologists seem unaware of teenpositional methods
employed in the creation of acousmatic music anteraf the various theorists
listed above have considered or discussed theiggatsound diffusion and the
various issues surrounding the presentation anthntigtion of acousmatic
works. As a result, the discussion miaiybacksoften results from a lack of
specialist knowledge.

The situation outlined above is often reversed whaousmatic
composers and theorists engage in the practicentwiagy; whilst they may
have a detailed knowledge of the acousmatic t@ditacousmatic composers
and theorists often have a limited understandinthefmethods and techniques
employed by musical ontologists. This does not (ahduld not) prevent
acousmatic composers from posing ontological qoestibut it does limit their
ability to provide rigorous and structured answétss point has been raised by
Jonty Harrison, who, in a recent talk, considerkd bntological nature of

acousmatic musical works:

There is debate, even among composers of acousmasic, as
to what constitutes ‘the work’ — is it the trace the storage
medium (let's call it the ‘studio version’) whichwhen

8 Stephen Davies has recently considered the ontadddolk, jazz, popular music, electronic
music and various non-Western musical traditionthefMiddle East and of Japan, China, India
and Indonesia (Davies 2004), Andrew Kania, has idensd the ontology of rock music and
jazz (Kania 2005; 2008) and Theodore Gracyk hasudsed the ontology of popular (recorded)
music (Gracyk 1997). Despite this, the vast majoot musical ontology is concerned with
canons of the Western classical tradition.
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reproduced in conditions sufficiently similar tootie of its
composition, renders the piece audible as the cesergweard it?
Or is it the public presentation, probably on agéar sound
system, in an unknown acoustic, in which case vughstored on
tape/disk is ‘incomplete’, serving merely as thedprint for
further manipulation of the sounding material? @dre both?
(Harrison 2011, p.5)

In this short statement, Harrison poses a numbeomblogical questions.
However, he does not attempt to provide any ansteetlsese questions, stating

that this is not his primary objective:

[...] | am raising questions for discussion, rattien offering

answers or definitions [...]. What | hope to dsiply identify

some of the areas in which further investigatiorecguired.
(Harrison 2011, p.1)

This investigation addresses some of these ont@bgareas and
provides answers to Harrison’s questions. In magpects, this involves the
assimilation and synthesis of two distinct bodiéskmowledge. On the one
hand, it draws from the vast body of ontologic&riture, including (amongst
others) the writings of Stephen Davies (2004), hy@oehr (2007), Nelson
Goodman (1969), Roman Ingarden (1986), Andrew K&@®5; 2008), Peter
Kivy (1983; 1991; 1997), Roger Scruton (1994; 192904) and Richard
Wollheim (1980). On the other hand, this invesimatdraws from the writings
of acousmatic composers, performers and theossts) as John Dack (2001,
2002), Simon Emmerson (2006; 2007a; 2007b), Jorayisbn (1988; 1999a;
1999b; 2000; 2010; 2011) Denis Smalley (1986; 19P996; 1997; 2007).
Whilst this list of authors implies a substantitgrature review, the assimilation
and synthesis of ideas presented within this thesiges to reveal significant
gaps in existing knowledge. The proposed investgaffills such gaps,
providing a bespoke ontological account of bothusoeatic music and the
acousmatic musical performance.

Accordingly, this thesis intentionally serves twistohct communities.
On the one hand, it serves the ontological communiroadening the
investigative scope of the discipline through tlensideration of a musical

tradition that has, thus far, received very liileention. On the other hand, the
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ideas presented in this thesis serve the acousmaionunity, outlining the
central constituents of the acousmatic musicaloperdnce, considering some of
the various relations among them whilst providinglegailed account of the

performance/work relations that typically underpirative practice

Overview

As stated in the previous section, the acousmatisical performance involves:
soundsthat are affected by both human and technologigehtsto instantiate
acousmatievorksusing acts ointerpretationwhich are invariably characterised
by varying degrees dauthenticity These italicised terms provide the titles for
the five chapters in this the§lsAccordingly, each constituent of the acousmatic
musical performance is considered individually toyide a detailed account of
the acousmatic performance whilst considering somée various relations
that bind these constituents. Taken as a wholesethehapters present an
idealised view of the acousmatic musical perforneatiat endeavours to be
broad, inclusive and comprehensive. Chapter 4 densi how a detailed
understanding of the acousmatic musical performamaginform and direct the
compositional process. The portfolio of six oridiagousmatic compositions is
discussed in relation to the ideas presented els@ndnd the ensuing discussion
demonstrates how these ideas developed throughmeit cburse of the
investigation. We shall briefly consider each indual chapter in more detail.
Chapter 1 introduces acousmatisoundsand develops the following
point: sounds are fundamental constituents of tlwwusmatic musical

performance. The discussion is divided into threeath sections. The first

® The desire to serve two distinct communities haes major disadvantage — some of the ideas
presented serve to introduce topics that are exfsefamiliar to the acousmatic community but
probably less familiar to the ontological commur(iég per Chapters 1 and 2) and vice versa (as
per Chapters 3, 4 and 5). It is hoped that Chapteasnd 2, which cover extremely familiar
ground, will be understood in the context of thedater thesis aims. A range of complex and
unfamiliar ideas is presented from Chapter 3 onsard

1 The titles of the first three chapters are derifresin Stan Godlovitch’sModel of Musical
Performance an idealised view of musical performance that eefesoundsagentsworksand
listeners (Godlovitch 1998, pp.11-51). There are no furtlsémilarities between the ideas
presented in this thesis and the ideas present&bdiovitch’s model, because he refuses to
discuss acousmatic music in relation to his madalming that acousmatic performances do not
exist. Most of Godlovitch’s various arguments argdduced, discussed and dismissed within
the first two chapters of this investigation.
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section suggests that acousmatic sounds derive &r@ommpositional process;
acousmatic composers work directly with recorded synthesised sounds and
thus produce music that is characterised by an eseplented degree of
specificity. The second section, which functionsadierature review, discusses
the views of four ontological theorists who beliethat it is not possible to
perform acousmatic sounds on the grounds that theyfiaesl during the
compositional process (Davies 2004; Ferguson 18&f}lovitch 1998; Kania
2005). The third section rejects such a view; ac@ik sounds may dargely
predetermined during the act of composition butytlaee further shaped,
developed and modified during the act of perforneaaad are, as a result,
certainly not fixed.

Chapter 2 discusses performanegencylt starts by suggesting that the
acousmatic musical performance involves a humantageown as @erformer
or sound diffuserbefore considering some of the various performaystems
that the human agent may use. The chapter goes alistuss some of the
diverse and multifaceted agential acts that arenconty employed during a
performance, identifies a distinction that holdstween corrective and
expressiveagential acts and differentiates between stereo, multicHaand
stem-based sound diffusion. The chapter concludisandiscussion of agential
skills (including memory, timing, dexterous and aluskills) and intentions
(relative to the music that is being performed, tgential acts that are
employed and the listening public). The acousmpéidormance is a skilful,
agent-centred enterprise that serves both compasdrbsteners.

Chapter 3 develops a worlkonceptin order to demonstrate the
following point: acousmatic performances instaetiatousmatic works. It starts
by differentiating between performances and workisawing upon the
ontological writings of Roman Ingarden (1986), GRghrbaugh (2005) and
Andrew Kania (2005; 2008). The chapter goes onrtvige an ontological
account of the acousmatic work, surveying three idant ontological views
(the mediumview (Ferguson 1983), thelass view (Goehr 2007; Goodman
1969) and theype view (Davies 2004; Wollheim 1980)). In each cases t
relevant ontological view is introduced, explain@ad critiqued, before being

discussed in relation to the acousmatic work. Thapter concludes with a
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discussion of the various relations that hold betwacousmatic performances
and works.

Chapter 4 focuses upon the notion of performaringerpretation. It
starts by highlighting theeedto interpret acousmatic works, before suggesting
that interpretations of works are informed by, aespbond to, sonic behaviours,
references and their associated structural fungti®he discussion draws upon
the six original acousmatic compositions includadthe associated portfolio,
before considering some of the various additioredtdrs that shape the
interpretative act. It suggests that interpretatiorust be formulated in response
to the work, the listening space, the diffusiontegs and numerous context-
specific constraints thahaybe encountered during the act of performance. The
chapter concludes with a discussion of interpretagkills.

Chapter 5 considers the notion of performaraethenticity.It starts by
suggesting that composers, performers and listeplace a certairvalue on
performance authenticity before suggesting thahenitcity is ontological
necessity rather than an interpretative option. Toleowing two sections
consider whether performances must be considerddertic/inauthentic in
relation to the composer’s performance-relatechimes or their works.

The appendices serve to further develop a rangmiots introduced in
the five chaptersAppendix Il is of particular interest, since it focuses upuoa t
musical works included in the associated portfahib original acousmatic
compositions, contextualises the various ideas epted elsewhere, and
highlights some of the ways in which these ideasldeveloped. The ensuing
discussion demonstrates how a detailed understgrafirthe ontology of the
acousmatic musical performance may inform, and eMertt, the compositional
process. The six compositions present various réifife aspects of a broad
aesthetic approach that foregrounds the performadispects of the creative

process.
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Chapter 1: Sounds

This chapter is divided into three sections. Thstfisection considers the
compositional process(es) involved in the creatibacousmatic music (Section
1.1), noting that acousmatic composers work diyaegith recorded sounds and,
as a result, produce music that is characterisednbynprecedented degree of
specificity. The second section surveys some of éhWesting ontological
literature and considers the views of Stephen Bay2904), Linda Ferguson
(1983), Stan Godlovitch (1998) and Andrew KaniaO&0(Section 1.2) — these
ontologists believe that is it not possibleperform acousmatic sounds on the
grounds that they ariixed during the composition process. The third section
rejects this view (Section 1.3); acousmatic sounusy be largely
predetermined. However, they are often shaped avdified during the act of
performance and are, as a result, certainlyfinetl Taken as a whole, the three
sections within this chapter serve to introducenkatousmatic music (albeit in
skeletal form, to presuppose further discussionfleshing out, in subsequent
sections and chapters) and some of the variousdogital views that this thesis
seeks to oppose. At the end of the chapter, thewolg conclusion is presented
and defended: sounds are fundamental constituériteecacousmatic musical

performancé.
1.1 The Compositional Process

The various sounds that are encountered in an a@dicsmusical performance
will have been largely predetermined. This is beeaacousmatic composers
work directly with sounds during the compositionaocess. The typically

begins when a composer records a sound or a seunfl$®>. Recording, itself a

™ This chapter, which functions as a literature @i does not identify the specific types of
sounds that one is likely to find in an acousmatark. Such sounds are discussed in Section
4.1, and specific examples are aligned with thefploy of original acousmatic compositions.
The ideas presented in Section 1.1 will be famiitamost acousmatic composers and theorists
and are primary directed towards ontological theteyiwho may be less familiar with the
acousmatic tradition.

12 Composers may also synthesise sounds, using agsrdescribed by Emmerson and Smalley:
“Creating a sound through synthesis requires tmeposer to design the constituents of a sound
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process, involves the conversion of acoustical danergy into static, encoded
audio (Mooney 2005, p.18). Historically, composased analogue recording
technologies which converted variations in sounédsgure into variations in
electrical voltage which was, in turn, convertedoira varying pattern of
magnetisation on a tape or a groove of varying atemn on a vinyl disc
(Rumsey and McCormick 2006, p.193). More recentltynposers have used
digital recording technologies, which convert vioas in sound pressure into a
series of binary numbers which are then storedaaded form representing the
amplitude of the signal at a unique point in tirReinsey and McCormick 2006,
p.193). In this context, the terencodingmay refer to either the conversion
process or to the coded representation resultorg Buch a process.

The recording process, as encountered within @catis composition,
may be lengthy and involved. The acousmatic composest select something
(a sound source) to record and, following this, ndexide how to record the
chosen source. In some cases, the composer wableeto explore a source by
exciting it in numerous different ways to producevaried range of sounds
whilst employing various different recording teotumés to reveal, magnify and
capture subtle details and nuances as they emé&mené¢rson and Smalley
2001, p.1). In other cases, composers will hatle ltontrol over the source that
they have chosen; although: “sounds that were pusly ephemeral can be
captured, and environmental phenomena can be isgpomto music”
(Emmerson and Smalley 2001, p.1), these soundsftee difficult to record
since the composer is not necessarily able to abtite processes and events
that give rise to such phenomena.

Once captured, recorded sounds will be auditiometl assessed by the
composer. This typically involves a process of d@éeg audio; the encoded
audio is converted back into a continuously varywodtage which is, in turn,
converted into physical movements within some kifanedium, the resulting
vibrations subsequently causing sound waves whielamplified and presented

over loudspeakers (Mooney 2005, p.21). By decodemprded sounds, the

and their evolution according to a particular methofor example, building sounds based on
waveforms, constructing sounds out of the briefesind-grains, or specifying the parameters of
models based on the behaviour of the voice, ingnism and other sounding bodies.”

(Emmerson and Smalley 2001, p.1)
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acousmatic composer is able to make compositioeaisitbns on the basis of

audibly verifiable criteria:

The assessment of material and processes is meugtththe
perceptual response of the composer as ‘firstnleste in a
process based on actual (concrete) aural experianckeusing
the ear/brain mechanism most immediately to harte (t
composer’'s) as representative of the (presumabhyilasi
though not identical) mechanisms of other humandsei
(Harrison 1999a, p.118)

In this respect, acousmatic music shares the mgthiedhniques and concerns
of musique concrete (Harrison 1999a, p.1). Pieda8ffer introduced the term
musique concrétdo describe a compositional method in which corepos
engage directly with recorded sound materials (sanr 1999a, p.2). Schaeffer
sought to differentiate this method from that af thstrumental composer who
does not work directly, or concretely, with sourmg indirectly, with abstract
notational systems (Emmerson and Smalley 2001; D2@®2; Schaeffer
1966)°% Thus, acousmatic composers are, like their mesigoncréte
counterparts: “dealing with the “stuff” or “mattedirectly presented” (Dack
2002, p.4).

The acousmatic composer may, as a result of aal @ssessment,
choose to use recorded sounds without any furtherdifroation or
transformation. However, it is likely that the cooser will, at the very least,
edit these sounds, or, as is often the case, tiansfr manipulate them during
the compositional process. In many cases, acousic@tiposers employ digital
sound processing tools and computer programmegactiitdte the manipulation
of sounds. These may be used to craft, shape amgt qure-recorded (or
synthesised) in ways that are, according to Tr&Vmhart: “[...] limited only by
the imagination of the composer” (Wishart 1994) p.1

Sound processing tools directly affect the recdydencoded audio.
However, they typically afford a degree of direlsgnds-on control that has

13 Schaeffer's use of the termoncréte served to emphasis the difference between his
compositional techniques and a perceived over-fisation of abstract serial techniques
employed by many of his contemporaries. John Daokiges a comprehensive overview of the
various differences, noting that the specific megns often unclear since the term concrete can
be used as both an adjective and a noun (Dack 2002)
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striking parallels with direct manipulation of plga materials common to the
various plastic arts such as painting and sculptboene acousmatic composers
support this view, often referring to the hapticindesthetic and even
proprioceptive nature of their compositional prasss(Nance 2007, p.13) and
one may find numerous cases where acousmatic camopdsas been discussed
alongside the plastic arts (Ferguson 1983; Scha€82; Urmson 19783 By
contrast, Jonty Harrison suggests that the manipualand processing of sound
materials is, in many ways, similar to the physiaats and gestures that are

typically associated with musical performance:

The manipulation of sound materials was, histolycak
physical, manual process - it was, in other wotdsrforming”
in the studio. Even though this is now often dmme digital
surrogates, our aural understanding of the es$épligsicality”
of performance gestures in shaping musical utteraemains
intact. Thus we can assert that elements which suiddweadily
associate with performance were and remain embenidéke
compositionof musique concretand its descendants.
(Harrison 1999a, p.4)

The acousmatic composer may spend a considerabtghleof time
manipulating and transforming sound materials feefetarting to combine
sounds to form phrases and larger structures. batytthe encoded audio will
be finalised and copies may be issued on a givediume such as magnetic
tape, vinyl disc or, as is now common, CD or DVD.tis stage, the composer
has finished recording, manipulating and structursounds and has thus

completed the compositional process.

1.2 The Fixity View

Some ontologists believe that acousmatic sounds fexed during the
compositional process and are, as a result, mgrayed backrather than

performed This section introduces such a view, drawing ugawritings of

4 Pierre Schaeffer once suggested that the teusique plastiquenight be a more appropriate
than the termmusique concrété'it is amusing to ask whether the teptastic music or even
plastic soundwould be appropriate” (Schaeffer 1952, p. 115).
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Linda Ferguson (1983) (Section 1.2.1), Stephen €a{2004) (Section 1.2.2),
Stan Godlovitch (1998) (Section 1.2.3) and Andrewania (2005) (Section
1.2.4). The views of these theorists are challenigethe following section,
which considers the instantiation process (Sectidd), and the following

chapter, which considers acts of acousmatic pedaom agency (Chapter 2).

1.2.1 Linda Ferguson’s View

In 1983, Linda Ferguson considered some of the ositipnal processes
typically employed in the creation of tape compgosi; she started by
discussing sound recording and sound synthesisrédbafonsidering some of
various ways in which tape composers transform arahipulate sounds.
Ferguson went on to suggest that the methods iadaoiv the creation of tape

compositions are dissimilar to those employed etz

To compose music has traditionally been, as Banplest, “to
give to do.” Since the late 1940s and the begirmiofytape
composition, it no longer need mean that [...]. & concerned
here with those cases where “to compose” means thorge
other than “to give to do,” since the tape compadees not
ultimately provide symbolic formulae or directivé$e works in
the concrete rather than the abstract, directly wie sonorous
matter of his art.

(Ferguson 1983, p.19)

Ferguson goes on to suggest that shaorous matteof tape composition is
determined by a composer rather than a performere @gain, this is deemed to

rupture the ostensible ontological paradigm:

[...] the sonorous aspect of music has been toadiliy
understood to be the product of the process obparhg, not
the product of the process of composing.

(Ferguson 1983, p.19)

Ferguson concludes her argument by suggestingt ikatot possible to perform

tape compositions on the grounds that: “The expresdement of performance
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— interpretation - is not admitted in tape compositand the expressive content
is already present, concretely determined by theposer.” (Ferguson 1983,
p.20). This claim is used to validate her centratotbgical thesis: “tape

composition is not music because it is in essenogething other than music as

it has been traditionally understood” (Ferguson31§817).

1.2.2 Stephen Davies’ View

In recent years, Ferguson’s argument has beeneghdabr example, iMusical
Works and Performances; a Philosophical Exploratiddtephen Davies
considers the compositional methods employed incileation ofelectronic
music (also described agurely electronic mus)&® (Davies 2004, p.25). Like
Ferguson, Davies suggests that electronic compegans directly with sound
materials during the compositional process befoiggesting that the resulting
music is forplaybackrather thanperformance We shall briefly consider his
view.

Stephen Davies’ discussion of electronic music imaylivided into two
distinct stages. In the first stage, he considées ¢compositional methods
involved in the creation of electronic music, ngtithat the composer has an

unprecedented degree of control over their chosendsmaterials:

In electronic compositions, the composer works mardess
directly with the sounds that concern her, rathantinstructing
others on how to make them, and this allows tonmech more
control of their detail, which she is able to inoorate within
her work by giving it an electronic representation.

(Davies 2004, p.28)

He goes on to suggest that this compositional nteffroduces music that is

extremely detailed:

The electronic work, because it comes via a tapeord, or
disc, is at the level of acoustic detail that thesedia are

15 Davies does not use the teamousmaticHowever, he offers Schaefferfstude Pathétique
(1948) and Eimert'$our Pieces(1953) as paradigmatic examplesetéctronic musi¢Davies
2004, p.25)
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capable of storing and later conveying. Becauselaatronic
work is sounded directly when it is instanced, preperties
defining it are at the same level of detail as ¢hdsaracterizing
performances, whereas the work-defining properiepieces
created for performance are not so fine-grained.

(Davies 2004, pp.26-27)

The above point leads Davies onto the second stdgéis discussion;

composers of electronic music issue tapes or detter than musical scores
and, as a result, their works are mediated by adieg device rather than a
performer’s efforts. In other words, electronic meus so detailed that it can be
presented without recourse to agential acts opaineof a composer. Electronic

music is: “created for playback, not for performah¢Davies 2004, p.25).

1.2.3 Stan Godlovitch's View

A similar view is held by Stan Godlovitch who, Musical Performance: a

Philosophical Studyconsiders the ontology of musique concréte, elaairo
music and computer music (Godlovitch 1998). Likevies, Godlovitch

suggests that composers working within these vartoaditions have ultimate
control, since they deal directly with recordedsygnthesised sound materials.
He goes on to suggest that they produce musiasieatirely determined during
the compositional process and thus for playbackerathan performance.

Godlovitch starts by discussing computer music:

Computer use [...] ‘liberates’ the composer frdme performer
and the limits of conventional instruments. If, teospeak, the
composer is first-person to the work as the plagets third-
party, computers rid the composer of all third-pantervention.
The result means the elimination of performanceuaeh and its
displacement by ‘pre-cast’ or ‘presented’ musicatthis,
playback which has been utterly and finally setrupdvance.
(Godlovitch 1998, p.101)

Godlovitch goes on to discuss musique concréte:

Musique Concretg...] challenges no performance conventions
because it was never meant to include any rolgéoformers.
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The concrétiste’simmediate product is a master tapiusique
concrete pieces are not performable. They admit only of
‘soundings’, the aural counterpart to the ‘viewingr
‘screening’ made possible by the film projectionjst] much of
computer and electronic music is meant for unperéat,
uninterpreted display over which composers have ptet®
control.

(Godlovitch 1998, p.111)

He follows on with this observation about electoomusic:

For some composers, musicians introduce an undiatie®
indeterminacy in the form of third-party interpréoa.
Electronic music is not executed, and so is urnpmétable by an
executant. Like bronze, it is cast, and persiststohically
independent of and uninfluenced by any performaramitions.
By fixing the last detail of each sound, nothingheens for any
performer to do.

(Godlovitch 1998, pp. 117-118)

Godlovitch concludes his lengthy discussion of catap music, musique

concréte and electronic music by suggesting theat &l are for playback rather

than performance. In this context, he assimilataglyacks with the process of

minting coins, believing that both strive for instial uniformity where

instantial novelty signals a flaw (Godlovitch 199839).

1.2.4 Andrew Kania’s View

Godlovitch’s view is clearly supported by othersr Example, Andrew Kania, a

well-known musical ontologist, takes a very simégaproach:

Shortly after the Second World War, some classtoahposers
began focusing on producing works that did not megany
performance. Using technology developed to recordl a
reproduce the sounds of performances, they begeatimg
tapes that when played back produced sound eveatsould
not be considered an accurate record of any pediocm
occurring in the studio, in any sense. [...] Intsuelectronic
music’, the sound of the work, in an important sgensame
straight from the composer, without the mediatioh a
performing artist.

(Kania 2005, pp.134-135)
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In this short statement, we find one of the cleaezamples of what one may
call the fixity view Kania believes that the acousmatic composer peatdees
sounds and this: “results in tapes (or other metha)playback rather than
pieces for performance” (Kania 2005, p.34). Kamaatudes with the following
observation: “[...] if electronic works are not coanexamples to a theory of
Western classical music as a tradition of works gerformance, you might
wonder whatvould qualify as a counter-example” (Kania 2005, p.3¥¥ shall
now consider the validity of the fixity view, foang upon the instantiation

process.

1.3 The Instantiation Process

The views of Linda Ferguson (1983), Stephen Da(2€94) Stan Godlovitch
(1998) and Andrew Kania (2005) are extremely simittowever, none of these
theorists seek to explain what they mean by thegr af the ternplayback,and,
further to this, they do not consider whether ptks are an appropriate
method for the presentation of acousmatic musica Assult, these theorists fail
to acknowledge certain playback-related problentss Bection starts with a
discussion of acousmatiplaybacks introduces and explains a playback
objectiveand questions whether this objective is achievable

It is certainly possibleto playback pieces of acousmatic music. This
involves a decoding of the encoded medium, presgriie music using either
headphones, loudspeakers or a loudspeaker arrayndinber of loudspeakers
employed will depend upon the nature of the encaaletid® encodings may
include numerous different channels and thus pressgs a specific
loudspeaker configuration. In many cases, piecexofismatic music have two
stereophonic channels of encoded audio and thgsippese a minimum of two-

channel stereophonic reproduction, as shown inlidggram below:

18 As Jonty Harrison points out: “tape playbackesactly that, the number of loudspeakers in
public performance venues corresponding exactlyth® number of tracks on the ‘tape™
(Harrison 2000, p.1).
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Key:
L=Left
R =Right

Ideal hstening position

Figure 1:Stereophonic loudspeaker configuration

In some cases, pieces of acousmatic music have tharetwo channels of
encoded audio and are referred to using the temtichannel There are
numerous different multichannel formats that congp®snay use and, in theory,
the composer may create works with any number ahchbls. Despite this,
multichannel encoding often adheres to standarddts; amongst these are four
encoded audio channelgu@draphoniy, six encoded audio channels (often
found in a configuration known as.1-surroundl and eight encoded audio
channels (which may be configured as eithet-surround or octophonic
depending upon the configuration in use). Multiaiegnpieces presuppose a
reproduction system in which the number of loudkpeamatches the number

of encoded audio channels as shown in the followliagram:
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Key:

L=Left

R =Right

LS =Left Surround
ES =Right Sutround

Key:

L=Left

R =Right

C=Centre

LS =Left Surround

ES =Right Surround

LFE = Low Frequency Effects

Figure 3:Multichannel (5.1) loudspeaker configuration

35



The Acousmatic Musical Performance: an Ontolodiceéstigation

Heiheaing

Figure 4: Multichannel (7.1) loudspeaker configuration

During a playback, the encoded medium is decoded pmasented using the

appropriate loudspeaker configuration. The princbjgctive is to:

[...] present the listener a soundfield as negpassible to that
which the composer heard in the studio during caijpm or —
a slightly weaker argument — may be heard on ‘veigh
quality’ close field monitors in any studio.

(Emmerson 2007a, p.148)

This short statement serves to highlight what onghincall the playback
objective the playback reveals (or at least seeks to rgvbal work as heard
during the act of compositidh

Ferguson, Davies, Godlovitch and Kania presumaleljete that the
playback objective is achievable. However, thisnst necessarily correct;
playbacks often fail to present the muag heard by the composand, as a
result, fall short of meeting the primary objectivéis is largely due to the fact
that composers are used to hearing their musidrwarcomposition studio but
their music is rarely presented in such spacesqmaposition. Instead, as Jonty

I This point is echoed by Harrison, who says that dbjective of the playback is: “the
supposedly exact recreation of the piece as hgatllebcomposer in the studio” (Harrison 1999,

p.1).

36



The Acousmatic Musical Performance: an Ontolodiceéstigation

Harrison points out, they are typically presentadconcert halls or similar
public performance venues (1989ind, as Simon Emmerson points out: “The
studio does not resemble a concert hall” (Emmei2008, p.148). We will
briefly explore Emmerson’s point, identify sometlé key differences between
studios and concert halls and thus undermine tgbpkk objective.

The process of decoding audio is never transpdrenthe type of the
encoded medium employed, the algorithm or methadl us access the code,
the type of loudspeaker system used to replay teds the specific type of
loudspeaker employ&Y the placement and number of loudspeakers, theusar
objects situated in front of and around the loudkpes, the position of listeners
relative to the loudspeakers and the acoustic tipglof the listening space are
amongst the various factors influencing such a gssec Thus, the decoding
process, no matter where it takes place, has aadypon the sounds that
emerge as a consequence of decoding.

The composition studio seeks to marginalise theioua factors
influencing the decoding process by offering atreddy stable, often bespoke,
listening environment; the room acoustic, the siudiyout and the available
equipment may (or may not) be ideal. However, siactures are unlikely to
change throughout the compositional process, asdq &esult, the composer
may become accustomed to the studio environmentrarsgdanticipate, or even
forget, the influence that the studio exerts ugos éncoding and decoding of
sounds. In short, the composition studio offers tiasion of decoding
transparency.

The concert hall may offer a relatively stable dishg environment.
However, it is likely to differ, often substantill from the listening
environment found in the studio. The most obvioiffeénce is that of scale;
the concert hall, by virtue of the requirement hgage an audience, is likely to

'8 This is not to suggest that the concert hall éstist place for the presentation of acousmatic
works: “Leaving aside the interesting but thornyesfion, not strictly relevant in the current
context, of whether the ‘concert’, with its behawi@odes and anachronistic rituals, is the most
appropriate format for electroacoustic music anyvtag last half century has nevertheless seen
much of this kind of public presentation.” (Harns©999, p.120).

19 This point has been made, at length, by Brown 1@@d Echard (2008).

2 Harrison and Wilson have noted that loudspeakrs: cannot be treated as strictly neutral
and transparent conveyors of fully and ideally iseal sound material” (Harrison and Wilson
2010, p.240).
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be much larger than the composition stdtiand this often means that it is
difficult, if not impossible, to replicate the cathdns under which a
composition was created; it is particularly difficto ensure that the position of
the loudspeakers, and the position of the listsher( relation to the
loudspeakers, matches that of the studio. The qoesees of this have been
discussed by Jonty Harrison:

If a stereo piece is played over a stereo pairoati$peakers
(even large speakers) in a large hall, the imadiebeieven less
stable and controllable than in a domestic spaoel, \aill
certainly not be the same for everyone in the angdie]...]
Listeners at the extreme left or right of the andeewill receive
a very unbalanced image; someone on the front rivhave a
‘hole in the middle’ effect, whilst a listener omet back row is,
to all intents and purposes, hearing a mono signal!
(Harrison, 1999b, p.121)

The potential for inadequate listening positiongasnpounded by the problem
of phase cancellation. This often occurs in casbker& there is a substantial
distance between a loudspeaker and a listenersapalriicularly pronounced in
cases where temperature and humidity variations andnovements create
unwanted and continually varying changes in thesphaf a signal (Doherty
1998, pp.9-10). This may, in some cases, resulvanations in the phase
relationship between the left and right loudspeskpotentially cancelling out
certain frequencies but also affecting the listenability to locate sounds by
destroying spatial cues (Rumsey and McCormick 2@0846). Along similar
lines, the acoustic qualities of the concert hadt Bkely to differ from the
acoustic qualities of the studio. According to Frddenriksen, such differences
are likely to reflect, diffract and absorb sounalsviays that the composer cannot
necessarily anticipate in the composition studier(iiksen 2002, pp.72 - 75).

He goes on to suggest that reflections, diffractiamd absorption affect the

L There are various other differences which mayelss bbvious. For example, the performance
system may use a different algorithm to accessctige and it may use various different
loudspeakers than those employed during the creafi@a work. These factors all influence the
decoding process and, crucially, differentiate dbeoding process from that encountered in the
studio.
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spectral makeup, spatial location and, most impdstathe dynamic contours of
a given work (Henriksen 2002, pp.72 - 75).

With the above in mind, the playback objective seesomewhat
unrealistic. It is difficult to present the acoudmawork as heard by the
composer in the studiom cases where the concert hall reflects, diffaand
absorbs sounds, and these potentially significasguds are invariably
compounded by less-than-ideal listening positidnsuch cases, the playback
objective is clearly not achieved.

Playback advocates may argue that the variousreliftes between
studios and concert halls are unavoidable, incalesmd largely irrelevant to
both composers and listeners. However, this vidwukl it be encountered, is
starkly at odds with the epistemic practices of §th@cousmatic composers;
since these composers spend a significant propoiio the compositional
process sculpting, crafting and shaping their choseund materials, it is
reasonable to assume that the differences betweadins and concert halls are
(at least potentially) highly problematic. This ebgation is, in effect, a reversal
of the ontological claims of Ferguson, Davies amubl@vitch; reverberation,
reflection and absorption are problemdiecausdhe composer has such a high
degree of control over sound materals

The above point may be demonstrated by referend@etos Smalley’s
notion of spatial consonance and dissonance (Syndl@91). In Spatial
experience in Electro-Acoustic MusiSmalley suggests that acousmatic
composers think of spatial imaging as a means ofrecing the sounding
properties inherent in sound materials and theinctiral functions, before
describing such imaging, as considered by the ceempand composed into the
work, as acomposed spad&malley 1991, p.123He goes on to note that the
composed space is typically transferred tstening spacesuch as a concert
hall, before differentiating between the composaacs and the listening space,
noting that the former will have been embeddedherhusical content of a work
whereas the latter will usually lie outside the paser's control. Despite this,
the listener is confronted with what Smalley refieras a superimposed space —

22 Jonty Harrison appears to agree with this poifit.]“it seems strange that the acoustic
peculiarities of the public playback space itsef requently given little consideration in [tape
playback]” (Harrison 2000, p.1).
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a nesting of the composed spaces within a listesipgce (Smalley 1991,
p.123). This nesting process may have certain fsignt consequences, as

outlined below:

The superimposition process causes acoustical esawich
have consequences for the perception of musicakenbrand
structure, particularly in public spaces. The puBlace, where
listeners are distanced from loudspeakers, undesrtime sonic
articulation and clarity considered so importand alealt with
so carefully by the composer in the studio-spacera/the work
was created. This is the negative consequence eofath of
transference.

(Smalley 1991, p.123)

Smalley goes on to suggest that the superimpogtiocess does not necessarily
have a negative impact upon a given instantiatrah 8o demonstrate this point,
he introduces the ternspatial consonancandspatial dissonancas a means of
discussing the relationship between the composadesand the listening space
(Smalley 1991, p.123). In some cases, the spatiafjés present in acousmatic
works are consonant with the listening space. Hewnethis is not always the
case; an intimate, composed-space presented wéthiarge listening-space
(dissonant spatial relationship) may result in aslof intimacy that will
potentially obstruct the listener’s apprehensionhaf musical content (Smalley
1991, p.123).

Smalley goes on to suggest that the issue of camtamnd dissonant
spaces is not always acknowledged by composerpenormer. The following

point appears to counter the playback objectivsgasut within this thesis:

Surprisingly there are many composers who remaiorant of
superimposed space and the potential of diffusedtespboth
because they lack sufficient direct comparativeegigmce, but
more seriously because they possess a fixed «imalyéheir
music as conceived and perceived within the congpepace of
recorded formats.

(Smalley 1991, p.124)

The above statement clearly opposes the fixity vgeoposed by Ferguson,

Davies and Godlovitch; composers ntaink of the instances of their works as
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fixed, unalterable and identical but they fail tokmowledge the potentially
significant impact of superimposed space.

With the above point mind, one may agree with Jdd&rison, who
suggests that: “it is the medium which is fixedt tiee music” (Harrison 1999a,
p.1). Harrison goes on to note that the influenickstening spaces will remain
problematic unless something radical is done; heefisrring to the need for
performance agents who are, in the acousmatictivadiassociated with the
practice of sound diffusion (Harrison 1999a). Sagtractice is often employed:
“[...] to ensure the presentation of that whichcansonant, and hopefully to
compensate for the dissonant and possibly therebyerthance the total
experience” (Emmerson 2007a, p.149), and this lesdime acousmatic
composers and theorists to suggest that the performancemay be applied to

the presentation of acousmatic music:

I would argue that the notion of performance cdhlst applied
specifically to diffusion in the public presentatio of
electroacoustic works. It is significant that itrains the_one
real-time process of modification. [...] While & true that the
sound diffuser does not actually create the souhdee is a
clear sense that without diffusion the works woube
impoverished.

(Dack 2001, p.88)

With this in mind, the following chapter considetise practice of sound
diffusion and suggests that performance agentsuaamental constituents of

the acousmatic musical performance.

1.4 Summary

This chapter introduced both the compositional esscand the instantiation
process. It considered the views of some ontolbgieorists, who believe that
the compositional process involves the fixing airsds and describe acousmatic
instantiations aglaybacksrather thanperformancesThe following point was
raised in response: it is certainpossibleto play back acousmatic sounds.

However, they are ndixed and are, as a result, often affected by the awoust
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influence of listening spaces and the inevitabtk laf decoding transparency.
Some composers may ignore this point. However, naoysmatic composers
attempt to counter the effects of the listeningcsplay employing performance

agents, as discussed in the following chapter (&n&).
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Chapter 2: Agents

The acousmatic musical performance involves a huagent, known as a
performeror sound diffusér’. This chapter introduces and explains the role of
the human agent; Section 2.1 considers the perfarenaystems that they use,
Section 2.2 surveys some of the diverse and medtiéal agential acts that they
mayemploy, and Section 2.3 describes some of the wausgills and intentions
that underpin such acts. Taken as a whole, the geetions within this chapter
present the acousmatic performance as an agemedesnterprise that serves
both composers and listeners. This paves the waya fdiscussion of both

acousmatic works (in Chapter 3) and interpretatadwgorks (in Chapter 4).
2.1 The Sound Diffusion System

The vast majority of acousmatic performances ingddoth a human agent and a
sound diffusion system. This section provides acbhasd brief introduction to
the architecture of an idealised sound diffusiostesyy and considers the point
of agential contact. The following section consgdeome of the various ways in
which diffusion systems may be used (Section 2.2).

Most diffusion systems link a decoding device (sasha CD player, a
DVD player or a computer hard-drive) to a loudsgeadray. The number of
loudspeakers in the array is often greater thae tibmber of tracks on the
‘tape’ (Harrison 1999a, p.1) and will be fixed & certain formation for the
duration of a given performance (Mooney 2005, p)1&8e decoding device is
used to send a signal to the array. However, thisaskis typically mediated by a
mix engine and a control interface. A mix engineriea out various tasks,
including signal routing, mixing and signal prodagsand often multiplies the
incoming signal so that it may be sent to all &f tlarious loudspeakers within
the array (Mooney 2005, p.169). The various taskderttaken by the mix

engine will be determined according to control dttat is received from a

8 The human agent may be a composer. However, ghisti always the case, and thus: “The
roles of composer and performer [...] may be se¢pdtdEmmerson 2007a, p.31).
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control interface, such as a mixing d&s@Vlooney 2005, p.168). The control
interface is typically the point of agential corttathe human agent engages
directly with the control interface and is ablerégulate the level of the signal
being sent from the source to the loudspeaker affaig typically involves the
real-time movement of faders on a mixing desk, Bngbthe performer to
increase or decrease the amount of signal beirtgream the decoding device to
any given loudspeaker, or set of loudspeakersjmitie array.

With the above in mind, one may summarise the foam components
(decoding device, control interface, mix engineq émudspeaker array) of an
idealised sound diffusion system, as shown in tb#owing graphical

representation:

[—= =o| Decoding Device(s)

el e T i T

I

UL sonspes s

Figure 5: Graphical representation of an idealised diffussystem (Mooney
2005, p.168)

The above diagram shows the four main componeng afealiseddiffusion
system. Real systems, which are extremely numemitesny conform to this

ideal. However, they invariably differ dependingoupthe type of decoding

2 Some diffusion systems employ additional or ahéime interfaces. For example, the
alternative eXpresssive input ObjgeiXiO) system built by Brad Cariou at the Univeysitf
Calgary employs velocity sensitive MIDI keyboardsseries of buttons and a computer joystick
(Eagle 2012). Other systems have employed gloveshware worn by the performer and
connected to sensors which enable the real-timeraover certain spatial parameters
(Graugaard 2005).

44



The Acousmatic Musical Performance: an Ontolodiceéstigation

device, control interface and mix engine that ipkyed and, in some cases,
the mix engine performers pre-determined bespo&egsses that are particular
to a given systefil. Above all, the most significant difference refate the type,
number and placement of loudspeakers within thayarfo demonstrate this
point, a number of well-known diffusion systems areoduced and explained
in Appendix Il.

It is possible to automate some sound diffusicstesys. This allows for
specific acts to be determined (often by the corapgos advance and this
typically means that the human agent has no rald, @rguably, that the music
is not performed but played back). Despite thistomated diffusion is
extremely rare; as Jonty Harrison points out, thee numerous reasons why

acousmatic composers hardly ever employ automation:

As well as the cost implications of developing arioanated
system, there are compositional and performanceiesss
involved. Ideally, the automation would be composedthe
performance systenm the performance space (and the cost of
that is usually prohibitive). If another performaneere to take
place in a different space with a different systehen the
automated version is hardly any more durable tmaimdividual
real time manual performance. Even at the mostdomehtal
level, performance spaces behave differently inceds from
the way they behave in rehearsals - some kindtefvuantion to
update and correct for the presence of the audisncrisically
inevitable.

(Harrison 1999a, p.12)

With the above in mind, it seems reasonable torassthat even automated
sound diffusion will involve a human agent andcsirautomation is extremely
rare, the agent’s position remains central.

Some acousmatic composers and performers claefcéntrality of the
human agent by describing diffusion as a fornplafying This term highlights
the various connections between acousmatic andanonsmatic performance

traditions. However, it also serves another fumgtspund diffusion systems are

% For example, the mix engine used in the Cybernépha diffusion system designed by
Christian Clozier, includes a bespoke frequencittsy device, known as the Gmebahertz; this
subdivides the decoded audio signal into multipégdiency bands which are then distributed to
the loudspeaker array (Clozier 1998, p.268).
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often described as instruments, ensembles or drekeand, in this context, the
term playing appears to links the human agent’s various acts mgtrumental
activity, as is clear from Simon Emmerson’s disaussof two diffusion

system&

Both looked superb in addition to their soundinigut I will not
say they intrinsically ‘sounded superb’ because;airse, as an
instrument they had to be played by performers,thadconcept
of virtuosity still applies. There can be ‘good’ dpoor’
performances. This seems strangely at odds witklekeloping
philosophy in the field which stressed the ‘transpay’ of the
technology.

(Emmerson 2007b, pp.85-86)

With the above in mind, it seems reasonable to estgthat sound diffusion
involves anactive (as opposed to jpassivég process; it takes place in real time,
involves direct, physical acts on the part of tlefgrmance agent and, as a
result, the ternplaybackseems entirely inappropriate. The following settio
considers some of the various acts thatybe employed within the practice of
sound diffusion and thus furthers the claim thas tpractice involves acts of

agential performance (Section 2.2).

2.2 Agential Acts

The previous section introduced sound diffusiontesys and considered the
point of agential contact (Section 2.1). This smttconsiders some of the
various ways in which human agents might use systesis and thus presents
an idealised view of sound diffusion, concentratufgpn what ispotentially
possiblé’. The discussion is divided into two sections; Bec.2.1 considers
corrective actsand Section 2.2.2 consideexpressive actsThis distinction

serves the current thesis and facilitates the agsiebate. However, it is worth

% Emmerson is referring to the Gmebaphone/Cyberméplamd the GRM Acousmonium; see
Appendix Il for a brief introduction to these diffion systems.

2" What ispotentially possible must be balanced by whaadually possible; agential acts are
often limited by the nature of the diffusion systeire size and shape of the performance space
and the abilities of the sound diffuser. Theserastde limitations are introduced and discussed
throughout this section and the following sectiSedtion 2.3).
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noting an agential act may be both correctased expressive and, more
importantly, the human agent may navigate betwderset two ostensible

polarities within a given performance. This pomtlarified below.

2.2.1 Corrective Acts

As discussed in Section 1.3, sound diffusion igrofémployed to marginalise
the acoustic influence of listening spaces and uket lack of decoding
transparency. Accordingly, acts of sound diffusawa oftencorrective serving

to present a soundfield similar to that which isrdeduring the compositional

process. This point was raised by Jonty Harrisam liecent talk:

[...] sound diffusion (which grew up mostly arourstiereo
works, but whose principles can be scaled up toraceb
multichannel pieces) igrimarily corrective — making as
audible and available as possible to the listendatwthe
performer knows to be there on the fixed mediumwahath is
almost certainly compromised by the listening ctods of a
public auditorium.

(Harrison 2011, p.5)

With this in mind, it seems reasonable to sugdest (at leassomé@ acts of
sound diffusion are corrective; we shall brieflyns@er the nature of such acts.
Throughout his various publications, Jonty Harrigdentifies a range of
sound diffusion techniques that may be employechéoginalise the effect of
public listening spaces. Amongst these, he advedhtefollowing approach for
correctingthe dynamic range; by raising and lowering theefacbn the mixing
desk, the human agent may, where necessary, comieat the composer

intended:

[...] the composer will have indicated relativelguter and
quieter events. [...] | would, at the very leastjvacate
enhancing these dynamic strata — making the loutemah
louder and the quiet material quieter — and thustating out
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the dynamic range to be something nearer whatdhexpects
in a concert situatioff
(Harrison 1999b, pp.120-121)

Harrison goes on to discuss spatial images. He estggthat a
(potentially large) number of loudspeakers may tivated to ensure that all
members of the audience receive a spatial imagaghmore-or-less consistent
with that intended by the composer and, with thisnind, he remains primarily
focussed upon theorrective nature of diffusion(Harrison 1999b, p.121). At
this point, Harrison describes a particular louddee configuration known as
the main eight - as employed in a diffusion system known as BEAST
(Birmingham ElectroAcoustic Sound Theatre) (Hamid®99b) (see Appendix
II). Harrison explains his rationale for the plaaarhof these loudspeakers in
relation to the corrective nature of sound diffusithe various loudspeakers are
positioned so that spatial images “can be percelwedeveryone” (Harrison
1999a, p.3).

Most of Harrison’s various suggestions relate &vesi pieces. However,
larger listening spaces, and the broader issuexiassd with the decoding of
audio, also affect multichannel pieces, albeit edéhtly; when presented in
large, public listening situations, pieces of mallannel music are much more
stable than their stereo counterparts. There aventain reasons for this. Firstly,
multichannel pieces have a much larger dynamicedhgn stereo pieces; this
invariably means that the acoustic influence ofaegdr space, which often
reduces the dynamic range of the stereo piecesfdnakss of an impact.
Secondly, multichannel pieces, which make use oauaay of loudspeakers,
may present the listener with extremely robustiapahages; the multichannel
acousmatic composer may employ all of the varigeskers within the array to
create extremely detailed, multichannel spatialgesaand are often able to
situate the listener within the array, thus avaydissues related to the listener’'s

position relative to a stereo image. Accordingly,is much easier for the

2 A similar point has been made by Denis Smalley:dIrecorded format you can never achieve
an ideal dynamic range that will suit all spaced aontexts; maybe it is not even ideal on two
loudspeakers. And so you need to exaggerate olidgtglthe high end — lift the top levels up —
and possibly drop the low levels down. Extending ttlynamic range affects peoples’
perceptions of the piece and permits and enhanainthe structural shape.” (Smalley 2000,
cited in Austin 2000).
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performer tocorrectwhat they know to be there on the fixed mediumgeithe
presentation is much less prone to spatial distortCorrective agential acts
may be employed in the case of multichannel works. el@v, this typically
involves relatively minor adjustments to the sigh&ing sent to individual
loudspeakers to ensure that the level is consisignoss the multichannel array.
In some cases, the dynamic range may be enhancedsdte entire array.
However, this is only really necessary in casesraiee acoustic influence of
the listening space is particularly extreme.

Linda Ferguson (1983), Stephen Davies (2004), Stadatlovitch (1998)
and Andrew Kania (2005) do not discuss sound ddfusand there is no
evidence to suggest that they are aware of thistipea However, they would
probably suggest that diffusion i the service othe playback objective (as
discussed in Section 1.3) and therefore largelysistent with their ontological
theories. In some respects, this would be corsmind diffusionis primarily
corrective and oftedoesseek to present the listener with a soundfieldlamo
that which was heard by the composer during thepomitional process. With
this in mind, onemay suggest that sound diffusion is (at least on some
occasions) in the service of the playback objective

The above point requires some further consideratomond diffusion
may beprimarily corrective. However, it is nanerely corrective; rather than
simply counteracting what is compromised by theefi;g conditions of a
public auditorium, the human agent may take wh&niswn to be there on the
fixed mediumas apoint of departureln other words, the human agent may seek
to further dramatise, enhance, enlarge, exaggeeatgnd and/or spatialiSe
what is one the fixed medium. In such cases, tletagnoves away from the
merelycorrectivetowards theexpressiv&¥ and thus severs any remaining links
with the playback objective. The following secticonsiders expressive agential

acts and clarifies the distinction between theeaxdiive and the expressive.

% This set of examples is not comprehensive. Iteero highlight a distinction between
corrective and expressive acts; a detailed disongsithe latter is to follow (Section 4.1).

% The termexpressivénas been chosen (at least in part) because itaigvedy ambiguous; we
are not (yet) in a position to say what these dgkmtcts are expressions - are they
expressions of the composer’s intentions? Or thsierthat is being performed? Or the human
agent’s personal interpretation? These questiomsaaswered in Chapter 3 and Chapter 4. For
the time being, the termxpressivemerely serves to highlight a distinction that hotdgween
agential acts.
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2.2.2 Expressive Acts

This section introduces expressive agential adte. discussion is divided into
three parts: Section 2.2.2.1 considers stereodilffiy Section 2.2.2.2 discusses
multichannel diffusion and Section 2.2.2.3 introesi@and explains stem-based
diffusion. These three sections serve to highlightdistinction that holds
between corrective and expressive agential actpeasEnt an idealised view of
sound diffusion, focusing upon what p®tentially possible during the act of
sound diffusion. This paves the way for a detaidixtussion of performance
interpretation (in Chapter 4) in which the use a&pressive agential acts is
discussed in more detail and contextualised irtiogldo various limiting factors

or constraints.

2.2.2.1 Stereo Diffusion

This section considers some of the various expressjential acts thaay be
employed during the act of sound diffusion. It &tdoy discussing thglacement
of stereo materials at various points within th&telhing space, goes on to
discuss themovementof such materials and concludes by suggesting that
specific placements and movements coalesce, thusing the backbone of
most expressive agential acts. A few brief exampéasge to highlight some of
the aesthetic intentions that potentially undetpim use of such acts. However,
these exampledo not represent a comprehensive or exhaustive taxonsimgg
a full and detailed examination is undertaken late(Chapter 3 and Chapter 4).
When diffusing stereo works, the human ageraty situate or place
sound materials at various points within the penfance space, using any
number of loudspeakers from a single stereo paihdcfull loudspeaker array.
Single stereo pairs may be located at the frorthefaudience, to the side, rear
and, in some cases, above or below. Thus, by glaamund materials on one
specific set of loudspeakers, the performer is &blereate the impression that
sounds are situated at particular points or aradsnathe listening space. In
addition to this, single stereo pairs may be seépdrdy some considerable

distance (thus presenting a wide stereo imagey, itteey be placed very close
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together (thus presenting a narrow stereo imadpely tmay be close to the
audience (often serving to create a sense of inaffinar located further away (to
give a sense of distance and/or perspective). Aoogly, by presenting sound
materials over a single stereo pair of loudspeakbesdiffuser is (potentially)
able create an impression aftimacy (often by using a stereo pair that is close
to the audience, perhaps with a narrow stereo ijnagmensity(in cases where
loudspeakers are located further away and perhapsgsome distance apart),
elevation(in cases where loudspeakers are located aboauthience)distance
(when speakers are located at a physical distanoe the audience, sometimes
pointing away from the audience or pointing at dlwwaurprise (particularly
when the stereo image is placed behind the audieand so on. By the same
token, the diffuser is often able to expand or wwitthe stereo image, by
placing sound materials at a pair of loudspeakieas are located far apart or
closer together.

The diffuser, who is not restricted to the uséndividual stereo pairs of
loudspeakers, may employ numerous pairs simultatgoperhaps adding
additional sets of loudspeakers until every speaktnin the array is employed
in the same agential act. In some cases, the diffugl employ numerous pairs
of loudspeakers to ensure that sounds occupy relppsitions within the
listening space. This implies that some degregefceptible) spatial separation
holds between the various sounds that are plactdnwthe listening space. In
other cases, the diffuser will employ a substamianber of loudspeakers to
ensure that sounds envelop the listener. This esplhat the numerous
loudspeakers employed in such an array presentfiaduspatial image that is
not fragmented into discrete points but omnipresamid even immersive.
Agential acts that employ multiple stereo pairdoafdspeakers may also create
the impression ointimacy, immensity elevation distance surprise and so on.
However, such acts are typically employed in thesentation of spatial
texture§' and louder, expansive sound materials that $iét immersive

situations that they typically suggest.

31 The termspatial texturederives from Smalley (1997) and refers to the wayvhich spatial
perspectives are revealed through time.
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In addition to the placement or situation of sonmaterials, agential acts
of sound diffusion often involve the movement ofisd materials. Movements
are created when the human agent increases thal signt to one (or more)
set(s) of speakers whilst decreasing the signatladrs, to create the impression
that the sound moves from one to the other. Wel &nedfly consider some
straightforward linear movements before discussiage more complex non-
linear movements.

The sound diffuser may empldyngitudinal movementgwhere sounds
appear to move from the front of the listening gptcthe back, or vice versa),
lateral movements(these are typically from side-to-side, althougtchs
movements are often composed into stereo workstlausl lateral movements
are often restricted to the widening or narrowifighe composed image and are
often used to give the impression that sounds ap®rhing closer or further
away),diagonal movemenisvhere sounds appear to traverse the listeningespa
from one point to another, often from the fronthtigr left to the back left or
right, or vice versa, and may include movementsnfrearious other points
providing that they are neither longitudinal natelal), circular movementgin
which sounds appear to move around or across ttheraze from one point to
another), vertical movementgin which sounds appear to move from the
listener’'s position to a higher point in spacegnfusing loudspeakers that are
located above the audience) or combinations theréafcordingly, the
possibilities are manifold; the performer may belealbo create specific
trajectories, paths and vectors, further dramafestural materials by expanding
their latent behavioural character, imply a retregb the distance or an
emergence into an intimate space, gradually broadearrow the stereo image,
expand frontal perspectival space into circumsfaedevate materials above
the audience, further spatialise textural materatsl so ofr.

% The termsperspectival spacand circumspacederive from Smalley (2007); the former is
defined as “The relations of spatial position, moeat and scale among spectromorphologies,
viewed from the listener’'s vantage point.” (Smal307, p.56) and the latter is described as
“The spatial distribution or splitting up of theesytral space of what is perceived as a coherent
or unified spectromorphology” (Smalley 2007, p.5SB)ese terms are clarified in chapter 4.

3 As discussed above, this section serves to desagbntial acts as central components of the
acousmatic musical performance but does not attémnptovide a full taxonomy. Specific acts
and their aesthetic functions are discussed inldet&hapter 4.
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The distinction outlined above (between placememd movements)
may be conceptually functional. However, the vasfjamty of agential acts
combine placements and movements, thus severingdtemsible distinction
outlined above. For example, a sound diffuser magrt sa particular
performance with sound materials located at spegbints in the listening
space and proceed to move, sculpt and shape tlboselss within the space,
perhaps eventually arriving at another specificc@haent before moving off
again. In doing so, the diffuser is able to acthwiiuidity and spontaneity,
respond to the musical materials in real-time armkendecisions about the
acoustic influence of the listening space and étetive position of the audience
as the performance develops. Accordingly, ageatitd of sound diffusion are
often associated with the sculptural acts of trestd arts (Emmerson 2007a;
Harrison 1999a; 1999b).

At this stage, we are in a position to identifyl@ac distinction that holds
between corrective and expressive agential actsfahmer serve to counteract
the influence of the listening space to ensure tiataudience hears something
similar to what the composer heard in the compmsistudio whereas the latter
serve to go beyond what the composer heard, takiag from within the music
as a point of departure and employing diverse phacds, movements and
combinations thereof to sculpt the musical matsiiiaio the performance space.
These (potentially) diverse agential acts are rigned with the playback
objective, since they do not serve to present thsicas heard by the composer
in the studio

2.2.2.2 Multichannel Diffusion

In Imaginary Space - Spaces in the Imaginatlmmty Harrison suggests that

multichannel sound diffusion offers a limited rargfegential possibilities:

There is little room for manoeuvre or possibilitfyedaboration
[...] in performance, the ideal situation being tlexact
replication of the compositional circumstances.sTikitypically
the case of multi-track/multi-channel works.

(Harrison 2000, p.4)
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In this short statement, Harrison uses the t@enformance.However, his
comments are more readily aligned with the playbablective; given the
limited room for manoeuvre, the presentation of trolsnnel works often
involves corrective agential acts that present rthesic as heard during the
compositional proces®Vith this in mind, one is often dealing with maliannel
playbacksrather thanperformances Despite this, there are certain cases in
which the presentation of multichannel music mayolne expressive acts. We
shall briefly consider this point.

In a recent paper, Jonty Harrison and Scott Wildescribe the practice

of multichannel sound diffusion:

A natural outgrowth of stereo diffusion practiceshheen
multichannel diffusion [...] In essence this ap@to#s similar to
its stereo version — that is, it is based on mixbgween
different sets of speakers in combination — butsusesource
medium of greater than two channels. Most commdmky has
been done with eight channel pieces, but it has laéen done
with other channel configurations, for example F.hus for an
eight-channel piece one might have a close rirtistant ring, a
high and/or overhead ring, one or more ‘speciacf arrays,
and so forth.

(Harrison and Wilson 2010, p.243)

There are, of course, certain restrictions impiitithis description; a diffusion
system that can accommodate multiple eight-chacordigurations will be very
large and will need an equally large public sp&deis to be functional. Despite
this, some diffusion systems and listening spadedacilitate multichannel
diffusion® and, although the options remain limited, it ist@i@ly possibleto
diffuse multichannel pieces.

The previous section highlighted a conceptualirdifibn that holds
between placements and movements (Section 2.2QrE.may use the same

% BEAST (introduced in Appendix Il) may include ohendred loudspeakers and facilitates
multichannel diffusion (Harrison 1999b). Likewistlie Acousmonium, a system devised by
Francois Bayle and Jean-Claude Lallemand at theigg&rale Recherches Musicales (GRM),
may include up to eighty loudspeakers (SavoureB18@d the Cybernéphone, formerly called
the Gmebaphone, designed by Christian Clozier dfteludes in excess of fifty loudspeakers
(Clozier 1998); both of these large systems fatditmultichannel diffusion. These diffusion
systems are discussed in more detail in Appendix Il
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terms to describe the diffusion of multichannelcp® In some cases, the
diffuser may place or situate the entire multickelmng at a specific location
within the performance space or even blend numedldtesent rings to enhance
the impression of envelopment and scale. In othees, the diffuser may move
between rings. For example, the diffuser may stath a distant ring and
gradually move to a more proximate ring and vicesae Alternatively, the
diffuser may move from or to an elevated posititnsome cases, the diffuser
will isolate specific channels within the multichmet ring and move these
without moving the remaining channels. This enathesperformer to highlight
and situate specific musical materials. Despits, thiacements and movements
are composed into the multichannel piece and, rast, the options available
for further expressive agential acts remain limitadd, in many cases,

inaccessible.

2.2.2.3 Stem-based Diffusion

Before concluding this section, it is worth (bngflconsidering stem-based
diffusion. In recent years, some pieces of acousmatusic have been
composed using stems. A stem is a submix of souatkrmals: “or — more
generally speaking — discretely controllable eletm@vhich mastering engineers
use to create their final mixes” (Harrison and \W2010, p.245). A stem may
be mono, stereo or multichannel and a work may cm®mumerous different
stems in numerous different formats. By using stethe composer may
separate out elements of their works rather thanbaang them in a fixed
media format.

Works composed into stems do not always presupposproduction
system in which the number of loudspeakers matthesumber of encoded
audio channels. Instead, the various encoded aidionels may be combined

or separated in response to the reproduction syttanis uset:

% Rock’n’Roll (Harrison 2004) is an example of stéased composition; this piece has a stereo
stem and a six-channel stem: “both images wereateed as independently diffusible, should
appropriate speakers be available. Another eargmgle of stem-based composition [...] is
Sergio Luque’s Happy Birthday (2006), which corsist three stereo stems, intended for near,
middle and far presentation, respectively.” (Hamignd Wilson 2010, p.245)
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As a simple example, one could imagine a pieceisting of
two eight-channel stems, one intended for ear-lmeaglisation,
and one intended for a higher location. In a l|asgale
multichannel system that contained appropriateyarome could
route these stems as desired. In a smaller setogisting of
only eight channels they could both be routed éoslime array.
Multichannel stems can be further reduced in sizeourse,
through mixing and/or processing, and one couldyemsagine
how such a piece might be straightforwardly adajoecd quad
or stereo system.

(Harrison and Wilson 2010, p.245)

Once again, there are certain restrictions impiicthis description, since large-
scale multichannel diffusion systems are not alwayailable and, further to
this, the diffusion of stem-based works is in itgancy. At the time of writing,
relatively few diffusion systems have been desigwét stem-based pieces in
mind and are most could not accommodate the descnednipulation of
(potentially numerous) different stems. Despites,thstem-based works are
designed with flexibility in mind and thus may béaated for less substantial
systems; stem-based pieces may, should circumstaquege it, be presented in
stereo or multichannel and, in such cases, ageattalmay be described using
the various terms and ideas introduced above.

Stem-based composition is likely to become incnegyg popular, and
the opportunities for stem-based diffusion morealilgaavailable. At the time of
writing, mono or stereo stems may be diffused usiegvarious corrective and
expressive agential acts described above (Sect®nahd multichannel stems
may be diffused if the diffusion system offers th#user control over a number
of multichannel rings or configurations. Pieces ncaynbine both mono/stereo
and multichannel stems, and as a result, all ofvlr@us expressive agential
acts discussed above may (potentially) be emplaytdn the presentation of a
single piece.
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2.3 Agential Skills and Intentions

This section briefly surveys some of the centrallsknvolved in the act of
sound diffusion and considers some of the variotsntions that underpin the
deployment of such skills; these include self-ratgd intentions, listener-
directed intentions and work-centred intentionse Tileas presented in this
section are further developed in the following telapters (Chapter 3 and
Chapter 4).

In Diffusion as Performan¢elohn Dack describes sound diffusion as an
extremely skilful activity:

[...] a good diffuser will practise and know theniis of the
equipment and the effects that the faders will hawvethe
volume and the acoustics of the hall [...]. Skildahe ability to
repeat the action under different circumstances logh
applicable to the task of diffusion.

(Dack 2001, p.87)

In this short statement, John Dack intentionallpnters the views of Stan
Godlovitch, who believes that a range of specifid &ighly-developed skills
are involved in thecreation of acousmatic music, but fails to find evidence of
skill during the presentation of such mdSigodlovitch 1998, p.111).

Dack is correct to counter Godlovitch’s variousims. However, he
does not provide any examples to support his argumEhis is probably
because such diffusion skills are extremely divess®w context-specific;
different pieces of acousmatic music require ddifer skill-sets and, along
similar lines, different performance spaces andusibn systems will present
different challenges that the performer must owvereoThese factors make it
very difficult to discuss diffusion skills. Howevethere are certain skills are
common to all acts of sound diffusion; we shalleBlyi consider these skills
before discussing the intentions that underpirr tige.

% Godlovitch views were considered in Section 1.BisTsection employs many of the terms,
ideas and values that Godlovitch applies to theonoof skill in other musical traditions
(Godlovitch 1998, pp.15-30).
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The human agent must have an intimate knowleddgkeomusic that is
being performed. This requires highly-developed mgmnskills; information
about the work must be stored in the memory soitlan be accessed during
the performance and thus serve as a prompt fortiagaots. An aide-mémoire,
such as a diffusion score or list of timings, mayused. However, this is rarely
a substitute for a detailed knowledge of the mumicl, since there is no
formalised method for the scoring of acousmatiansis], this often means that
the agent’s task is invariably multiplied; the humegent is required to recall
aspects of the musandrecall how their aide-mémoire relates to such musi

The sound diffuser needs to be able to assess &héih listening space
is adversely affecting the music that is being quenied. Once again, this
requires highly-developed memory skills; the perfer must be able to assess
the content of their immediate experience (in thecert hall) in relation to their
prior experience of the music in a different listen space so that the
information stored in the memory and the informatiarising from the
performance may be assimilated. With this in miadurther skill is clearly
central; in order that they may assess the impadhe listening space, the
human agent must have highly-developed listeninglakills.

Diffusion systems are often large and unwieldy asda result, agential
acts require a degree of manual dexterity; theusdf must make real-time
modifications to the sounds leaving the audio seuand arriving at the
loudspeaker array, and this both requires techraodl motor skills. In most
cases, the diffuser is raising and lowering fadersa mixing desk and, while
this agential act may be relatively straightforwavben dealing with a stereo
pair of loudspeakers, it becomes increasingly cempvhen the diffuser is
dealing with a substantial loudspeaker array; latffeision systems may have
numerous faders spread out across the mixing dedkthas often means that
agential control is both a manual and a dexterooraplishment. Since
diffusion takes place in real-time, the agent nlagsaware of major events in the
piece, be able to anticipate their arrival and amtordingly and in a timely
manner. Performance offers the human agent no detmughts or chances,

and as a result, their ability to respond in a fmmanner becomes crucial.

3" This point is clarified in Section 4.1.
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Thus, sound diffusers must draw upon their meméth® music, the content of
their immediate listening experience and act agoghgd. This typically means
that the mental plans and schemes which organee rttemories, their ability
to identify the effect of the listening space ahdiit associated acts of diffusion
need to become completely automatic and fluent id3aw 2006, p.144).

Skill does not involve luck or chance but religlyiland consistency.
This suggests that diffusion skills must be regdata the human agent must be
able to produce and reproduce an agential actlat™Miis does not mean that
skilful performances are characterised by instanti@formity. Instead, the
ability to draw upon a reliable skill-set will erlabthe agent to approach the
performance in myriad ways as Stan Godlovitch points out, listeners
customarily expect distinctiveness from performer&much musical
performance thrives on the virtues of unique vgrighd the unexpected by
design which are characteristics of creative, tlsat anthropoid, agency”
(Godlovitch 1998, p.16). He goes on to suggestuhajue variety is consistent
with a reliable skill-set.

The termskill implies that the agent’s task is characterised dayes
degree of difficulty; to have a skill is to perforan(usually difficult) task under
certain recognised constraints. Accordingly, skillse associated with
challenges, and the realisation of a skill is asged with overcoming such
challenges. In the context of acousmatic music,dh&lenges are manifold,
often relating to the particular piece of musicttisebeing performed, the unique
characteristics of listening space, the variousdssassociated with decoding
audio, the layout and design of the diffusion gsystend the position of the
audience relative to the diffusion system, amomwgisérs. One hopes to admire
and marvel at the skill of sound diffusion and tfeious ways in which the
human agent overcomes the various challenges uwelat a particular
performanc®. At the time of writing, there is at least one eimiational
competition dedicated to the skill of sound diftur$f.

3 This point may be reiterated using the tenterpretation The ability to interpret a work
involves a specific set of skills that could beliutted in the current debate. However, we do not
consider acts of interpretation until Chapter 4.

391t is worth noting that the listener does not afsv&now what the sound diffuser is doing
during the act of performance, since the acousniatiening situation often denies the listen
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Like all skilful activities, the skill of sound ffusion develops and
matures over time, becoming honed, durable andhielias the agent becomes
more practiced at identifying and overcoming chajles. Despite this, the
challenges presented in a specific performance regjlire a specific solution
and this is often dealt with during rehearsalsyddyearsing for a performance,
the human agent may engage in repeated listenoogising in on particular
points in the work by listening to sections ratlilean the whole, and even
produce their own aide-mémoire (as discussed alibwat)will serve to locate
and identify specific key moments in the work.

The processes of practising and rehearsing servdevelop highly
personalised performance-related intentions. Thintpis raised by Stan
Godlovitch, who notes that these personalised fitlest may vary, depending
upon the performer, the music that is being peréatrand the context in which
the intended performance takes place:

One’s performing intentions may be more or lesls depending
upon one’s preparatory deliberations. Performantag be pre-
planned down to microscopic details, or run mornalyhon
rough-hewn notions of overall effect. Whatever tlegree of
pre-planning, performers must have some notion tallbe
desired outcome, some relatively determinate cdiarepof
their intended sound.

(Godlovitch 1998, p.17)

Godlovitch goes on to suggest that one’s persont#niions perform a

regulative function, which he describes using grenregulatory intentions

[Regulatory intentions] comprise a normative tertglavhich
informs the player how well the performance is goamd how
it went. Without such templates, no performancekiran is
possible. Individuals commonly rank their own pemiances,
not necessarily by audience response, but by cmitfpto their
own ideals.

(Godlovitch 1998, p.17)

access to the gestures and movements employec hythan agent. This point is taken up and
discussed in Section 4.1.

0 Musique et Recherchesn organisation based in Belgium, organises alaegliffusion
competition in which participants demonstrate tls®iund diffusion skills in front of a jury and
audience. This competition seeks to encouragindegpsmnal performers within the field of
acousmatic music (Harrison 2011, p.6).
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In this short statement, Godlovitch highlights omiethe central intentional
factors that underpin the employment of agentidk aand, although he is
primarily concerned with scored, instrumental musiee same applies to the
acousmatic performance; the human agent develdpsegalatory intentions
through the practice of rehearsing and these dem dhe means by which the
performers assess their own performance duringaéiedthe event.
Self-regulated intentions may be extremely impurtéo the sound
diffuser and inform their agential acts. Howevdigge intentions must be
reconciled with what Godlovitch callhe point of performance- musical

performances are directed toward an audience:

Performances are not reflective activities savoubgdtheir
agents in solitude. Performances reach out foerdets. They
are other-directed, or, in the idiom, ‘given’. ][.performances
are specifically and directly intended, designed,neeant for
audiences. As purposive activities, theielos is to be
experienced by those for whom the performer preptdrem.
(Godlovitch1998, p.28)

The same point applies to the acousmatic perforeyagential acts are directed
towards listeners. This observation was hopefuthplicit in the discussion
above; the recreation of dynamic contours and apatages was discussed
relative to a listening position and the use of regpive agential acts was
considered as a means of presenting the magiee listener during the act of
performance. With this in mind, one may supplenssif-regulated intentions
with listener-directed intentiofs

Self-regulated intentions and listener-directecenitipns are central to
the acousmatic musical performance. However, ahduarintention requires
attention; acousmatic performances are always pediocesof something,

namely an acousmatic wdfk With this in mind, it seems reasonable to suggest

*I This ontological investigation does not devote mattention to the acousmatic listener. The
reason for this and the role of the listener an@duced and explained in Appendix .

2 This point holds for many musical performances &nds Nicholas Cook points out, built

into our understanding of the term performance: tan “just play” but it's odd to speak of

“just performing,” because the basic grammar ofiqrerance is that you perform something,
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that the performer intends towards an acousmatick veluring the act of
performance. This observation may seem relativiebyghtforward. However, it
raises a number of significant ontological questioRor example, whats an
acousmatic work? Where do such works exist? Whethelp exist? What is the
relationship between the work and its various pemémces? What is the
relationship between the work and any associatediume (CD, DVD, vinyl,
magnetic tape)? Is it possible to interpret acotiemavorks through
performance? May one distinguish between autheri inauthentic
interpretations of works?

The above questions require a rigorous and detaitsever if one is to
develop an ontological account of the acousmatisicall performance. The
following chapter considers the ontological natofeacousmatic works and
discusses the various relations that hold betwearkavand their performance
(Chapter 3).

2.4 Summary

This chapter introduced the practice of sound diffn. It considered the
architecture of sound diffusion systems and hidgitéd the centrality of the
human agent. Following this, it considered som#efvarious agential acts that
may be employed during a given performance, makingséindiion between
correctiveand expressivects. The final section discussed some of the wario
skills and intentions that underpin the human dgeehgagement with a
diffusion system. Taken as a whole, the sectiorikimvthis chapter highlighted
the needfor a human agent and the centrality of agentitd;awhilst further
undermining the fixity view (as outlined in Sectitr?). The chapter concluded
with the following point; acousmatic performances always a performanad
something, namely an acousmatic work. The followtlgpter develops a
work-conceptand considers the various relations that hold betvweorks and
performances and considers how this relationsdgpilatesandinformsagential
acts (Chapter 3).

you give a performance “of” something” (Cook 20@8204). This view is clarified in the
following chapter (Chapter 3).
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Chapter 3: Works

This chapter introduces and explains a wookceptin order to justify the
following claim: acousmatic performances instametiacousmatic works. The
chapter starts by differentiating between perforoegnand works, suggesting
that they are numerically, temporally and spatialigtinct (Section 3.1). The
subsequent section provides an ontological acoofutfie acousmatic work, and
surveys three dominant ontological views (thediumview, theclassview and
the type view) (Section 3.2). The chapter concludes withiscuksion of the
various relations that hold between acousmaticopexdnces and works; it
suggests that worksunderdetermine their various performances, being
schematic, indeterminate sound sculptures (Se&i8n The three sections in
this chapter pave the way for a discussion of perémce interpretation (in
Chapter 4).

3.1 The Performance/Work Distinction

Some musical performances involveisic makingimpliciter —a term used by
Stephen Davies to describe “spontaneous and umtegumusical playings that

are not of works” (Davies 2004, p.11). Davies goeso say:

Extended improvisations are of this kind, as ar@yr@doodling
and finger exercises. Pure music making always éxasted
alongside the performance of works and is featunedome
highly sophisticated musical categories, such as. ja..] Such
playing is not intended to instance a work andosguided by a
composer’s instructions, whether notational, verbalr
exemplified in a performance offered as a mddel.

(Davies 2004, p.11)

*3 Davies goes on to clarify this point: “[...] impiising is not random, but conforms to the
general social, stylistic, formal, syntactic, arntles constraints governing the culture’s music.
There is another respect in which improvising isicured. The musician usually acquires a
repertoire of phrases and figurations. Some ofetheil be of her own invention and others
belong more widely to the performing community. Whghe improvises, she draws on this
stock.” (Davies 2004, p.12)
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Acousmatic performances do not involve music maksingpliciter. Instead,

they instantiate works. To demonstrate this pdim section introduces and
explains the need to differentiate between acousrpatformances and works,
considering three of the fundamental ontologicatidctions that hold between
them. The ideas presented in this section draw ftleenwritings of Roman

Ingarden (1986), Guy Rohrbaugh (2005) and Andrewi&&2008), but they are
not aligned with any particular ontological theolystead, the discussion below
serves to establish the foundations upon whichsaddes ontological description

of acousmatic works and performances may be bai¢ction 3.2).

3.1.1 The Numerical Distinction

In The Ontology of ArtGuy Rohrbaugtdifferentiates betweesingular and
multiple artworks (Rohrbaugh 2005, p.1). He explains thistimition as

follows:

Singular artworks are unique, occurring at only @ece at a
time. Paintings, collages, carved sculptures, aoldrBids are
typical examples of singular works. Multiple artierare those
which are capable of having more than one occuereinc
difference places at the same time. For examplevael may
have many copies, a play many performances, a filamy
screenings, and a photograph many prints. Each hef t
occurrences is, in some way, a full-fledged prestént of the

work.
(Rohrbaugh 2005, p.2)

Rohrbaugh goes on to suggest that singular artwarks simple physical
objecté* (or events), such as paint-covered canvassesmpsiwf stone or clay
and, as such, we do not make a distinction betwleenvork and its (singular)
instance since we intuitively conflate the two. &ntrast, multiple artworks are
characterised by a numerical distinction that hddéswveen the work and its

instances and, as such, it is necessary to ditiaterbetween the two:

“*4 The termphysical object hypothesigas first used by Richard Wollheim (1980) and hases
been used elsewhere to describe a wide range gilaimartworks (Davies, 2003; Gracyk 2009;
Rohrbaugh 2005; Thomasson 2004; Wolterstorff 1992)
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It may be plausible to claim that a painting is artjgular
material object, or that a jazz performance is atiqdar
physical event, but one cannot identify Alfred §li&t's
photographThe Steeragevith any one of its prints or Peter
Schaffer’s playequuswith any one of its performances. [...] the
occurrences are potentially many, and one thingnatare
identical to many distinct things. So too, such kgosurvive the
destruction or passing of their occurrences, everchs
epistemologically privileged occurrences as manpicrand
holographs. [Multiple artworks] must be some otisert of
thing.

(Rohrbaugh 2005, p.2)

With this in mind, Rohrbaugh concludes that ontdtsyface: “considerable
pressure to adopt at least a dualist ontology tfiarthe sense that [artistic]
practices appear to embed a distinction betweegukin and multiple forms of
art” (Rohrbaugh 2005, p.9)

Musical works generally fall on thaultiple side of the singular/multiple
distinction; a work may have (potentially) numeronstances and, as a result,
one must differentiate between the two. This pbiss been raised by Roman
Ingarden who, inThe Work of Music and the Problem of Its Identsyggests
that scored, instrumental musical works are necdgsdistinct from their

(potentially) numerous performances (Ingarden 199620-21):

In contrast to the multiplicity of its possible fmmances, every
specific musical work, like Beethoven’s Ninth Syroply, is
absolutely unique. This at once rules out its identith the
performances. [...] It is clear that the work id rentical with
its performances and is an individual, while anynmber of
performances of it are possible.

(Ingarden 1986, pp.20-21)

The numerical distinction outlined above has beestdbed in various different
ways. For example, Stan Godlovitch refers to tigsirtttion using the terrane-
many(Godlovitch 1998, p.85) whereas Stephen Davied@ysghe termmulti-
instantiability (Davies 2004, p.13). In both cases, these terntschwwere

%> Rohrbaugh’s position on multiple artworks is akgrwith the theory of types and tokens, as
discussed in Section 3.2.
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originally applied to works of scored, instrumentalsic, express the numerical
distinction that holds between works and theiranses.

The above points may be raised in relation to se@iic music;
acousmatic works have (potentially) numerous irc#garand, as a result, they
fall on the multiple side of Rohrbaugh’s singular/multiple distinction.
Accordingly, the relationship between acousmatiaksoand their instances
may be described using the teome-manyand/or the ternmulti-instantiability,
either way, the result is the same - a numericatirdition holds between
acousmatic works and their instances and, sincelong cannot be identical to
many things, we must consider this distinction @®logically significant.

3.1.2 The Temporal Distinction

Acousmatic works exist beyond the temporal boumdardf their various
instances and, with this in mind, one may suggeat there is a temporal
distinction between them. A similar distinction mhg identified in various
other artistic traditions and has been discussedwélere. For example, in
Works, Recordings, Performances: Classical, Rockzz JAndrew Kania

describes a temporal distinction that holds betwsmred, instrumental works

and their performances using the teenguringandfleeting

[...] we make a clear distinction between the warkd the
performances of it. The relevant difference her¢ i between
something that is an enduring entity and sometkiag that is a
fleeting event. Like works in theatre, dance, arndema,

musical works persist beyond the temporal boundasfetheir

instances, while musical performances, like damzkdramatic
performances and showings of films, are passing.

(Kania 2008, p.5)

In this short statement, Kania uses bespoke tetoggdo describe something
that is widely acknowledged amongst musical ontslsg unlike musical

works, performances start and stop at specifictpdim time, and this implies
that they are temporally distinct (Davies 2004; Bwidch 1998; Goehr 2007;
Ingarden 1986; Kania 2008; Kivy 1983; Rohrbaugh300
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Kania’'s point was first raised by Roman Ingarderhowdescribed
musical works using the terpersistingrather tharenduring

Every musical work is an object persisting in tirhe] Having
come into existence at a certain moment, it exastshe same
product even though the processes through whichnte into
being have passed.

(Ingarden 1986, pp.15-16)

Ingarden went on to contrast musical works withrtherformances:

A performance begins at a specific moment, lagtsaf given
and measurable period of time, and ends at a specdment.
As a process, every specific performance of a musgiork can
take place only once. When completed, the perfoomazan
neither continue nor repeat itself. It may be foial by another
completely new performance in a different time spatifferent
even if remarkably like the first performance — totample, a
second playing of the same record on the same griaone.
(Ingarden 1986, p.10)

Throughout his discussion, Ingarden is primarilyna@ned with scored,
instrumental works of the Western classical traditiHowever, it is interesting
that he refers to the gramophone, since the plagih@ record involves a
process of decoding similar to that encountergtienacousmatic tradition. With
this in mind, it seems reasonable to suggest thaitmdlar distinction holds
between acousmatic works and their instances. Thesanatic musical work is
created at a certain point in time. However, ittcares to exist even when the
composition process has passed and is therefoeaduring entitythat persists
in time. By contrast, the acousmatic instance fteating eventsince it will (to
paraphrase Ingarden) start at a certain point tilast for a specific and
measurable period of time and, once it has pass®d,neither continue nor
repeat itself, for it will have ceased to be.

3.1.3 The Spatial Distinction

After discussing the temporal distinction that Holdetween scored,

instrumental works and their performances, Romgarten goes on to discuss
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an associated spatial distinction. He starts bygesiing that performances of
instrumental works are bound to particular spatiehtions:

Each performance is univocally fixed in space, batfectively
and phenomenally — objectively in the sense thatpitoduced
sound waves expand in space from a particular pembracing
a defined area; phenomenally, in the sense thatsthad
products constituting a particular performance deteloping
as it progresses are perceived by the listenersaahing them
“from over there,” “from the platform.” We may geloser to
these sounds or move further away within the cdritalt and
consequently hear the performance more or lessfaatrily —
that is, more or less clearly, with a fuller or ampened sound.
All this is possible only because the performanicthe work is
given to us in space at a determined point in ¢ fof sound
products developing in time.

(Ingarden 1986, p.11)

Ingarden goes on to suggest that musical works@irspatially located; this “is
why the very question “Where is [Chopin’'s] B Min&@onata?” sounds so
absurd” (Ingarden 1986, p.61). He goes on to ¢lahis point:

In contrast to its specific performances the wofknwusic
possesses no defined spatial localization. No kgalization is
specified either by the created acts of the composdy the
score. Thus the work may be performed anywhere, and
spatial location of the performance inevitably ttedit is each
time different [...].

(Ingarden 1986, p.18)

We are not (yet) in a position to say whether aomatic works occupy
particular spatial locations. However, it is reasule to suggest that acousmatic
works and their instances are, at the very legsttialy distinct; acousmatic
works may be instantiated in a wide variety of ptevlistening situations, where
only one listener is present (including both heaxhghlistening and loudspeaker
listening), and public listening situations, wharaultiple listeners may be

present (as is common in concert halls or venues similar size¥f. However,

“® Henriksen provides a detailed breakdown of varlistisning situations (Henriksen 2002)
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the work is not tied to any of these spatial lamadi and may, as a result, be
instantiated in numerous different spaces at diffepoints in tim&.

3.2 The Acousmatic Work: an Ontological Description

The previous section served to differentiate betwaeousmatic performances
and the works that they instantiate. This sectioovigdes an answer to the
following question: whais an acousmatic work? Three possible answers are
presented and discussed; Section 3.2.1 considensetiiunview, Section 3.2.2
considers thelassview and Section 3.3.3 considers tigpeview. In all three
sections an ontological hypothesis is introduceg/aned and critiqued, before

being discussed in relation to the acousmatic {fork

3.2.1 TheMedium View

The medium view offers the most intuitive answelttie ontological question
posed above, for it assumes that an acousmatic vgolikle more than an
encoded medium (such as a CD, DVD, length of magtegte or vinyl disc). In
some respects, this view is entirely plausible; thedium is numerically,
temporally and spatially distinct from the performuas that derive from it and,
further to this, there are precedents for this logical view. For example, in
Tape composition: an artform in search of its méaiggics,Linda Ferguson
presents a version of th@ediumview (Ferguson 1983). We shall briefly
consider Ferguson’s argument.

Linda Ferguson’smediumview is directed at a particular acousmatic

tradition known as tape compositfdnFerguson argues that the works found

" This point becomes clearer in Section 3.2.3, irictvtacousmatic works are described as
abstractformations.

8 The ideas presented in this section are furtheiboghted inThrough Thick and Thin: the
Ontology of Tape MusiStansbie 2010).

“9 Ferguson employs the terape compositior‘to mean those orderings of sounds which exist
on magnetic tape (and generally made availableutfirgphonorecordings), selected, arranged,
and manipulated by the composer, and reproduciblevilh through playback equipment”
(Ferguson 1983, p.17). She goes on to offer elpidthe musik and musique concréte as
examples of tape composition traditions, identifyim range of practitioners involved in such
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within this tradition are “commodities” (FergusoB88B, p.23) and “products”
(Ferguson 1983, p.23) and she goes on to suggast‘tihe owner of the tape
composition recording holds the genuine objectrgbison 1983, p.24). Thus,
for Linda Ferguson, works of tape composition apgeabe little more than
lengths of encoded magnetic tape.

Ferguson arrives at the above conclusion follovarigngthy discussion
of the compositional methods and techniques emplayehe creation of tape
compositions, starting with a reference rtausique concrételike Schaeffer,
Ferguson claims that the tape composer: “workshen doncrete [...] directly
with the sonorous matter of his art” (Ferguson 19839). She goes on to note
that the tape composer uses “lengths of tape” toipoéate the “physical reality
of his object, as painters [and] sculptors [...] datli] their visible physical
realities.” (Ferguson 1983, p.19). At this stagergdson’s arguments are
agreeable, since she is merely employing establiséeninology to describe
some of the compositional processes and technigmetoyed in the creation of
tape compositions. However, as her argument pregseshe moves away from
a discussion of compositional processes, ultimatiggcribing tape works as
“particularized and concretized” entities (Fergusk¥83, p.20). At first, this
claim appears to be a logical development of helieeaargument. However,
there is a notable shift in emphasis; she is hgdoneferring to the processes or
techniques employed during the compositional probes to the end product. In
this context, the termoncreterefers to the work itself, which Ferguson deems
to be a length of magnetic tape.

One may note that Ferguson’s argument is out of; dadntemporary
acousmatic composers rarely use magnetic tape gddin@ creation of their
works and, as a result, the physical object, aleitlg the termtape composition,
has virtually disappeared. Despite this, contempoecousmatic composers
continue to work directly with sound materials aimdprder that they may do so,
require some sort of sound recording or storageiumedContemporary media

(such as CDs, DVDs or computer hard-drives) may,Rabert Wilsmore

traditions whilst outlining some of the composibtechniques that they typically employ. One
may describe tape composition as an acousmatiititrad
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recently pointed out, be far harder to describ@lasical object® (Wilsmore
2010, p.10). However, it may be possible to updryuson’s argument and,
with this mind, hemediumview must be considered.

One of the main problems with Ferguson’s argumsrihe ease with
which the tape compositions may be copied or teansi from the original
medium to another; providing that some copy oémains, one may destroy the
original without destroying the work itself. Thisiplies that the work and the
medium are (like the work and the performance) migaky distinct. Ferguson
may reject this argument, perhaps claiming thaew nopy is simply a new
work of art. However, this would imply, incorrectlyhat composers generate
new works each time their compositions are copWdh this in mind, it is
perhaps sensible to agree with William Echard whdubject to a Trace: The
Virtuality of Recorded Musiclaims that: “no particular medium in which a
work might appear can be seen as identical withnitwk itself.” (Echard 2008,
p.29).

There is a further problem with Ferguson’s argumtrdat may be
exposed by reference to an ontological theory megoby Andrew Kania
(Kania 2008), who claims that a work of art must tibe primary focus of
critical attention within a given artistic tradiid (Kania 2008, p.5). He

demonstrates this point by discussing a partiqua@mt-covered canvas:

The Mona Lisa is a work of art, in part becausis & painting
produced in the artistic tradition known as ‘paigti while
none of the sketches for the Mona Lisa is a wadrgessketches
are not a primary focus of critical attention inetipainting
tradition

(Kania 2008, p.5)

0 “\We might in analogue times have lent some sigaifte to the studio tapes that first held
recordings of the artists in the studio, but theitdl holds nothing so capable of becoming a
material relic” (Wilsmore 2010, p.10).

*1 This point is compounded by the fact that Fergissoredium view has been expressed (albeit
with less vigour) elsewhere. For example, in 19¥&nes Urmson presented an ontological
thesis in which works of tape music were showndalosely related to works of painting on the
grounds that they are both physical objects (Urnis#6). A similar view is suggested by Levi-
Strauss (1969), who compares works of musique étmavith works of painting, and Nicholas
Wolterstorff, who notes that some works of musie areated using magnetic tape rather than
musical scores before suggesting that this distincassociates tape music with the plastic,
concrete arts, resulting in music that is not ferfprmance (Wolterstorff 1980).

73



The Acousmatic Musical Performance: an Ontolodiceéstigation

In another publication, Kania uses his notion dfical attention to discuss
musical scores, noting that a musical score cositairange of properties which
the associated musical work necessarily lacks;escbhave various visual and
typographical properties whereas musical works hav®us sonic and musical
properties (Kania 2005, p.36). The sonic, musicaperties are more likely to
be described as the primary focus of our critidékrdion within the artistic
tradition of music and therefore the score anditbek are necessarily distinct.

One may consider Linda Ferguson’s discussion o apmposition in
relation to Andrew Kania’s critical attention thgotn doing so, one may find
certain cases in which the length of magnetic tape, therefore the encoded
medium, fulfils a certain aesthetic role in relatim a work%. However, even in
such cases, as rare as they may be, one canristically entertain the idea that
the medium is th@rimary focus of a listener’s critical attention; no mattew
visually stimulating the tape may (or may not) taut to be, it is unlikely to
occupy theprimary focus of critical attention. With this in mind,ig reasonable
to conclude that the medium and the work are distiAs James Mooney
pointed out, the medium is: “only ever a meansneiad, rather than an end in
itself.” (Mooney 2005, p.135.

3.2.2 TheClassView

Some ontologists, often referred to ra@minalists claim that artworks can be
identified with the group (known as a class or sét)heir various instances or
occurrences (Goodman 1969; Predelli 1995; 1999is;TR nominalist theorist
would not identify a work of photography or musidtlwa particular print or

%2 Simon Emmerson’Spirit of 76 (1976) is an example of a work in which the tapiilsua
certain aesthetic role. Emmerson’s piece, for fartd accelerating tape delay, involves a loop of
tape placed on the stage which is gradually “eateay” (Emmerson 2006) over the course of
the work. Emmerson describes the audience’s irtierec with both the visual and the aural
aspects of the composition: “The visual and awaiforce each other. The piece starts quietly
and the audience follows the slow progress of #pe tspool and loop across the floor. The
intensity begins to rise. The psychological tendi@eomes almost unbearable as the audience
watches the tape reach physical tension and brgadomt. How will the piece end? Will the
tape break? The piece stops abruptly at that pfitimerson 2006, p.215).

3 Ten Hoopen makes a similar point when discussiogksvof acousmatic music, claiming that
the acousmatic work has a perfect material existang claims that this objectivity becomes
subjectivity as soon as the music is performed Heapen 1997, p.14)

74



The Acousmatic Musical Performance: an Ontolodiceéstigation

performance but with the group (or class) of tipeints or performances. In this
way, the nominalist marks a distinction betweemysiar and multiple artworks;
singular artworks are physical objects whereas iplalartworks areclassesof
physical objects (or everifs. We shall briefly consider this class view before
considering whether acousmatic works are simplgsaa of performances.

The class view seems relatively straightforwardwver, the process of
grouping physical objects into a class is hugelybjamatic; in order that they
may be grouped, the members of a class must dispteye degree of
conditional uniformity, yet the degree and natufetlds uniformity is not
necessarily self-evident. For example, one may @xpeseries of sculptures
drawn from a single cast to be largely identiced¢s the casting process strives
for instantial uniformity, but one cannot expece gperformances of a musical
work to be identical, since performances often ine@ degree of interpretation
that produces instantial novelty. As a result, igmh be possible to identify a
degree of conditional uniformity that holds betweéao cast sculptures but this
becomes increasingly difficult when two musical fpenances are radically
distinct®.

With the above in mind, Nelson Goodman, a well-knomominalist
theorist, sought to rationalise the degree andreatti conditional uniformity,
using musical works as a case studyLdnguages of ArtGoodman described a
musical work as a: “class of performances” (Goodmh869, p.210f. He went
on to suggest that the members of a given clagwigrouped if (and only if)
they complywith the instructions set out in an associatedicaliscore. Thus,

the members of a class must display some degremrmafitional uniformity

> Some theorists have claimed that performancesnatephysical objects but events or
processes (Forrester 2000; O’Callaghan 2007; 2@&n so, performances are, as Kania points
out, spatiotemporal entities and therefore: “in$péit of the simple physical object hypothesis”
(Kania 2005, p.37). The terobjectwill be employed throughout the remainder of thiater
and should be taken to encompass performancessandiated sonic instantiations.

* This problem becomes increasingly pronounced sesavhere works arepen (such as
Stockhausen’Klavierstiicke Xland Boulez'sThird Sonata for Pianp The performances of
these works may be radically distinct due to tlemnsiderable autonomy left to the individual
performer in the way he chooses to play the woB¢a 1984). A detailed discussion of open
works may be found in Eco (1984).

5 Unfortunately, Goodman devotes much of his attentio the relationship between
performances and scores without any detailed dismuf the associated musical work. The
same may be said about Stefano Predelli (1995;)19%%90 developed a theory similar to
Goodman. Predelli is primarily concerned with makiperformances and scores and rarely
discusses musical works.
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which is dictated by the instructions provided e tcomposer. In this way,
Goodman’s score-compliance theory addresses theuggoroblems associated
with the classification process, clearly defininige tdegree and nature of
conditional uniformity amongst the members of a iralswork’s performance
class. However, it has drawn much criticism (Dava@94, pp.40-41; Kania
2005, p.40; Goehr 2007, pp.13-43; Scruton 199913%);1although these
criticisms are invariably heterogenedysthere are two central objections.
Firstly, musical works are not always scored (amd ts often the case with

acousmatic works) and secondly, performances oksvaray contain mistakes:

A famously problematic implication of meeting therfect
compliance condition is that any performance, havéioring,
satisfies the notational prescription so long &&g no mistakes.
Contrarily, the most brilliant performance, if ia$ but one
mistake, does not count as a performance of th&.wor

(Goehr 2007, p.40)

Goehr goes on to suggest that Goodman’s score-camaplview deviates from
our established practices in the sense that peeigrand listeners accept a
distinction between correct and incorrect perforoesnof a work (Goehr 2007;
Rohrbaugh 2005). With this in mind, Lydia Goehmrag with many of her
peers, concludes that scored, instrumental wokksiarr classes of performances
(Davies 2004; Goehr 2007; Rohrbaugh 2005; Thoma280d; Urmson 1976;
Wolterstorff 1980).

*" Nicholas Wolterstorff argues that the various mersbof a set must exist simultaneously
(1980, pp.49-50). However, he notes that therevang few musical works whose performances
occur simultaneously, and as a result, the ideatifin of works with sets of their performances
is seemingly implausible. Urmson (1976) points that the nominalist hypothesis does not
account for works that remain, for whatever reasomnnstantiated; such works are either not
(yet) works, since the set (or class) of their anses is non-existent, or, alternatively,
uninstantiated works must share the same (empty)S¢ephen Davies (2004) raises another
objection: “[...] the [nominalist] view seems to pig that Beethoven’'s Fifth Symphony is
constantly growing larger as it receives more penfmces, yet ‘growing larger’ is not a
predicate we would accept as applying to musicatkew) (Davies 2004, pp.41-42). Amie
Thomasson (2004, p.8) makes a similar point, suggeshat the cancellation of particular
performance would necessarily remove a member ftben performance set; this would,
according to nominalist logic, necessarily remowms aspect of the work. However, this is not,
to echo Stephen Davies, a predicate that we waddp as applying to musical works (Davies
2004, pp.41-42). The cancellation of a performaneeuld only affect that particular
performance event (and presumably the audiencenthiad hoping to attend the event) without
affecting any aspect of the associated musical work
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The nominalist theory continues to be discussedriglogists but only
seems appropriate in cases where multiple artwsrkd) as cast sculptures and
certain forms of printmaking, encourage instantimiformity. Curiously, this
leads Lydia Goehr to suggest that the nominalipr@xrh may be suitable in
cases where “electronic equipment” (Goehr 20072)pttas been used in the
creation and dissemination of musical works. Wdldh&fly discuss Goehr’s
point and consider whether it may be applied toks@f acousmatic music.

In The Imaginary Museum of Musical Works: an EssapenPhilosophy
of Musig Lydia Goehr makes the following claim:

[...] with electronic equipment, one could create owd fixed
values that would be unalterable in successiveopednces.
We have a situation here in which the same electr@pe is
played over and over again in each successive rpeaftce.
And we can imagine the case of a computer programheze
the output is identical in its constitutive attribs in successive
performances. These kinds of programme or algorittave
been produced in recent years, and they serveiritoree the
emphasis on notation albeit somewhat more broatiyed.
This view of notation supports Goodman’s theory.

(Goehr 2007, pp.32-33)

In the above statement, Goehr appears to be sumgestat electronic
equipment may be used to bring about instantidioumity. If so, one may be
able to identify some degree of conditional unifaiynbetween the instances of
a given work and this would enable one to groupitiseances into a class and
thus refer to the class as a work. For Goehr,apmears to validate Goodman'’s
class theory. Unfortunately, Goehr does not aligmm bomments with any
particular musical tradition, but it may be possitd describe acousmatic works
as classes of instances, on the grounds that adéctequipment (broadly
conceived) is used in the creation and disseminaticuch works.

At first, Goehr’s suggestion seems inherently peotdtic when applied
to the acousmatic tradition; acousmatic works aneely scored during the
creative process and, since Goodman’s compliaress ¢ dependent upon the
existence of a score, it would be extremely dittic{if not impossible) to
determine which features mustmplyin order for a class to be created in the

first place. Despite this, Goehr clearly believest telectronic equipment creates

7



The Acousmatic Musical Performance: an Ontolodiceéstigation

instantial uniformity, which she describes using termsfixed, unalterableand
identical, and with this in mind, she presumably believes tbae could
establish a compliance class that is based uporetbomg other than a score
(Goehr 2007, pp.32-33). Despite this, it is extrignaéficult to apply the terms
fixed, unalterableandidenticalto acousmatic instances; as discussed in Chapter
1 (Section 1.3), the ostensible fixity of the eredadnedium does not necessarily
translate into fixed, unalterable or identical amstes, largely due to the lack of
decoding transparency and the acoustic influendistehing spaces.

With the above in mind, the nominalist view orslgems appropriate in
cases where works are created for playback, sistaritial uniformity would be
aesthetically desirable and instantial novelty (8tiat occur) would signal a
flaw. Despite this, it would be strange to sugghst works for playback and
works for performance are ontologically distincthi§ point is invariably
compounded by the fact that works for performamagy be played back, and

vice versa. Accordingly, we shall look elsewhere.

3.2.3 TheTypeView

Nominalist theories are often rejected in favour sime sort of realist
hypothesis. There are numerous different realigrGgches and, to avoid a
lengthy comparative analysfs we shall focus upon the realist notiontppes
and tokens these terms are introduced before being appledvorks of
acousmatic music.

In Modern Philosophy: an Introduction and Surv&gger Scruton uses
the termaypeandtoker® to describe the Ford Cortina:

%8 Realists identify relatively subtle differencesvoeen properties, kinds, universals and types.
Both Kania (2005) and Rohrbaugh (2005) claim théfeences between the various realist
accounts are extremely subtle. As a result, we fadls upon the notion of types since this is
(arguably) the most popular realist theory.

* The termstype and token derive from Peirce’s semantic distinction betweeords and
occurrences of words (Peirce 1933, p.242); Perberned to the various occurrences of words
astokens noting that these tokens must be occurreméesomething, which he calledtgpe.
The following example helps to explain Peirce’seiytpken distinction: “consider the number of
words in the Gertrude Stein line from her poem &ad&mily on the page in front of the reader’s
eyes: Rose is a rose is a rose is a rose. In orse s& ‘word’ we may count three different
words; in another sense we may count ten diffenemtls. C. S. Peirce [...] called words in the
first sense “types” and words in the second setwehs” (Wetzel 2006, p.1).
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If I refer to the Ford Cortina, | do not refer tneoparticular car,
but to a type of car. The individual Cortinas awkéns’ of this

type.
(Scruton 2004, p.84)

Scruton goes on to suggest that we discuss typed @s the Ford Cortina) as
though identifying a particular physical object. wkver, he suggests that types
are only really encountered and understood thrahgin various tokens. This is

because a type, unlike a token, is an abstracergksed entit$f:

The Ford Cortina [...] is to be described and ergld in terms

of concrete processes in the spatio-temporal world.

Nevertheless, there is no place where the Fordir@od. It

remains aloof from the world of its tokens, jushasnbers do.
(Scruton 2004, pp.84-85)

With this in mind, Scruton suggests that types dslie a fundamental
ontological divide between concrete and abstractienoof existence (Scruton
2004, p.84; 1999, p.104); types do not exist in thacrete, spatiotemporal
world. However, they are encountered in, or throudpeir various concrete
manifestations. Thus, the type: “is an abstraceabjwhich itself bears the
predicates of the individuals that exemplify it'c¢(8ton 1999, p.104).

Scruton’s point is echoed by Richard Wollheim, vduggests that types
enter into a close relationship with their varidokens and are, as a result, more
intimately related than classes and their membatalibieim 1980); classes are
simply formed by grouping objects or entities irspect to some degree of
assumed conditional uniformity whereas a tokemiy celated to another token
in so far as they both relate to the same type.lWioh’s explanation of this
point is complex and therefore worth quoting agtén

% Like many in his field, Roger Scruton believesttbame objects or entities have an abstract
mode of existence: “[...] do we not also refer twd alescribe things like numbers, classes,
possibilities and fictions? Numbers especially #e source of much philosophy [...] we give

them names, and strive to discover the truth athmrh. Yet it is absurd to say that they exist in

space and time: as though there were some placeevthe number nine could at last be

encountered.” (Scruton 2004, p.84)
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Let us introduce as a blanket expression for typed] classes,
[...] the term generic entity, and, as a blankegbregsion for
those things which fall under them, the term elemiiow we
can say that the various generic entities can banduished
according to the different ways or relationshipswinich they
stand to their elements. These relationships carfa@aged on a
scale of intimacy or intrinsicality. At one end tife scale we
find classes, where the relationship is at its megernal or
extrinsic: for a class is merely made of, or cdaogd by, its
members which are extensionally conjoined to fdrriihe class
of red things is simply a construct out of all tadkings which
are (timelessly) red. [...] With types we find thelationship
between the generic entity and its elements ahdst intimate:
for not merely is the type present in all its tokg¢n.] for much
of the time we think and talk of the type as thoitghere itself
a kind of token, though a peculiarly important se-eminent
one. In many ways we treat the Red Flag as thaughre a red
flag (cf. ‘We’ll keep the Red Flag flying high’).

(Wollheim 1980, pp.75-76)

With the above in mind, Richard Wollheim goes ordévelop a bespoke type-
token hypothesis, describing works of ballet, dameasic, opera, photography,
print-making, poetry and cast sculpturetgsesand their instances dskens

(Wollheim 1980). He starts by suggesting that ctigypes derive from an act
of human invention; these acts are heterogenea@liingf along a scale as

described below:

At one end of the scale, there is the case of anpaeghich
comes into being when certain words are set dowpaper or
perhaps, earlier still, when they are said ovehepoet’s head
[...]. At the other end of the scale is an operactvltomes into
being when a certain set of instructions, i.e.dbere, is written
down, in accordance with which performances caprbduced.
As an intervening case we might note a film, of ahhdifferent
copies are made: or an etching or engraving, whdferent
sheets are pulled from the same matrix, i.e. theepl

(Wollheim 1980, p.80)

Wollheim goes on to suggest that musical worksakingside their operatic
counterparts; they come into being when a setsifuctions is written down in
the form of a musical score in accordance with Whierformances can be
produced. Despite this, Wollheim notes that theesi® neither the type nor a

token of the types. Instead, scores iatermediaryentitieslocated between a
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type and its various tokens (Wollheim 1980, p80he Tscore enables the
composer to clearly delineate key features or ptoggeof the work (type) in
accordance with which instances (tokens) of the kwoan be produced
(Wollheim 1980, pp.79-80). Thus, by following thesiructions set out in a
musical score (the intermediary), performers magkse instantiate works
(types) through the act of performance (tokens).

Wollheim goes on to suggest that artistic typesehaarious properti&s
that determine, at least in part, the nature oftyjpe’s tokens (Scruton 2004,
p85). In some cases, types have a large humberopegies and, as a result,
their various tokens are characterised by instaot&ormity. In other cases,
they have relatively few properties and, as a tesuir various tokens will be
characterised by instantial novelty. Thus: “[..dtrevery property that can be
predicated of the former [a tokerdso factobelongs to the latter [a type]’
(Wollheim 1980, p.82) and this implies that artisypes are (at least in some
cases) schematic formations that may be instadtiaienumerous different
ways. At this point, the distinction between clasard types seems particularly
relevant; the latter, unlike the former, can acedanboth instantial uniformity
andinstantial novelty, which Wollheim describes usthg terminterpretation

This point is generally covered by saying that utls cases
there is essentially an element of interpretatwinere for these
purposes interpretation may be regarded as theugtiod of a
token that has properties in excess of those ayfhe
(Wollheim 1980, p.82)

Wollheim’s notion of types and tokens does haveelatively small
number of well-known critics (Levinson 1990; Prid®82; Predelli 1995;

Wolterstorff 1980% and is, of course, merely a hypothesis. Howevéras, in

®1 Different types will have different properties am a result, it is difficult to define this term
without giving specific examples. For the momehg following definition may serve to explain
Wollheim’s intentions (later on in this sectionetkermpropertiesis explained in relation to
works of scored, instrumental music): “Propertigisq called ‘attributes,’ ‘qualities,’” ‘features,’
‘characteristics,’ ‘types’) are those entities tibah be predicated of things or, in other words,
attributed to them. For example, if we say that thang over there is an apple and is red, we are
presumably attributing the properties red and afiple” (Orilia and Swoyer 1999)

2 A central criticism comes from Price and Predeiio claim that types, as abstract entities,
are incapable of causal interaction and, as atresainot be created or destroyed (Price 1982;
Predelli 1995); this view, as explained by Rohrligug clearly at odds with our intuitions and
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recent years, become something of an ontologicaldiogm, receiving
substantial support from both philosophers andhagistans who view it as the
most plausible of the various ontological theoiiBsender 1993; Davies 2004;
Godlovitch 1998; Kania 2005; Kivy 1983; Rohrbaugb03; Scruton 1999;
Thom 1993; Walton 1988; Webster 1974; Wollheim 1980ith this in mind, it
seems to provide an ideal means of describing #ationship between
acousmatic works and their instances. We shalflpreensider this point.

Acousmatic works are numerically, temporally andtgdly distinct
from their various performances and, further t@,tlaire not easily described as
encoded media or classes of performances. As &, résseems reasonable to
describe them as types that are encountenedr through their various
performances which may be described as tokens. dlissrvation requires one
to accept that acousmatic works ambstract entities that have concrete
manifestations. However, there is clearly a prenteder describing musical
works in this way and, as a result, it seems dytjustifiable.

One could extend the above description by sugggshiat acousmatic
types have various properties that determine et I part) the details of their
various tokens. However, we know (following theadission in Chapter 1) that
these properties may be transformed by the perfacenagpace and (following
the discussion in Chapter 2) diffused in conceithwhis in mind, one may
suggest that acousmatic tokens have some propertescess of those of the
associated type.

One may extend the above description even furtlyeddscribing the
encoded medium as amtermediary entity that is located between an
acousmatic type and its tokens. Thus, by decodm@recoded medium (the
intermediary) one may produce performances (tokefsqcousmatic works
(types). This conclusion draws acousmatic works the dominant ontological
paradigm and provides a clear framework throughciwhivorks and their
instances may be considered and discussed. Howeleayes many questions

unanswered; namely, what exactye the properties of an acousmatic type?

expectations: “our [artistic] practices seem cdlytreo embed the thoughts that artists create
their works and that these works can be destroyBdihrbaugh 2005, p.8). Peter Kivy has
rejected the views of Price and Predelli, arguimat tart works are not created but discovered
(Kivy 1993).
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How do they underpin the properties of their tokeb® some works have more
properties than others? Do performances of the saork always have the

same properties? The following section consideese¢hand related, questions
(Section 3.3). In doing so, it fleshes out the tiipeory expressed above,
provides a more detailed discussion of acousmggpiest and tokens and paves
the way for a detailed discussion of performanderpretation and authenticity

in the following two chapters (Chapters 4 and 5).

3.3 Acousmatic Types and Tokens

The previous section aligned acousmatic works il fperformances with
Richard Wollheim’s type-token hypothesis (Wollhei®80). This section
considers the relations between acousmatic typeédakens. The discussion is
complicated by the fact that types are only eveoanteredn or throughtheir
various tokens and, as a result, it is often diffito assess whether properties
belonging to the latter also belong to the formWith this in mind, we shall
start by discussing scored, instrumental typestakens; this serves to further
clarify types, tokens and the relations that hodteen them (Section 3.3.1).
The subsequent section considers whether it pessibdifferentiate between
acousmatic types and tokens using the same appr(&eattion 3.3.2). This
section (and the chapter) concludes with the fahgwaclaim: the distinction
between acousmatic types and their tokens is ertyeapaque and, as a result,
acousmatic performances must involve actstdrpretation this becomeshe

subject of the subsequent chapter (Chapter 4).

3.3.1 Sound Structures

Most type-theorists describe works of scored, umgntal music as types of
sound structuresnd their performances as tokens (Bender 1993ieB&004;

Kivy 1983; Scruton 1994; 1999; Walton 1988; Webdi874). These theorists
generally agree that sound structures are schemiatieterminate formations
that may be instantiated in numerous different wigygely through the practice

of performancenterpretatior). However, since sound structures (types) are only
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ever encountered through their various performarft@sens), the schematic
nature of the former may be obscured by the coaaetails of the latter. This
leads to various disagreements about which aspédfse structure (or, more
accurately, which aspects of the structugg’spertieg belong to the work and
which belong exclusively to the performance. Wdldiréefly consider the main
point(s) of contention.

William Webster, Peter Kivy and Roger Scruton badi¢hat the central
properties of a sound structure can be identifigdobking at a musical score
(Kivy 1983; Scruton 1999; Webster 1974). This ledldem to suggest that
sound structures are timbre-less sequences of ramtésintervals; for these
theorists, timbral properties are only determinadrdy a performance and thus
belong to tokens but not types (Kivy 1983; Scrut®97; Webster 1974). Other
theorists, such as John Bender (1993), Stan Gddlo\il998) and Kendal
Walton (1988) disagree, noting musical works presge a performance
practice that is only loosely captured in the sa@md, as a result, one can only
consider the score as representative of a givemdsatructure if one also
considers the context in which the score was predwnd the associated kind
of performance practice to which the score is da@¢Bender 1993; Godlovitch
1998; Walton 1988). This leads them to conclude tirabral detailsare
determined at the point of composition and area assult, properties of sound
structures (type) and not merely properties ofvemgiperformances. This point
is supported by Stephen Davies, a well-known tymeitist who has made a
significant contribution to the sound structure aeb we shall briefly consider
Davies’ contribution, since many of his terms atelais are employed later on in
this thesis (Davies 2004).

In Musical Works and Performances: a Philosophical |Bradion,
Stephen Davies suggests that sound structurescheenatic types, but argues
that the degree of schematisation inherent in thteurctures will depend upon
the nature of the work in question (Davies 20048. gdbes on to suggest that
musical works can be placed on a continuum whih works at one end and
thickworks at the oth&t:

% The termsthick and thin appear to reference Clifford Geertz’s well knownltunal
anthropological study (Geertz 1973). Geertz usediehmthick to refer to the various possible
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If it is thin, [...] most of the qualities of a germance are
aspects of the performer’s interpretation, not leé wwork as
such. The thinner they are, the freer is the peréorto control
aspects of the performance. Pieces specified alg melody
and chord sequence are thin. Some tin pan allegssare of
this kind. For them, the player creates the laggercture of the
performance by deciding on the number of repeatsations,
elaborations, links and the like [...] By contrastthe work is
thick, a great many of the properties heard inrfopmance are
crucial to its identity and must be reproduced ifully faithful
rendition of the work. The thicker the work, the nmcthe
composer controls the sonic detail of its accuragéances. Igor
Stravinsky’s The Rite of Spring1913) is a thick work by
comparison with Mozart'®ivertimento in D, K. 136Thicker
yet is Edgard Varése'sDéserts (1954) for tape, wind,
percussion, and piano, because the contributionentgdthe
tape is both essential to the work’s identity andresnely
specific®*

(Davies 2004, p.20)

Davies goes on to suggest that musical scores mayide a great deal of
information about the relevant features of a gisennd structure. However, he
points out that one can only describe a sound tsir@icasthick or thin by
identifying the social, cultural and historical ¢ext in which they were created
and the associated performance practice that theyuppose (Davies 2004,
p.43). In other words: “no theory is true of all smeal works” (Davies 2004,
p.43) since sound structures invariably differ ime t“extend, depth, and
saturation” (Davies 2004, p.26) of their variouspaerties.

Davies’ thick-thin thesis seems responsive to thactres of both
composers and performers and, further to this,idesva means of articulating
distinctions that hold between different types adirsd structures. As a result, it

reasons behind a human action, especially when usddrms of communication. Geertz
provides a thick description when considering ttitecbnce between a facial twitch and a wink;
the former may be involuntary and communicate vditsle whereas the latter “is
communicating, and indeed communicating in a gpitecise and special way” (Geertz 1973,
p.5).

% Davies’ thick-thin thesis does not seek to qugritie various sounds occurring during a given
performance: “performances of thin works are asetepwith acoustic information as are those
of thick works, but, for performances of thin warksore of this information is referable to the
performance than to the work” (Davies 2004, p.ZDhus, large orchestral works are not
necessarily any thicker than solo piano works.
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has the advantage of resolving many of the varibsegreements relating to the
discussion of types and their tokens:

The distinction [between thick and thin works] hlas potential
to defuse some apparent disagreement between hgpeasts
about which features of works are relevant to tid@ntity, for
in many cases, the answer will simply vary with thiekness of
the works at issue.

(Rohrbaugh 2005, p.7)

The sound structure debate exemplifies one ofrtapr issues with the
type-token hypothesis, namely: it is difficult thentify properties of types since
they are always encountered through their tokerigh Wis in mind, it is little
surprise to find that most type theorists are comed with scored, instrumental
works; a score simplifies the debate, since it Esalne to identify certain
aspects of the work’s sound structure and thusemdifitiate between those
features (or properties) belonging to the work #rabe added in performance.
Despite this, the focus upon musical scores ondatess further problems; as
stated above, most musical works presuppose arpefwe practice which is
only loosely captured in the score (Davies 20041p) and, as a result, the
discussion about sound structures often becomescasdion about scores and

the various ways in which they should (or shoult) be read.

3.3.2 Sound Sculptures

This section considers acousmatic types. It considdhe problem of
differentiating between acousmatic types and ttuwkens but suggests that the
former underdeterminethe concrete details of the latter and are theeefor
characterised by degrees of schematic, indetermif@scdescribed above).

One may describe acousmatic types as sound structuresevwthis
description comes into immediate conflict with thews of most type-theorists,
who reserve this term for works of scored, instrotaemusic. This should not
necessarily dissuade one from using the term elewvhndeed, a broader
application of the term could only have positivensequences, drawing other
forms of music into in ongoing (and somewhat pa&@gisound structure debate
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would be of benefit to the wider ontological comrityf?. Even so, the
following alternative is proposed: acousmatic workse types ofsound
sculpturesWe shall briefly discuss this proposal.

The termsound sculptureerves to highlight an intimate connection that
holds between the compositional methods employeddmysmatic composers
and their resulting works; as discussed in Chapfeacousmatic composers
often refer to their creative acts using terms @ssed with the plastic arts, such
as painting and sculpture, and, given Pierre Stfdeiise of the termsoncrete
and the implied reversal of traditional composiibmethods, there is clearly a
sense in which acousmatic works are sculpttir8lespite this, the terrsound
sculptureis not supposed to signal a return to medium view (asudised in
Section 3.2.1); sound sculptures gneesand must be understood in relation to
the type-token hypothesis-urther to this, the ternsound sculptureis not
supposed to highlight a major ontological distiogtithat holds between
acousmatic works and other musical works. Soundptges and sound
structures are largely synonymous; the sole difference relates the
compositional methods employed by the composepfsed in Section 1.1)
which are often described in terms of crafting,psh@ and sculpting sounds in
the composition studio. With this in mind, we shaihploy the termsound
sculpturein the following discussion, consider what prosrtsound sculptures
might have and assess how these properties rel#teit various instances.

Like all types, acousmatic types are only encowaker or throughtheir
various tokens. As a result, attempts to deschbeptoperties of such types are
invariably problematic; as discussed above, itfisrodifficult to know whether
the properties of tokens are also properties oédypnd, in the acousmatic

tradition, this is compounded by the fact that sooatic composers rarely issue

% Some ontologists have openly expressed their pisapl of scope, depth and breadth of
ontological discourse. For example, the openingdliof the preface of DavieMusical Works
and Performances: a Philosophical Studyad: “In this book, | try to avoid the narrow
parochialism that so far has distinguished musadthetics. Most philosophers of music
(myself included) have concentrated on musical wdrk exclusion of performances, on the
listener’s perspective to the exclusion of the cosgp’s and the performer’s, and on Western
classical music to the exclusion both of populamfmf Western music and of non-Western
varieties.” (Davies 2004, preface).

® Further to this, the act of sound diffusion iseoftdescribed in terms of sculpture. For
example, inLiving Electronic Music,Simon Emmerson suggested that sound diffusion is:
“limited to matters of forming and sculpting a gogmed sound sequence ‘into’ a space”
(Emmerson 2007a, p.31).
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instructions or scores. This makes the identifaratof a type’s properties
extremely difficult, since one cannot adhere to thethods employed by the
vast majority of type theorists. Despite this, #heare several logical
observations that one may make; these are outtiakxv.

Chapter 1 provided an overview of the compositiggratesses involved
in the creation of acousmatic works. With this innd) it is reasonable to
suggest that acousmatic sound sculptures are gtally thick; the composer
works directly with sounds during the act of conmipos and, following the
type-theory advocated by Stephen Davies, this esplthat the various
properties heard in a performance are also pr@sedf the associated work.
This observation is akin to Davies’ discussion @frése’sDéserts(1954) for
tape, wind, percussion, and piano — in this cdse,tape part is extremely
detailed and, as a result, the composer has béencatontrol the sonic detail of
its accurate instances.

The above point implies that acousmatic soundpserds are located at
the extreme end of Davies’ thick-thin continuumisTts invariably true, since
many of the various properties heard in an acousnperformance are also
properties of the associated acousmatic work. Desphis, acousmatic
composers, particularly those familiar with thegbige of sound diffusion, often
consider the various possibilities that diffusiargents during the creation of
their works. In such cases, composers make conuuaitdecisions with these
various possibilities in mind and, as a result,rtheorks presupposeacts of
sound diffusion. The degree and nature of thessupposed acts will vary
depending upon the work in question and, furthethts, may be more or less
crystallised in mind of the composer. However, lirsach cases, works that are
created with diffusion in mind must be slightlyther than suggested above,
since they underdetermine the concrete detailsedf various instances.

The above point is supported by Jonty Harrison ,whd&ound, space,
sculpture: some thoughts on the ‘what’, ‘how’ amdhy’ of sound diffusian

makes the following claim:

[Acousmatic music] grows, mutates, evolves, pemngtta
certain fluidity and flexibility in the final aurahanifestation of
the sound (along the lines of Varese’'s thinking the
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development of crystals), thereby permitting diifus the
possibility of further expanding the underlying angent.
(Harrison 1999b, p.125)

Harrison goes on to clarify this point and althoughdoes use the ontological

termsunderdeterminer thin, heclearly has something similar in mind:

The simple fact is: much electroacoustic musictipalarly that
in the musique concréte and acousmatic traditiantended to
be diffused, has the variability of performance entying its
aesthetic base.

(Harrison 1999Db, p.124)

In this context, the termariability is particularly significant, since it implies
that acousmatic works are not replete, determirsatend sculptures, but
schematic, indeterminate formations that may becrdised in a variety of
different ways. Harrison makes a similar point, gegjing that acousmatic
works are incomplete, awaiting acts of diffusion

With the above in mind, the following point seemtgirely plausible:
acousmatic works (or at the very least, acousmatiks that have been created
with diffusion in mind) appear to be ontologicalgmilar to their scored,
instrumental counterparts; both encourage a degfeariability, presuppose
diverse instantial acts and are, as a result, iablyr characterised by a
schematic, indeterminate structure. At this stages may recall the views of
Ferguson (1983), Davies (2004) and Godlovitch (1988 discussed in Chapter
1) and (hopefully) recognise the full significange their ontological claims;
these theorists are not merelyggesting that acousmasoundsare fixed they
are, in effect, suggesting that acousmatiarks are fixed, thus implying that
they lack the schematic, indeterminacies that acpired for works to be

performed. We are now in a position to fully rejéasir claims.

®"In a recent talk, Harrison questioned whether:]“fvhat is stored on tape/disk is ‘incomplete’
[...]"” (Harrison 2011). Elsewhere, he has suggedtest diffusion is an extension of the

compositional process (Harrison 1999b, p.125; 19998). A similar view has been proposed
by Simon Emmerson, who claims that acousmatic wiakes studio created yet only ‘completed
in performance™ (Emmerson 2007, p.31). This idea been proposed in relation to works of
scored, instrumental music. For example, Susanmegdraclaims that scored works are
incomplete and that the performance “[...] is thenpletion of a musical work” (Langer 1953,

p.138). A similar point has been raised by LindasDan (1994, p.135).
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This above conclusion holds for stereo, multichararel stem-based
works if (and only if) these works have “the vaiidp of performance
underlying [their] aesthetic base” (Harrison 199pH,24). However, this does
not mean that stereo, multichannel and stem-basekisvare at the same level
of ontological thickness and, further to this, @a@not assume that the various
works locatedwvithin these broad categories are ontologically uniforne. $hall
briefly consider these two poifits

In some cases, stereo works presuppose numereessaliacts of sound
diffusion, whereas in other cases, works may pnessg a few, uniform acts;
this may lead one to assume that the former ar@amitally thinner than the
latter. However, this is not necessarily correbe notion of thick and thin
works refers to the degree of autonomy left togkgormer. Even so, the fact
that stereo works potentially admit anything fronfesv, uniform acts to the
numerous and diverse may lead one to assume teedostvorks are not
necessarily at the same level of ontological theda) the degree of variability
between the work and the instantiation of the warky be considerable and
thus some stereo works are thinner than othersordogyly, one might expect
to find that some works diffuse more readily thatheos and that some
performance situations allow for a broader rangexpiressive agential acts than
others. This point is taken up in the following ptex.

Given the limitations associated with multichanrsglund diffusion
(discussed above), it is reasonable to assume nthdtichannel works are
ontologically thicker than their stereo counterpartomposers have fewer
interpretative options to consider during the dogabf multichannel works and
this often leads them to create pieces that areplayback rather than
performance. This point has been raised by Jontyriddm who, in his
discussion of an eight-channel piece calB#eamg1999), notes that the work:
“doespresent more problems in performance than my cteraks because |
have, despite myself, a more rigid image in my nohdhow it should sound!”
(Harrison 2000, p.5). Despite this, it remapwssibleto diffuse multichannel
works and, as a result, it is equally possiblesimme multichannel works to be

% The following discussion generalises about theemiidl degrees of indeterminacy thmgy
hold between works and their instead. This discusds contextualised later on with a
discussion of the associated portfolio of origioapositions (Chapter 4).
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slightly thinner than their instances. Even so, dbegree of variability between
the work and its instantiation are extremely lirditend, as a result, the vast
majority of multichannel works remain at the exteeend of Davies’ thick-thin
continuum.

Stem-based works are often ontologically thinnemttoth stereo and
multichannel works, since the former potentiallyrdida degree of variation that
is absent from the latter. The details of each stdlirhave been determined by
the composer. However, the way that these stemdistréouted or configured
will only be fully determined, or realised, durirtbe act of diffusion. For
Harrison and Wilson, this often means that theud#f is required to make

certain choices about how to separate and distrithét various stems:

[...] some choices (or at least their specific iszion) are
deferred at least until the performance situat®kriown. The
‘finished’ work is necessarily in some sense nategtinished.
This is arguably even truer with stem-based contiposthan is
the case with stereo diffusion.

(Harrison and Wilson 2010, pp.245-246)

The above statement may be restated in relatidhetaotion of thick and thin
works; stem-based works are often thinner tharr $tereo counterparts, since
they offer the diffuser a range of options that oay be acted upon once the
performance situation is known. Despite this, stemed works may not be
quite as thin as they first appear; the various snvely which stems may be
distributed or configured during the act of diffusiis invariably dictated, at
least in part, by the affordances and constrairftghe diffusion system
employed. Since relatively few diffusion systemsilfate the presentation of
stem-based works, it is reasonable to assume tmapasers create worker
specific diffusion systems, thus pre-empting spedifstantial acts. As a result,
stem-based works often appear to be very thin aataften be, in reality, quite
thick.

The various observations introduced above sergealign acousmatic
works with Wollheim’s notion of types and tokens dltieim 1980) and
Davies’ thick-thin continuum (Davies 2004). Acougimavorks were described

as thick types of sound sculptures. However, tlseséptures (potentially) vary
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in the extent, depth and saturation of their vagiguoperties. Although this
conclusion seems conceptually functional, it isdprated upon an assumption
about what a composer may (or may not) have corezidduring the act of
composition; since there is no score, it remainseexely difficult to assess
whether a work is thick, thin or situated betweatraanes. The next chapter,
which considers this problem from the perspectif’¢he performer, suggests

that acousmatic performances must involve an aicttefpretation (Chapter 4).

3.4 Summary

This lengthy chapter considered the ontologicahtiehs that hold between
acousmatic performances and acousmatic works. alttest by identifying
various numerical, temporal and spatial distincditinat separate them, before
clarifying these distinctions in relation to Wollhes type-token hypothesis
(Wollheim 1980). Acousmatic works were described tgpes of sound
sculptures and their performances were describetbleens of these types.
However, the following problem was identified; asmatic types are only ever
encounteredh or throughtheir various instances and, as a result, it issextly
difficult to identify whether the properties of thegter are also properties of the
former. It is reasonable to assume that acousnvetiks may have fewer
properties than their performances, and this imsptleat they are sometimes
ontologically thin. However, whilst this assumptionay be conceptually
functional, it creates problems for the perforntee following chapter considers
some of the various ways in which performers dedh whese problems and is
therefore concerned with the notion of performanterpretation(Chapter 4).
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Chapter 4: Interpretations

This chapter is divided into three main sectionsct®®n 4.1 focuses upon
interpretations of works. It starts by suggestimgttperformers are often
required to interpret works, before considering some of ¥agous ways in
which interpretation is formulated. The ensuingcdssion focuses upon
interpretations ofonic behavioursreferencesand their associatestructural
functionsand provides a series of examples drawn from thecieted portfolio
of original acousmatic compositions. Section 4.&/eys some of the various
contextual constraints that (potentially) affece tinterpretative act. These
constraints, which relate to performance spacéisisibn systems and audience
positions, typically require the performer to adjtleeir interpretative ideals to
account for both workand performance contexts. Section 4.3 outlines some of
the various ways in which interpretative skills ateveloped, refined and
regulated. The ideas presented in this sectiooviotin from (and conclude) the
discussion of performance skills (introduced intieec2.3). Taken as a whole,
the three sections within this chapter presentlaalised ontological account of
performance interpretation, foregrounding the imtetative decisions that
performers make, and further clarifying the relasiothat hold between
acousmatic works and acousmatic performances. bliglyyz acousmatic
performances do not merely involve the instantrabbworks, but instantiations
andinterpretations.

4.1 The Interpretative Ideal

The previous chapter described acousmatic workgpes of sound sculptures.
It went on to suggest that these types (often)ymesse acts of sound diffusion
and are, as a result, indeterminate formationsatebntologically thinner than
their various instances. Despite this, indetermesa@re notoriously opaque;
acousmatic types are only ever encountered inrough their various tokens,
and this makes it very difficult to assess whetherproperties of the latter are

also properties of the former. This section considéis problem from the
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perspective of the performer and thus highlightsribed for interpretations of
works.

The acousmatic performer has no clear method feeszing whether a
work is ontologically thick or thin and, without@ss to the composer, no way
of knowing which acts of sound diffusion were imagd during the
compositional process. This observation may go seoag to explain why
acousmatic composers often double up as acousmpetiormers; the various
problems associated with the identification of swhgc, indeterminacies
becomes far less problematic if the composer singdgumes the role of
performer. Despite this, there are obviously pcattilimitations; composers
cannot necessarily attend each performance ofengimork and must, in some
cases, consent to their works being performed Hneret Accordingly, the
problem under discussion often remains unresolved.

Some acousmatic composers provide performanceuatisins in the
form of a diffusion score. In most cases, a diffasscore provides: (1) a visual
representation of a given piece, often in the fofma spectrograph, waveform,
or hand/computer-drawn visual representation, @yaig indication of specific
acts of diffusion (as intended by the composerdrofh the form of a diagram
indicating speaker positions and relative levelss@las 2008; Williams 1993).
In most cases, time is represented on a horizaxial spectrum on a vertical
axis and bespoke figures and symbols are explaimand associated k&

Diffusion scores enable acousmatic composers tdkemaertain
performance-related intentions prescriptive. Howewd#fusion scores present

the following practical disadvantages:

% In Sound CompositigriTrevor Wishart provides numerous examples ofdvis diffusion
scores (Wishart 2012). They are separated diffasion score blankandworked examples of
diffusion scoresThe former, which include time along a horizongais, include numerous
drawings and written descriptions of sound eventdénve a blank section which is to be filled
in by the performer: “[...] diffusion instructions fahe performance are written onto this
diffusion-blank. These specific instructions areedmined during rehearsal of the piece in the
space, and act as a guide or reminder for the qpeafioce proper” (Wishart 2012, p.160). The
latter, which are derived from the former, show hétighart has completed diffusion-blanks for
specific past performances.
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1) There is no established notation system and, asuty diffusion
scores are invariably characterised by extremerdggaeity, which

makes them difficult to read and follow.

2) The composer does not necessarily know where armd &tspecific
piece will be performed and, unless diffusion ssoaee created in
advance of known performances, they are invaritblgred to ideal,
as opposed to real, contexts. This invariably Britikeir functionality,
since the composer is often required to prescrietatively
generalised acts of diffusion, so as to avoid presg acts that are

unachievable.

3) As a consequence of the previous two points, thiemeer is almost
always required to interpret diffusion scores. Tagkls a layer of
variability to the performance process that diffusiscores would

ideally strive to negate.

In the future, standardised notation may be dewslpmperformance contexts
could become relatively uniform and, as a resiittusion scores could become
more useful. At present, this is not the case asda result, diffusion scores
have limited functionality and are rarely used mpwsmatic composers and
performers.

Composers may clarify (some of) their performarelated intentions by
issuing multiple versions of their works. For exdepn a recent talk, Jonty
Harrison explained that he created two versions gtereo acousmatic work
calledHot Air (1995); Harrison explained the difference betwtese versions

as follows:

| knew that the work would be premiered on the GRM’
Acousmonium on the deep stage of the Salle OliMessiaen.
The piece contains a very long ‘Mediterranean sicgupe’
section which recedes very slowly into the distantce the
vanishing point [...]. | knew that | would be altte sustain this
structural effect in diffusion, but when | came release the
work on CD, | shortened this section, feeling itswao long for
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a personal or domestic listening context, withdwt benefits of
diffusion and real loudspeakers in distant posgion
(Harrison 2011, p.6)

The difference between the two versiondHot Air, may reveatertain aspects
of Harrison’s performance-related intentions andyves a result, serve as a
model for a performance. Despite this, it is reabdsm to assume than many of
his intentions remain unclear; the durational défece between the two versions
is relatively insignificant and, without Harrisonaccompanying explanation,
fairly obscure. Unless further, more significantfetences hold between the
numerous versions of a work, one must assume Hiesetdifferences are of
relatively little use to a performer.

In the absence of any further clarification frome tkomposer, the
problem of identifying (and dealing with) a worksshematic, indeterminacies
will be passed over to the performer, who is theguired to make his or her
own decisions about the presentation of the woHes€ decisions, which are
two-fold, may be summarised as follows: 1) the @enler must decide which
aspects of the work are most likely to be indeteate, and 2) the performer
must decide how to deal with those (actual or assl)rmdeterminacies during
the act of performané® The outcome of this two-fold decision-making Ess
may be described as arterpretative ideal.

Interpretative ideals are often formulated in a position studio (or
other (ostensibl{f) transparent listening environment), in which frexformer
may focus upon particular points in a given workgo by listening to sections
rather than the whole), produce bespoke notes structions (perhaps in the
form of a diffusion score or aide-mémoire that vgilrve to locate and identify
key moments in the work that they can follow durthg act of diffusion) and,
crucially, make their various decisions relativethie two-fold decision-making

" This observation raises a number of questions ahataddressed in the following chapter
(Chapter 5), namely: Are the performer’s decisioasessarily appropriate or accurate? What
happens if the performer’s decisions do not remiteee intentions of the composer? Can the
performer’s decisions result in inauthentic perfantes of works?

L As suggested in Section 1.3, listening environsiewhich are never transparent, may offer
theillusion of transparency, especially when they have besigded with this in mind. Such
environments are ideal for formulating interpratasi of works, since they enable the performer
to encounter a token (albeit a playback) divorgedhfthe acoustic influence of larger spaces.
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process outlined above. We shall now consider sointlee various factors that
inform and direct the outcome of this decision-makprocess.

The two-fold decision-making process outlined abavay lead some
readers to imagine that the interpretative prodssentirely subjective and
without boundaries or restrictions. However, tlisDt correct; interpretations
must serve the work that is to be performed. Thugtphas been raised by
Walls:

We value imagination and originality in performerbut
recognise that (normally) this serves the musig therform,
helping to illuminate its character or make palpabts
emotional content.

(Walls 2006, p.17)

Walls’ comment refers to scored, instrumental muklowever, it is equally
relevant to works of acousmatic music; the acousmarformer must make
interpretative decisions in response to specifi¢urea and character of
acousmatic works.

The above point may seem reasonably straightfatw&towever,
acousmatic works are characterised by extreme dgseeity and, as a result,
interpretations are, as Reid points out “[...] s&mit to prescriptive
recommendations” (Reid 2006, pp.106-107). Eventlsee (albeit extremely
broad) tendencies may be identified; acousmatic pos®rs often formulate
their interpretations in response to sobé&haviours(Section 4.1.1)references
(Section 4.1.2) and thestructural functions(Section 4.1.3)To demonstrate
this point, we shall consider some of the behagptgferences and structural
functions found in the acousmatic works includedhie associated portfolio of
original acousmatic compositions. This approachblsaus to undertake a
detailed discussion of particular sonic materialsl @raw some conclusions

about the kinds of agential acts that a performay employ relative to such

2 The next section considers a range of contexiasteaints that often require performers to
adjust their interpretative ideals to account foe specific diffusion system being used, the
acoustic nature of the concert hall, and the simk@acement of the listening public, amongst
others (Section 4.2).
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material$®. The individual works are discussed in more detai\ppendix I1:
Composingfor Performance. This appendix contextualises the warioeas
presented elsewhere, highlights some of the wayshith these ideas have
developed during the investigation, and demong&rat®w a detailed
understanding of the ontology of the acousmatic icalsperformance may

inform, and even direct, the compositional process.

4.1.1 Behaviours (inEarly Morning)

Acousmatic performers often formulate their intetptions in response to the
sonic behaviours (or spectromorphologitalehaviours) found within specific
works. To demonstrate this point, we shall discgssne of the various
behaviours found withicarly Morning (a stereo acousmatic work composed in
2006), consider how a performer may develop arrpnégative ideal with these
behaviours in mind, and draw some broad conclusitred may apply
elsewhere.

Early Morning is characterised by a sequence of broad gestural
behaviours that become increasingly active as theepdevelops. Although
gestures are typically concerned with a sense a@ham,) physical activity
(Smalley 1997, p.111), those found karly Morning have been heavily
transformed, are disconnected from the originaihgdesource and, as a result,
physical activities may only be imagined or assurbgdhe listener. Despite
this, all of the gestural materials within the geserve to propel the music

forwards in ways that are characteristic of gestwaterials found elsewhere:

In electroacoustic music the scale of gestural npeas also
variable, from the smallest attack-morphology te@ tbroad
sweep of a much longer gesture, continuous in san and
flexible in its pacing. The notion of gesture asfcaming
principle is concerned with propelling time forwaydwith

3 The discussion foregrounds the author’s own imeggive ideals and, since the author is also
the composer, it is far from neutral. Despite tHig, various ideas presented below highlight the
manifold interpretative possibilities that potefijiaarise during the interpretative act and broad
conclusions serve to identify common tendenciegartdchniques.

" Denis Smalley invented the tespectromorphologio refer to the spectral content of a sound
and the way that such content shapes, or morples,towe (Smalley 1986; 1997yhe term is
used, and explained, throughout this section.
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moving away from one goal towards the next goalthe
structure — the energy of motion expressed thragctral and
morphological change. Gestural music, then, is gwa by a
sense of forward motion, of linearity, of narratyvi

(Smalley 1997, p.113)

The various gestures found withiarly Morning are separated by a
series of textures. Textural materials, unlike rtlggstural counterparts, rarely
foreground human, physical activity and, as a teshé listener’'s attention is
directed towards intrinsic or internal details. §point has been explained by

Denis Smalley:

If gestures are wealk, if they become too stretchgdn time, or
if they become too slowly evolving, we lose the lamm
physicality. We seem to cross a blurred border betwevents
on a human scale and events on a more worldlyr@mviental
scale. At the same time there is a change of lisfeiocus — the
slower the directed, gestural impetus, the moreetireseeks to
concentrate on inner details (insofar as they exi&tmusic
which is primarily textural, then, concentrates orternal
activity at the expense of forward impetus.

(Smalley 1997, pp.113-114)

Accordingly, one may say that gestural and textoraterials differ in so far as
they direct the listener’s attention towards exaeractivities that propel time
forwards (gestures) and internal activities tha&ate the impression of relative
stasis (textures).

In Early Morning a gesture-texture interplagtefines the global structure
of the piece; gestures are always followed by tesuwhich are, in turn,
followed by further gestures. This creates a secgi®h clear contrasts that may

be seen below:
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Figure 6: Gestures and Texturediarly Morning

Performers often develop their interpretative igleeelative to the
gestural and textural materials found within acoaistnworks. In most cases,
this involves the use of expressive agential actd ) further dramatise gestural
activities (and thus enhance the impression of iphiisy and forward motion),
and 2) further spatialise textural materials (tdvarce their environmental,
internal activities). This approach responds tocsjge musical materials,
highlighting and developing the behaviours of sucaterials within a given
performance space. Despite this, many interpretaiptions remain available;
performers may further dramatise and/or spatialisaterials in numerous
different ways and, as a result, their interpre@ideals benefit from a closer
examination of specific behaviours within speciiorks. To explain this point,
we shall consider three examples drawn figanly Morning example 1 (0'00”
—1'08”) and example 2 (525" — 5’50") concern gastl materials and example

3 (3'40” — 4°00”) concerns textural materials.

Example 1 (0’'00” — 1'08")
This short section is taken from the introductioretirly Morning and presents

two main gestures, highlighted below:

100



The Acousmatic Musical Performance: an Ontolodiceéstigation
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Gesture 1 Ciesture 2

Figure 7: Two gestures arly Morning(0’'00” — 1'08”)

The first gesture emerges gradually, reaches aaglifin terms of both
amplitude and spectral density) at 0'26”, beforemy disappearing at 0’51".
This gradual morphological shape is, on the wholeracterised by a low-
frequency spectrum that lowers in pitch as the &kns reached and then
sustains its pitched content before disappearifge 3Ipectrum lacks clarity
throughout. Although primarily gestural, there is wolear sense of human
physicality. Instead, the broad gestural contouggssts activity on an
environmental scale, and is therefore almost tektuhe lack of both high-
frequency content and spectral clarity suggeststligagesture is situated in an
open space, perhaps emerging from, and retreatiogthe distance.

An acousmatic performer is likely to employ cotree agential acts to
ensure that the broad morphological shape is noginealised by the listening
environment. However, the performer would probabiigh to highlight the
environmental activity, and this may be achievednumber of ways. For
example, the performer may employ a pair of distantispeakers to highlight
the lack of proximate, high-frequency content whitseating a sense of
panorama. Alternatively, they may decide to situd#e gesture at numerous
distant points within the listening space to creasense of omnipresence whilst
highlighting the lack of proximate sounds. Eitheayv it is likely that the
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performer would attempt to move the sound from sdadit position to a more
proximate position and back again to ensure thatgtstureemergesnto (and

disappearsfrom) the performance space. In doing so, theoperér would be
responding to the implied gestural behaviour (airmd above).

The second gesture, which is pre-empted by a sefiglsort inharmonic
bell-like sounds, starts with a high-frequency resd attack (0'57) and is
immediately followed by a cluster of additional @aant attacks. These
materials, which are characterised by a short,-frigipuency spectrum and an
attack-decay morphology, clearly contrast with timst gesture (described
above), since they do not appear to emerge or dapdy given that the spectral
content of these materials is much clearer, theysaggestive of a proximate (as
opposed to distal) space, perhaps being locatedewsbat nearer to the
listenef>. With this in mind, the performer is likely to us&pressive agential
acts to situate those materials closer to the aadier, if this is not possible,
raise the amplitude on a particular pair (say, th&n pair) to create the
impression of proximity. Once again, this approadrves to foreground
gestural behaviours. However, it would also ser@ehighlight a contrast

between the opening gesture (described abovehansetond gesture.

Example 2 (525" — 5’50”)

This short section from the middle Barly Morningbrings together a range of

highly gestural materials encountered elsewherhenpiece. The listener may
be able to identify and recognise a range of speg#stures. However, they
tussle for dominance within this short phrase, #mel resulting mosaic of
materials is spectrally saturated (approaching e)piand extremely active.
Despite this, high-frequency sounds become inanghsiprominent, gradually
rising in pitch until a climax is reached at 5’'4The phrase serves to remind the
listener of the various materials that have beecoentered thus far and it

presupposes the spectrally saturated gesturalgtivasfollows (7'36” — 7'54").

> The termsproximate spacend distal spacederive from Smalley (2007). The former is
described as “The area of perspectival space ¢lasése listener’'s vantage point in a particular
listening context” (Smalley 2007, p.56) and theelais described as “The area of perspectival
space farthest from the listener’s vantage poira particular listening context” (Smalley 2007,
p.55).
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As with the previous example, the performer witblpably seek to
foreground the gestural behaviours found withirs tinort section. However,
given the broad range of (simultaneous and sedleriiehaviours and the
degree of spectral saturation, the various magergicountered within this
section seem particularly suited to a broad andvediffusion around the
concert space. Thus, the performer will probabtyasgeneral level using a wide
range of loudspeakers within the array, beforedigpncreasing and decreasing
the amount of signal being sent to the variousedifiit loudspeakers. This
approach may enable the performer to create theessn that the individual
gestural materials are acting independently, digplgestural behaviours
throughout the performance space, and further disendahe activity that
unfolds. The performer will probably adjust thisterpretative approach
following the climax (at 5’'47") to account for tteaidden change in the level of

activity.

Example 3 (3'40” — 4’'00”)

This short textural section is situated between highly gestural phrases and
serves as a point of contrast. The texture is oggestive of any particular
physical activity and remains relatively static {erms of spectral content and
morphological shaping) for the duration of the gattAccordingly, it neither
arrives nor departs, and does not suggest anycplartimovement or behaviour
that the performer may follow during the act of fpanance. Clusters of
extremely quiet high-frequency bell-like materiakgy be heard, but these are
subsumed into a prominent mid-frequency, sustaiartlire. This texture may
(like all of the various textural materials foundhin Early Morning) require a
substantially different approach to the gesturaemals outlined in the previous
two examples. The performer will probably underlihe impression of stasis by
setting a loudspeaker level across the array argd Wil probably remain
unchanged for remainder of the section, the lackativity further enhancing

the contrast between the gestures heard immediag¢ébye and after.

This section focused upoBarly Morning —a particular acousmatic

work. However, it has highlighted several ways imick performersmay
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develop their interpretative ideals when considgrmther works. It suggested
that performers can further dramatise gestural maddeand further spatialise
textural materials. However, this broad approadhicivneeds to be modified to
account for specific gestures and textures, reguire performer to interpret the
various ways in which sound materials behave, aml#tenmvarious decisions
about the expressive agential acts will best séinese behaviours. In short,
performers may formulate their interpretative ideedlative to the particular

behaviours found within particular pieces.

4.1.2 References (ifsthmus)

In Spectromorphology: explaining sound shapBgnis Smalley makes the
following claim:

A spectromorphological approach cannot deal adeguatith
electroacoustic music which is very strongly anéadaor
programmatic, that is, music where a very wide fpalef sonic
references may be employed — recordings of culewrahts and
behaviour, musical quotation and pastiche, and rsolro this
type of electroacoustic music, meaning is closdlied to
recognising the sources, identifying with them, \Wimg which
context they have been drawn from, and reintemgetheir
meaning in their new musical context. Such musithesefore
transcontextuabr intertextual

(Smalley 1997, pp.109-110)

Smalley goes on to suggest that such referem@gsgbe described in terms of
their spectromorphological behaviours and he nttas spectromorphological
gualities often help to qualify transcontextual seges (Smalley 1997, p.110).
Despite this, a spectromorphological approach aunates on thdntrinsic
features of works often to the exclusion of axyrinsicfeatures that highlight a
range of experiences existing outside of the cdraéxhe work (Smalley 1997,
pp.109-110).

With the above in mind, Smalley invented the tesource-bonding,
which he describes as: “theatural tendency to relate sounds to supposed

sources and causes, and to relate sounds to daehhscause they appear to
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have shared or associated origins” (Smalley 19971@). Source-bondings
occur when a listener links something from withirgigen work (an intrinsic
feature) to the sounding world outside (an extdrisature). Smalley notes that
intrinsic-to-extrinsic links might be actual or igiaed, shared amongst groups
of listeners or highly personalised, and may arige:] because of the variety
and ambiguity of its materials, because of itsarede on the motion of colourful
spectral energies, its emphasis on the acousnaiit, not least through its
exploration of spatial perspective” (Smalley 199:,10). The final point in this
statement is particularly significant; source-bahd®unds, like non-source-
bonded sounds, are carriers of spatial informatmrt, the former, unlike the
latter, carry spatial information that is relatit@ an extrinsic source and/or
cause. Smalley raises this point3pace-form and the acousmatic imagsing
the termsource-bonded spate He goes to explain how source-bonded spaces
are established:

Although 1 will intuitively pick up various cues gdosition in
space, particularly the relationship between praterand distal
space, these cues are not the prime space-be#reass.the
behaviour of the source-causes themselves thasntigs the
main spatial information. | know from experienceoab the
spectromorphologies created by frogs, rivers, @sabirds and
cars, and how they behave, but it is not so muahttiey act in
an already existing space. Rather, they produceesffaough
their action. These spaces did not exist beforestiuece-causes
created them. Source-causes produce space. Sandeeb
spaces are significant in the context of any acatisnmusical
work, not just in those works where clearly defingaurce
bonding occurs, but also in musical contexts wienmgagine or
even invent possible source bonds [...].

(Smalley 2007, p.38)

Acousmatic performersnay formulate their interpretations in response
to particular source-bonded sounds. In doing sey tto not necessarily ignore
the spectromorphological behaviours of such sourmls, they foreground
source-bonded references and spatial perspecelaisve to such behaviours.
For example, imagine an acousmatic work that iretuthe sounds of a street

® Smalley explains this term as follows: “The spatiane and mental image produced by, or
inferred from, a sounding source and its cause¢h@fe is one). The space carries with it an
image of the activity that produces it.” (Smalle§0Z, p.56).
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market. From a spectromorphological perspectivehsa work is likely to
include a range of highly gestural spectromorphiciigoehaviours (footsteps,
voices, cars passing across the stereo image, amh)s The performemay
decide to highlight the gestural behaviours of ¢hesunds through the use of
expressive agential acts. However, it is likelyt ttiee performer will foreground
the source-bonded spatial perspectives relativguth gestures, perhaps using
agential acts to create an immersive state thatleps the listener in the sounds
of the market place or, alternatively, highlightitige perspectival nature of the
source-bonded references relative to the listen@osition (frontal, for
example). In doing so, the performer is, in efféotmulating an interpretation
that serves the various sonic references embeddibe ifabric of a given work.
To clarify this point, we shall consider the vasoveferences encountered
within Isthmus(a stereo acousmatic work composed in 2005), censidw the
performer may deal with such references, and daamesbroad conclusions that
may apply elsewhere.

The entire sound-world déthmusis derived from a series of recordings
of a string quartet (comprising two violins, a dand a cello). The quartet was
recorded in two different ways. Firstly, it was oeded using a stereo-
microphone techniqdé this captured the relative spatial positions e four
string instruments (from the left side of the stemmage to the right, violin 1,
violin 2, viola, cello). Secondly, the individuahstruments were recorded by
placing microphones very close to the bodies oftlie instruments; this served
to capture microscopic spectral and morphologicghits that would not be
captured by the first technique. The instrumentafgmers played a range of
notated fragments and phrases and used variousdextetechniques, often
following verbal instructions from the composer.eTtinished work, which is
divided into three movements, explores Denis Smwall@otion of gestural
surrogacy, as described below.

Smalley introduces the notion of gestural surrogejollows:

" A coincident-pair of directional microphones weaitiated in front of the ensemble, angled to
the extreme left and right.
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The listener’s experience of listening to instrutses a cultural
conditioning process based on years of (unconscious
audiovisual training. A knowledge of sounding gestus
therefore culturally very strongly imbedded. Thiannot be
ignored and denied when we come to electroaconmsigic. It is
particularly important for acousmatic music whele sources
and causes of sound-making become remote or detdohm
known, directly experienced physical gesture andndong
sources. The process of increasing remotenesset tef as
gestural surrogacy

(Smalley 1997, p.112)

He goes on to describe four levels of gesturalogiaty which chart the process
of detachment outlined above. He starts by desagibrst-order surrogacy
suggesting that this level is: “concerned with sasbject use in work and play
prior to any ‘instrumentalisation’ or incorporationto a musical activity or
structure. It is here that musical potential begmbe recognised and explored”
(Smalley 1997, p.112). He goes on to suggests sbabnd-order surrogacy
involves traditional instrumental gestures in whigtognisable performance
skill has been used to develop musical materidisisTacousmatic pieces which
include recognisable instrumental recordings wdlregarded as second order.
Third-order surrogacyoccurs when a gesture is inferred or imaginednttere
of the spectromorphological behaviours creates soameertainty as to the
source or cause of the sound. Finatlgtote surrogacyccurs when sources
and causes are completely unknown and all remawestges of human agency
have vanished.

The three movements ihsthmus explore the notion of gestural
surrogacy. The first movement begins with recorglinfthe string quartet and
is therefore concerned with second-order surrogatmds; these materials are
clearly source-bonded and, as a result, the listenable to hear the various
string instruments in their relative spatial pasis within the stereo image.
Some limited processing serves to elongate cem@stural materials, but
references to the sources, and the space in whesetsources were recorded,
are neither disguised nor removed, remaining appdaheoughout. The second
movement traces a path from second-order surroggadyird-order surrogacy.
The materials presented at the opening of this mewt are clearly source-

bonded. However, they are gradually transformedn@gua range of sound
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transformation processes, including stretching, ereng, filtering, pitch-
shifting, spectral morphing and warping, amongkert) to disguise the origins
of the sounds, thus disrupt source-bondings anctceduonded spaces. Despite
this, the resulting sound materials remain (for thest part) highly gestural,
albeit in the realm of third-order surrogacy, utité very end of the movement,
where sounds approach remote surrogacy. At thgesthe spectral content is
clearly derived from the original string materidst it is extremely difficult to
identify any form of human agency and there arenaokers of source-bonded
space. The third movement is derived from the ssetef instrumental source
sounds. However, the sources are no longer reageishaving undergone
substantial stretching, filtering and spectral smimga The sound-world is
largely characterised by textural materials, with bccasional gestural swell or
burst remaining in the realm of remote gesturaicgacy.

A performer would (hopefully) seek to foregrourt tsource-bonded
gestural materials and spaces in the first movenpanhaps by positioning the
stereo image in front of the listener (using eittier main stereo pair or the main
and wide stereo pair) to create a perspectival espacwhich the various
instruments are situated in front of the listersative to their assumed real-
world position and context, as shown in the diagbeow.
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Figure 8: Instrumental positions isthmus

This approach would seem patrticular suitable, gihensource-bonded nature of
the materials and the real-world spaces that thosterials appear to inhabit.
However, there are further reasons to advocateafipsoach; the performer will
(hopefully) want to use expressive agential actshighlight the gradual
development (throughout the piece) from secondfosilgrogacy to remote
surrogacy. By situating the source-bonded soundeomt of the audience, the
performer is able to root those sources withinligtening space and, as they are
gradually disguised, the performer may move awagnfthis root, thus leaving
the source-bonded spaces behind to mirror the grgohocess of increasing
remoteness. Thus, the performer is likely to camcdremselves with the
referential nature of the sound materials at thet sof the piece before
responding to spectromorphological behaviours as pgiece develops. To
demonstrate this point, we shall consider how dopmer might approach a
section from the second movement (0’00” — 0’46”).

The section begins with a series of second-ordepgate instrumental
gestures. The performer is likely to situate theggsstural materials in front of the
listener relative to their assumed real-world positand context (as described
above). Between 0'25” and 0'27”, a sudden risermpktude serves to trigger a
series of manipulated instrumental sounds. Thes@dsoare source-bonded.
However, they have clearly undergone some formrafisformation (largely
through pitch-shifting and reversing). At this staghe various instruments no
longer occupy their original spatial positions @hd gestural sounds begin the
gradual process of moving from second-order suoypdhrough to third-order
surrogacy.

The performer is likely to highlight the transitiashescribed above,
moving out from the frontal position establishedhat opening of the movement
towards an exploration of the performance spacenEso, source-bondings
remain intact and, as a result, the performer wauétbably attempt a gradual
transition that is consistent with the gradual psscof transformation. The
various gestures are extremely active and, as altrethey suit further

dramatisation. Accordingly, the performer may metaome vestige of source-
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bonded space through the use of frontal loudspsakert may still employ
agential acts to follow the spectromorphologicaidgours of the transformed
sounds.

With the above in mind, it seems reasonable to estgdpat performers
develop their interpretative ideals relative toafpe source-bonded references,
and that such referencemay take priority over spectromorphological
behaviours. This point is most notable in casesr&Beurce-bonded spaces are
of particular significance within a given piece;pegssive agential acts that
spatialise or dramatise source-bonded sounds isuahwor unexpected ways
potentially negate or destroy the spatial refersribat are embedded within the
work.

The above point seems reasonable. However, perfsrca@not consider
individual source-bonded sounds aside from the calisiontext in which they
are situated, since composers may deliberatelgtsitsuch sounds in a non-real-
world context and this (potentially) requires calesation during the
formulation of an interpretation. To demonstrates ghoint, we shall consider
Trevor Wishart’'s notion of theound landscapeas discussed i@n Sonic Art
(Wishart 2002, pp.129-161), and suggest alternatisngs in which performers
may interpret source-bonded sounds.

Trevor Wishart uses the ter@ndscapeo describe some of the various
ways in which sounds are suggestive of physicalcepa(both real and
imaginary). For example, in a section calledndscape: the disposition of
sound-objects in spad#&ishart considers some of the ways in which specifi
sounds serve tdefinea physical space. He starts with the followinguidat-

experiment which serves to define a (perceptuadig) landscape:

Imagine for a moment that we have established twrisdic
space of a forest (width represented by the spaeeaks a pair
of stereo speakers, depth represented by decreasipftude
and high-frequency components and increasing revation)
then position the sounds of various birds and alsinvéhin this
space. These sound-sources may be static, indivetuand-
sources may move laterally or in and out of ‘dejpththe entire
group of sound-sources may move through the acospace.
All of these are at least capable of perceptioreaklandscapes.
(Wishart 2002, p.146)
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Wishart goes on to suggest that one could replagads of birds and animals
with arbitrary sonic objects and, by a gradual psscof substitution, arrive at a
different kind of landscape: “The disposition oétbbjects remains realistic (in
the sense that we retain the image of the acoaptice of a ‘forest’) yet the
sound-sources are not real in any sense of the.wtede we have the first
example of an imaginary landscape of the typeeal-objects/real-spate
(Wishart 2002, p.146).

The thought-experiment continues with an inversminthe unreal-
objects/real-spacdype, to describe aeal-objects/unreal-spaceype; Wishart
suggests that one may retain the original soundsrdé and animals but assign
arbitrary amplitudes, filters and degrees of regeabon. Following this, he
describes asurreal imaginary landscape, which brings together normally
unrelated sound objects in the virtual space cdebteloudspeakers. Wishart
suggests that this approach (which would be a tfpeal-objects/real-spage
has parallels with the technique of surrealist fpagnin which unrelated visual
objects may be related on the virtual space otémvas (Wishart 2002, p.146).

The discussion of landscapes serves to demonstcaie of various
ways in which composers may employ source-bondaddsand spaces. With
this in mind, it is reasonable to suggest that qyerérs should not simply
present source-bonded sounds relative to (actuanagined) source-bonded
spaces. Rather, performers must consider and retetipe musical context in
which these sounds are located. For example, ampeef may use a range of
expressive agential acts so that real objects (amoumtered in a surreal
landscape) appear to move and behave in usual Wagsapproach may serve
to enhance the surreal nature of a given landschapther expressing the
improbable positioning of unrelated objects in\aegi context.

In conclusion, source-bonded sounds must be ceresidrelative to the
musical context; in some cases, performers mayfoumd references to real-
world sounds, by simulating (and even enhancing)r tiheal-world spatial
character. In other cases, performers may causeesbonded sounds to behave

in unusual ways, using acts of sound diffusion i&pldce or disrupt listener
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expectations. In both cases, performers are notlgneesponding to the
spectromorphological behaviours of sounds and, essalt, it is necessary to
mark a distinction between the formulation of iptetations relative to
spectromorphologies and sonic references, as foutiin source-bonded and

landscape-based contexts.

4.1.3 Structural Functions (in Parenthesis and Point of
Departure

The previous two sections considered some of th@us ways in which
performers may formulate their interpretative idead response to particular
sonic behaviours (Section 4.1.1) and referencesti(f®e4.1.2). This section
considers how behaviours and refererfoestionwithin the global structure of
works. The following point is presented and defehdscousmatic performers
are often required to adjust their interpretatfeails in order to foreground the
structural functionsof particular materials. To demonstrate this poive shall
employ some of the various terms and ideas founthinvithe theory of
functional analysis of acousmatic music, developgdStéphane Roy (2000,
cited in Stewart 2007) and use these terms to sksearenthesis(a stereo
acousmatic work composed in 2008) aRwdint of Departure (a stereo
acousmatic work composed in 2009). In both casesnirpretative ideal is
presented and some broad conclusions are reZchi¢e start by introducing the
notion of functional analysis.

Stéphane Roy’s lengthy theory of functional analgerves to codify the
contextual roles (or functions) enjoyed by soundngs, or units, in a given
musical structure (Roy 2000, cited in Stewart 20(Rpy offers forty-five
bespoke terms that enable one to describe thetwalidunctions of a given
event or unit. These terms are subdivided into fmead categories. The first
category Qrientation Functionsis reserved for musical events that delineate

the musical structure in terms of their tempordatiens with preceding or

8 As discussed below, structural functions are atarsed by extreme heterogeneity. As a
result, this section considers two acousmatic gietleus enabling the ensuing discussion to
cover a wider range of interpretative possibilities
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succeeding events (suchiagoductions conclusionstransitions interruptions
sounds that appears tagger another sounds, amongst others). The second
category S$tratification Functiony is reserved for musical events that occur
simultaneously and the various terms (sucfoeesground backgroundsupport
and accompanimentserve to highlight the degree of prominence ajiven
moment in time. The third categoriProcess Functionsis reserved for sound
events that follow a directed temporal process Hsas accelerationsand
decelerations accumulationsand dispersions intensification and attenuation
with respect to dynamic, spectral or melodic pregi@n, amongst others). The
fourth categoryRhetorical Functionsis reserved for musical events that enter
into a discursive relationship with other musicatm s (such as statementind
reminder and acall andresponsg alongside events that redirect the listener’s
attention from one musical event to another (suxlaparenthesis- an event
which interrupts the progress of another event authsuggesting a new
direction or developmentleflections— events which interrupt the progress of
another event whilst suggesting a new directietention— a silence, or near
silence, that interrupts a unit of high tensiorciteate a degree of expectation for
listeners, amongst others).

Performers do not necessarily consider the vatieunss outlined above.
However, it is likely that they will formulate theinterpretations relative to the
structural functions of particular materiglsTo demonstrate this point, we shall
discuss some of the various structural functionsio$ical events iRParenthesis
and Point of Departure. The discussion ofParenthesiswill foreground
rhetorical functions and the discussionRdint of Departurewill foreground
process functions. We shall not discuss orientafiorctions or stratification
functions in much detail, since performers ofteraldeith introductions,
conclusions, foregrounded and backgrounded sourslativie to their
spectromorphological behaviours and/or their saeierences; this approach
has been discussed above (Section 4.1.1 and Sdcli@).

" For the purpose of this investigation, we reqaee way of discussing these functions,
hence the use of Roy’s terminology.
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Rhetorical Functions iRParenthesis

Parenthesiss characterised by granular noise — a term usdddnys Smalley to
describe “sea, water textures, wind, static interfee, granular friction between
rubbed and scraped materials, fracturing mateflg. stone) [...]” (Smalley
1997, p.120). There are no intended source-bondedds. However, listeners
are likely to bond certain sound materials withriesic sources and references
(such as those described by Smalley) and/or identdmiliar sound
transformations/processes (such as granulationgisat distortion, bit-depth
reduction, amongst others). In this respect, teegiencourages technological
listening — a term used by Smalley to describeatibn in which “[...] a listener
‘perceives’ the technology or technique behind riingsic [...]” (Smalley 1997,
p.109).

As with previous pieces, the sound-worldRafrenthesiss characterised
by a gesture-texture interplay; gestural mateaatésextremely active (involving
a range of glitch-like fragments, iterations, geaand pulses) and the textural
materials are clearly derived from their gestu@lrgterparts. With this in mind,
the performer is likely to formulate an interpretat ideal relative to the
spectromorphological behaviours found within thecpi perhaps using the
approach advocated in Section 4.1.1 (one mightaxpe gestural materials to
be further dramatised and the textural materialbadurther spatialised, thus
highlighting the contrast that holds between them)his section, we consider
some of the structural functions of these gestarestextures and suggest ways
in which they might inform the interpretative act.

The opening oParenthesis(0'00” — 2'44”) is divided into two broad
phrases. The first phrase begins with a gestutstel of noise-based, attack-
decay spectromorphologies (005" — 0'12"). Thisnsmediately followed by a
textural interlude, characterised by granular ngs&2” — 0'42”), and then an
affirmation of the opening gesture. Borrowed from Stéphane, Riogy term
affirmation refers to a restatement of an event or unit in whooe or more
aspects (such as the dynamic profile and/or spectrmatent) is intensified,
creating the impression that the phrase or sedims concluded (Roy 2000,

cited in Stewart 2007, p.95). In this case, theraHtion is substantially longer
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(it involves an additional series of noise-basedtyral clusters), the dynamic
profile is slightly expanded and spectral rangeanased (largely through added
lower-frequency content). As Roy suggests, thisliespthat the first phrase
(from 0’05” — 0’56") has concluded.

The second phrase begins with an abrupt and uneg@oise-based,
attack-decay event that functions atsigger — “A unit that abruptly introduces
another unit. Differs from an Introduction in thiatequires no particular context
and typically introduces new units without prepanait (Roy 2000, cited in
Stewart 2007, p.93). The trigger introduces a sgégimase that is an expanded
version of the first; a series of short granulaicatations are followed by a
granular texture ultimately concluding with a fuethaffirmation of the opening
gesture. In this case, the affirmation is signiiita expanded in terms of
duration, dynamic range and spectral content. Oagain, this serves to
conclude the phrase. However, the various expassigrate the impression of a
much broader conclusion that relates to both ttst dnd second phrases. The

various terms used above are mapped onto the wavatwown below:

Figure 9: Affirmations irParenthesis

The performer is likely to consider the openingstges, subsequent
affirmation, trigger and final affirmation when faolating an interpretation of
the work; these various points are clearly sigatficwithin the structure of the

work and, unless they are given due attention rfopmance, the performer will
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fail to communicate the structural functions ofdbenaterials to the listener. We
shall briefly consider this point.

It is likely, given the highly gestural nature bktopening materials, that
the performer will employ a range of agential attsfurther dramatise their
various behaviours. However, the performer musb alsnsider the fact that
these materials (and their behaviours) reappedinanform of affirmations in
which certain features are intensified. With tlmsmind, one would expect the
agential acts employed during the opening to bécseriitly restrained so as to
allow for a further intensification during both tHest affirmation and the
second affirmation. For example, the performer npagsent the opening
materials across the loudspeaker array at a gieeal,| begin to dramatise
sounds (and raise levels) across the array duniadirtst affirmation (to mirror
the increased behavioural activity) and furtherntise sounds (and raise
levels) during the second affirmation (once agdm,mirror the expanded
duration, dynamic range and spectral content). iBhisf course, only one way
in which the performer may interpret these matsridlowever, it serves to
demonstrate the following point: the performer nieey primarily interested in
spectromorphological behaviours. However, the peréd must also consider
how these behaviours are dealt with throughout gleee and adjust their
interpretative ideals accordingly.

The second affirmation (in the example above) igemy its expanded
duration, dynamic profile and spectral content,hlyigprominent within the
global structure oParenthesisserving to conclude the first major phase of the
work. Accordingly, when similar materials appedetaon in the piece they have
structural significance. To explain this significanwe shall refer to the second
affirmation as astatementand subsequent occurrencesrasiinders These
terms are borrowed from Roy: “A Statement is a @etaally prominent
presentation of a musical object; the Reminder restatement of the same,
often separated from the Statement by a signifilzgge of time. The Reminder
need not be prominent, and may be fragmented osftvemed, but recalls by
timbral similarity the Statement” (Roy 2000, citedStewart 2007, p.94). The

initial statement and subsequently reminders ave/shn the figure below:
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Figure 10: Statements and ReminderBamenthesis

In this example, Reminder 1 differs from an affitoa in so far as it does not
simply repeat statement 1, but presents certaictigtheand morphological
featuresdrawn fromstatement 1; these materials are explored, reepted and
merged with additional spectral materials (in matar a low-frequency organic
spectromorphology that contrast the associatederdmsed gestures) and are
therefore presented in a different context. Assalte Statement 1 and Reminder
1 have different structural functions; Statementutictions as a conclusion
whereas Reminder 1, being drawn from the same stbolaterialsjmpliesthat

a conclusion is imminent, but this implication istrrealised. Instead, the
materials continue to develop, ultimately mergimgpia noise-based texture
without an obvious conclusion or termination. Adatogly, Reminder 1
functions as grolongation a term used by Roy to describe an event that has
develops into a stable state that allows the tensfothe preceding section to
dissipate (Roy 2000, cited in Stewart 2007, p.9Be same set of materials is
encountered again at the end of the piece; Remihderves to re-contextualise
many of the various materials heard elsewhere atidpugh most of these
materials are fragmented, reprocessed and dyndyniaative, they have a

similar structural function to Statement 1, withthbeerving as conclusions.
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As with the various affirmations described abotree performer will
(hopefully) address Statement 1 and Reminders 12awnthen formulating an
interpretative ideal; all three mark highly sigo#nt structural points in the
work and, as a result, must be considered by tHempeer. The performer is, of
course, likely to interpret the spectromorpholobic@haviours found at these
points in the piece. However, one might expectina that Statement 1 and
Reminder 2 are presented in very similar ways ésimoth function as
conclusions) and that Reminder 1 is presented ddfgrently (thus drawing
attention to itgprolongationfunction). For example, the performer may decide
to diffuse Statement 1 and Reminder 2 by employamgitudinal movements
(as discussed in Section 2.2.2.1) between the findtthe back of the concert
hall. They may establish a clear contrast wherusdliiffy Reminder 1 by using

various lateral movements.

Process Functions iPoint of Departure

In addition to the rhetorical functions describdxbee, performers may develop
their interpretative ideals relative to various qgess functions found within
works. To demonstrate this point, we shall consideme of the process
functions withinPoint of Departurethe longest piece in the associated portfolio
of original acousmatic compositions, and draw saorlusions that may apply
elsewhere.

Stéphane Roy’s numerous process functions argreskito events that
follow a directed temporal process, each with aposfie corresponding to its
temporal reversal (Roy 2000, cited in Stewart 20074). For example, Roy
describes the process atcumulation(and dispersionas its corresponding
opposite) as: “A gradual increase (respectivel\reiese) in density within a
unit whose constituents, specifically numerous imyulses, are fused by the
listener to form a coherent state or unit.” (Roy@QOcited in Stewart 2007,
p.94). Two accumulation processes may be foundimiRlbint of Departureas
discussed below.

The opening of the piece charts a lengthy accuimulatarting at 0'00”

and ending at 6’'00”. The accumulation is two-follayolving both a spectral
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roof®, which gradually builds in terms of density and plimde, and a
collection of tiny granular impulses, which slowlilyse into a dense spectral
mass. As the accumulation develops, the spectoalammd the granular impulses
appear to merge, reaching a point of spectral st@bm. At this stage, the
gradual process of accumulation concludes, andspleetral mass is gradually
filtered into a coherent, unified whole. There aceobvious points at which the
spectral root and granular impulses merge; thegaoofaccumulationtakes
place over substantial duration and there are earcmarkers dividing the
resulting form.

A performer may wish to develop an interpretatokeal that responds to
the various spectromorphological behaviours founthiw this section of the
piece. However, they must also foreground the bpradess of accumulation,
since this is clearly significant within the globstiructure. This (potentially)
leads to a conflict of interest; on the one hark granular materials are
extremely active and the performer may wish to diése their behaviours, on
the other hand, the granular materials reach at mdisaturation and, at this
stage, their individual behaviours are no longgraaent and therefore difficult
to dramatise. A performer must therefore decide hwwdeal with the
behavioural materials the context othe broader process. In this example, the
process is clearly underpinned by the broad sdecoa which, being textural,
is unsuited to dramatic, gestural acts of diffusamal would probably suggest an
environmental, immersive approach. Such an appraacid not only serve the
textural materials at the start of the processyatld also serve the saturated
noise-based materials that ultimately emerge aitl, this in mind, a performer
would probably attempt to surround the listenesaund from the opening of
the piece through to the conclusion of #oeumulatiorprocess.

In the above example, the performer respondgdth the musical
materials and their structural functions. Howewgnce there are two sets of
contrasting materials, the performer is likely tcaka performance-related

decisions relative to those materials most clealipned with the function of the

8 When discussing spectral space, Smalley makestiaation between canopies and roots,
suggesting that “textures can be hung from canapiedsuse them as goals or departure points,
while we already know that the drone can act am&neference. Together they frame spectral
space, although they do not have to be heard sinediusly to do so” (Smalley 1997, p.121).
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process. In the following example, we see the satea in reversePoint of
Departure concludes with further accumulation processes. Hewe the
performer is more likely to foreground the varigestural materials.

The central section ¢toint of Departurds characterised by a drawn-out
harmonic texture. A series of overtones emerge fiteertexture, creating a brief
melodic sequence (between 840" and 12'00”) andigh Bpectral note emerges
and becomes increasingly prominent (between 12400’ 13'30”). At the same
time, some of the granular pulses from the opewinthe piece may be heard
(although these have been filtered to match thebaic content of the drawn-
out texture). At 13'37” a gestural swell functioas a trigger, introducing some
prominent high-frequency noise that is graduallfefed to match the high-
frequency spectral note. At this stage, a secondraalation process begins; a
series of additional gestural triggers increase dhantity of high-frequency
content and one is able to identify the spectral (as established at the opening
of the piece), a spectral canopy (Smalley 199721.,1and a sequence of
gestural swells that are becoming increasinglyvac{between 13'37” and
15'18"). Thus, the second accumulation processharacterised by a gradual
increase in both spectral energy and activity.

At 15'19", a gestural swell appears to interadtwthe spectral root, with
the former appearing to modulate the pitch of th#&et. This apparent
interaction may be described using Roy’s témagetting “A local link between
two proximate units, within a larger progressiomhene one unit seems to
instigate the next by a sudden surge in intensitya igiven parameter” (Roy
2000, cited in Stewart 2007, p.93). Similar begettiunctions occur at 15'28",
15’51” and 16’06”, gradually shifting the pitch @nherefore the function) of
the spectral root until it has gradually disappdart this stage, the spectral
canopy is clearly prominent and the various gekawalls become increasingly
active and noisy; this serves to remind the listexfethe granular noise heard
during the first accumulation process (as descrieove). A slow glissando,
raising the spectral content of the canopy, seiwesirror the gradual process of
accumulation, thus heightening the sense of closar¢he piece (between
1740 and 19'15"). The piece ends with a high-fuegcy sustained note that
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gradually fades away; this mirrors and contrastsaipening of the piece, which
includes a low-frequency sustained note that gilhdappears.

The acousmatic performer is likely to do veryditin the central section
of the piece; the drawn-out harmonic texture saitsimmersive state and the
performer may choose to use most of the loudspsakéhin the array to
surround the listener in sound and thus produch austate. As the process of
accumulation beings, the performer is likely toefgnound the gestural swells;
these function as triggers and are therefore straity significant. Despite this,
it is necessary to acknowledge the function oféheggers in the context of the
broad accumulative process. Thus, the performdikédy to use expressive
agential acts that become increasingly dramatievdset 15°19” and 16’06".
Such an approach would serve the immersive texairehe start of the
accumulative process but gradually foreground testugal behaviours as the
process develops. It would also serve to highlightsimilarities and differences
that hold between the start and endPoint of Departure.

This section has considered some of the variougsvita which the
structural functions of particular musical matesiand events may shape the
interpretative process. It suggested that performay develop certain aspects
of their interpretative ideals relative to such dtions and this may, in some
cases, override (or, at the very least, inform) iglens concerning

spectromorphological behaviours.

4.1.4 Behaviours, References and Structural Functis (in

Escapadg

This section considers some of the various wayghich behaviours, references
and structural functions coalesce within an enprece. Accordingly, the
discussion, which focuses up&scapadga stereo acousmatic work composed
in 2010), does not focus upon short examples (@vegb but provides an
holistic account of an entire piece, showing howiows points may be
considered during the act of interpretation. Fa #ake of clarity, we shall
divide the piece into three large sections; thessians are further subdivided

below.
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Escapade Section 1 (0’'00” — 4'02")

The opening of Escapade is characterised by thriestantial phrases. The first

phrase begins with a thin spectral canopy thatugilylemerges and becomes
increasingly thicker until a low-frequency pitch iistroduced at 0’47”. The
dynamic profile of the low-frequency pitch intened, leading to a source-
bonded orchestral gesture at 1'03”. A false-clinfagetween 1'09” — 1'20")
serves to create a sense of expectation befotestbieer encounters a reiteration
of the spectral canopy at 1'33". This introduceg tecond phrase, which
closely mirrors the first; once again, the spectatopy becomes increasingly
thicker, enabling the listener to anticipate the-foequency pitch that emerges
at 2'01” leading to a further source-bonded gesair2’04” which serves as an
affirmation of the first. On this occasion, the yes is followed by two further
gestures which differ in terms of their spectratl anorphological character
(2'09” and 2'27”). The third section is charactedsby a sequence of orchestral
gestures that become increasingly active. The warigestures are heard in
relation to those encountered in the previous eectiowever, their function is
substantially changed; the first gesture (2'44f)dtions as a trigger, introducing
a high-frequency noise-based texture. This is Vedid by further gestural
triggers that introduce a cluster of iterative medimsed grains (2'54”) and
additional high-frequency noise-based textures3&nhd 3'29”). The various
grains and textures are heard in relation to thehed, orchestral materials and
the resulting sound-world approaches spectral a@bmr (between 3'30” and
3'58"). A low-frequency pitch introduced at 3'528dds to an orchestral gesture
at 3'55”. Once again, this serves as an affirmatibthe opening gesture of the

piece and thus creates an impression of closure.
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Figure 11:Escapadesection 1 (0'00” — 4'02")

The opening spectral canopy may be diffused inrabar of different ways. For
example, it suits elevation (the spectral canopyeaps to occupy an elevated
region of spectral space), could appear to emerga the front or behind, or
(given the lack of source-bonding) could even sumtbthe listener in sound. By
contrast, the source-bonded orchestral gesturel le¢a’03” suggests a frontal
perspectival placement in the listening space;steeeo image would hopefully
remain wide to create the impression that a larghestra is positioned in front
of the audience. Acts of sound diffusion could Isedito highlight a contrast
between these materials. For example, the spexrapy could be positioned
around the listening space before being moved wsvarfrontal position to root
the source-bonded orchestral textures. Alternativéhe opening spectral
canopy could emerge gradually from a distant frioptsition so that the main
and wide pairs of loudspeakers become active aertiiestral gesture appears.
Either way, the approach employed during the ptsiase will likely dictate the
approach employed during the second phrase, inlwdimilar sound materials
are used to create a sense of expectation; in tovdeghlight this similarity, one

might expect a corresponding approach in soundsidgh.
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The third section introduces a series of noisetagains and textures.
The performer may wish to spatialise these matgrig¢rhaps enveloping the
listener in sound. However, the noise-based mddeaae heard alongside
various orchestral gestures, which were previolwesgted relative to their
source-bonded references; this leads to a poterdrdlict of interest, since the
performer may wish to root the source-bonded gestwat the front of the
listening space whilst further spatialising theseebased textures. This apparent
conflict may be resolved by considering the strradttunctions of the orchestral
gestures; as the section progresses, the gestunesioh as triggers that
introduce the noise-based materials by degree. samae end of the section
(as the sound-world approaches spectral saturatio@)performer may decide
to envelop the listener in sound; the various #rgdeading up to this point may
be taken as cues that enable the performer to etddo$ loudspeakers to by
degree, thus culminating in a sense of enveloproefitting the spatial texture

without rupturing the source-bonded spaces im@iethe orchestral gestures.

Escapade Section 2 (4'02” — 6'52")

Section 2 opens with an extremely active sequehe¢ traws from the

orchestral gestures, noise-based grains and nassdliextures heard in Section
1. This sequence may be described asraltaneous antagonisma term used
by Roy to describe two or more sound events orsugxisting in a conflicting
state: “The Antagonistic units will have differemnbral identities, and may be
in conflict because they exist in extreme regis{@rse high, the other low),
different spaces, or strikingly opposed timbre®Rby 2000, cited in Stewart
2007, p.95). At 4'31” the simultaneous antagonisen interrupted by an
unexpected gesture that temporarily arrests thgress of the noise-based
grains and textures. The same gesture functioastiéagger at 4’36, initiating a
dense spatial texture in which individual graing atearly identifiable. The
spatial texture can be heard until the end of dwatien (6'52"). However, it is
interrupted at 5'05” and 5'19” (causing a subtléftsim granular density whilst
altering the frequency of the underlying noise-blatexture) and joined by a
low-frequency gesture that rises in both amplitadd pitch to create two false-

climaxes at 5'37” and 5'52”, and an actual clim&6d4 (which again causes a
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subtle shift in granular density and underlyingsesbased texture). A reminder
of this climax occurs at 6’48” but does not altee spatial texture which has, by

this stage, all but disappeared.

Figure 12:Escapadesection 2 (4'02” — 6'52")

The performer is likely to have charted the gradoedease in activity in section
1 by slowly activating the various loudspeakershimitthe array so that the
listener is enveloped in sound. The start of sacpwhich is extremely active,
enables the performer to explore the whole of teerding space by further
dramatising the spectromorphological behaviourthefvarious gestures across
the entire array. It may be possible to use cer@inispeakers for dramatic
agential acts whilst leaving others at a statigpoutievel; this may give the
impression that the noise-based textures are sudog the listener whilst the
gestural activities are behaving within this spaed thus serve the simultaneous
antagonism described above. The gesture at 4’34 'tlaen subsequent transition
between that gesture and the trigger at 4'36” mtewn excellent opportunity to
contrast the broad exploration of the listeningcepaith a particular movement
from one point to another (for example, front toackar vice versa). This
movement would be short-lived, since the densdaapakture (4'36” onwards)
suits a further envelopment within the space. Ftbis point onwards, the
remaining triggers and (false) climaxes serve taifgadhe spatial texture; one
might expect a corresponding modification of thatsp image across the array.

This may be achieved with a sudden tradition betwssts of loudspeakers at
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the moment at which the trigger occurs, thus givihg impression that the
trigger has affected a shift in the spatial disttidn of the texture.

Escapade Section 3 (6'52” — 9'44")
The final section brings together the various mal®from sections 1 and 2 and

therefore serves to remind the listener of key mumbeard elsewhere to create
a sense of closure. For example, the gestures beasgen 7°00” and 7'20” are
reminiscent of those heard between 3'19” and 3'32ie orchestral gestures,
noise-based grains and noise-based textures hedngedn 7°20” and 802"
repeat and extend those heard between 405" and8’.4Rnally, the large
texture that concludes the piece is a distillatbrthe numerous pitched sound
materials heard between 3'07” and 3'58” (and idipalarly similar to materials
heard between 3'37” and 3'50”). As Roy points ardnclusions resolve large
units in the piece, implying a preparation in tliegeding events so that it will
be heard as such (Roy 2000, cited in Stewart 2094). In this case, all of the
sound materials have been encountered elsewherarandxplored one final

time, implying that a conclusion is imminent.

Figure 13:EscapadeSection 3 (6'52” — 9'44")
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The performer may wish to clarify the sense of utesby employing agential
acts corresponding to those used earlier on. Tihtie gestural materials heard
between 3'19” and 3'32” were presented towards ftbat of the audience,
gradually moving outwards, the performer may wishidpeat such movements
between 7°00” and 7°20” (or, alternatively, use opjmg movements, to suggest
that the outward expansion is being reined in). [Enge texture that concludes
the piece is reminiscent of the timbral charactematerials heard elsewhere
and is accompanied by the familiar noise-basedhgrand textures; given the
general tendency to present these materials athesentire array, this final
movement would suit one final moment of envelopmbefore gradually

retreating into the distance (back, front, topides).

4.1.5 Multichannel Considerations (inFractions)

This section considers how a performer may deah witltichannel works,
usingFractions(a multichannel (7.0) piece composed in 2011) eas&-study.

It is worth remembering (following the discussion Bection 3.3.2) that
multichannel works are, on the whole, extremelyckhand, as a result, the
performer may decide to play back the work by sygdtting relative levels on
a multichannel ring (perhaps using corrective ageiaicts in cases where the
layout of the room or the room acoustic imbalantee tultichannel image).
Even so, the performemay employ expressive agential acts; this is only
possible in cases where the performance spacafsysse sufficiently
large/technically able. Accordingly, the ideas préed in this section are
idealised; a range of broader contextual conssairg taken up and discussed in
Section 4.2.

Fractionsexplores Denis Smalley’s notion space-form- an approach
to musical form which privileges space as the prnmearrier of structural
coherence (Smalley 2007). To demonstrate this paiatshall consider the first
three minutes. The piece opens with various (fipnperspectival spaces,
created by third-order and remote surrogate gestéyethis stage, the various
spaces ardistal — a term used by Smalley to describe the area msppetival
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space farthest from the listener's vantage poimal&y 2007, p.55). As the
various gestural materials become more activep#énspectival space broadens
and, although the various materials remain distétigated, they begin to
surround the listener, moving increasingly awaynifréhe frontal position
towards an exploration of circumspace. Between "1&@8@ 2'09”, the various
distal spaces begin to encroach upooximate space the area of perspectival
space closest to the listener's vantage point (ByalP007, p.55). This
encroachment becomes much more apparent betwegh &id 2'58”; a large
gesture-carried texture presents manifold (seqaleatid simultaneous) spatial
images which envelop the listener, appearing toupgcboth distal and
proximate space. Accordingly, the first three masubf the piece are defined by
the gradual progression from distal perspectivacspo proximate perspectival
space and from a situated (frontal) space intainispace.

Assuming that the diffusion system is sizeable,abousmatic performer
may employ additional multichannel rings (or pdrereof) to further augment
or enhance the spatial form outlined above. Fomgte, imagine a diffusion

system with two multichannel rings, as shown indlagram below:

Figure 14: Multichannel rings fdfractions
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At the opening of Fractions the performer could employ the larger
multichannel ring, thus situating the sound materfarther away from the
listener to enhance the impression of distal spllois. approach may also serve
the gradual move towards circumspace, at whichtpibie performer could
gradually transition from 7-channel ring 2 to 7+ehal ring 1, thus mirroring the
encroachment upon proximate space towards the fetig dirst three minutes.
Accordingly, the two rings could be used to enhatiee spatial form of the
piece. An alternative approach may combine loudsgsafrom the two
multichannel rings. For example, at the start @f piece, L, C and R from 7-
channel ring 2 could be used alongside LSS, RS®& &%l RSR in 7-channel
ring 1; this may foreground the distal perspectiviterials that are situated in
front of the listener but ensure that any materaatsund the sides/rear of the
multichannel ring remain relatively proximate. Alket piece develops, the
performer could employ the two rings simultaneouslyighlight the manifold
(sequential and simultaneous) spatial images.

The approach outlined above may be scaled updardance with any
large diffusion system; entire multichannel rings fartof those rings) may be
employed during the act of diffusion. This appro&particularly suited to the
presentation of multichannel works that foregrowsmhtial behaviours and
forms, since these may be further enhanced/sgatihliacross the entire
loudspeaker array and therefore listening spacdtidviannel diffusion is only
possible in cases where the diffusion system allmvsmovements between
rings of speakers or, in some cases, where a simgikichannel ring is

augmented with a few additional loudspeakers.

4.2 Contextual Constraints

The previous section highlighted theeed for acts of interpretation, and
suggested that performers develop their interpvetadeals relative to the sonic
behaviours, references and structural functionsxdoin specific acousmatic
works. These ideals may be more, or less, crystaliin the mind of the
performer. However, the performer cannot possibbkerll of their various

interpretational decisions in advance of a perfortea various contextual
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constraints will determine what is possible andmiany cases, what is suitable
in a given performance situation. To demonstraig ploint, we shall consider
three main contextual constraints, including theetyf diffusion system, the
acoustic of the performance space and the sizepogment of the listening
public®®.

Acousmatic performers may develop interpretativeald in advance of a
given performance. However, these ideals often nedx adjusted in response
to the specific diffusion system that is being #4eBor example, a performer
may decide that a high spectral texture is besegmted above the audience in
order to situate the sound relative to its perakiwecupancy of spectral space.
This decision may function particularly well asiaterpretative ideal. However,
unless the diffusion system has a set of loudspeaseated above the audience,
it will be impossible to achieve during the actp®rformance. This point is
particularly pronounced when one considers theemtasion of multichannel
works; the performer may intend to perform a giveork but discover, upon
seeing the diffusion system, that playback is thly option. These examples,
which imply that diffusion systems necessarily ¢oaie interpretative ideals,
may be inverted; diffusion systems may also presenain possibilities that
were not considered during the formulation of atenpretative ideal. For
example, the BEAST system has certain pre-set mewmtsrthat, unless known
in advance, will not figure in an interpretativee& until they discovered during
the rehearsal. In this example, the interpretatieal will still require some
adjustment, albeit to encompass previously uncensdalpossibilities.

Interpretative ideals are not merely adjustedtinadao diffusion systems
but are, in most cases, adjusted in response tpatiular space in which the
performance will take place; as discussed in Secli@ and Section 2.2, the
acoustic influence of listening spaces may havaifsiggnt impact upon the

various sounds that occur during a performancetlaunsl alter certain features or

8 This section is relatively short, since many oé tentral ideas have discussed above. For
example, diffusion systems were discussed in Se&id and Appendix Il, performance spaces
were discussed in Section 1.3, and listeners wispaissed in Section 2.3 and Appendix I.

8 The specific diffusion system in useay be known in advance and, in such cases, the
performer is able to develop an interpretative lidelative to that system. This is not always the
case and, as a result, performers are often rafjtorenake significant interpretative decisions
during a rehearsal (and sometimes during a perface)a
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properties of the associated work. In some cabesperformer will be familiar
with the space, and may draw upon their prior eepee during the formative
process outlined above (Section 4.1). In some cabesperformer will be
unfamiliar with the listening space and will, asresult, need to use any
rehearsal time to assess how the space affectsvohie. We shall briefly
consider this point.

The acousmatic performer may have formulated aarpnetation in
advance of a performance. However, the acousticente of the listening
space may require an adjustment to this interpvetatieal. For example, the
performer may find a work’s dynamic range and sppaimage(s) to be
(unexpectedly) expanded or compressed, or thaecteshs, refractions and
absorption alter the work’s various spectral anatiap properties (as discussed
in Section 2.2). The performer may respond in ongvo ways; the performer
might find the acoustic influence of the listen@ase problematic and, as a
result, employ a range of corrective agential actalternatively, he or she may
embrace (and even attempt to enhance) this infiesing expressive agential
acts. Either way, it is likely that performers waither adjust or reconsider their
interpretative plans in response to the listenipgcs. This point has been
mentioned by Simon Emmerson, who notes that: ‘flifferent interpretations
are seen as venue specific’ (Emmerson 2007a, p.31).

The performer may become accustomed to the peaftceispace during
a rehearsal. However, it is necessary to listemfeovariety of positions within
the space to account for the various positions thatience members may

occupy. This point has been raised by Trevor Wishar

During rehearsals it's important to listen fromivas different
seating positions in the auditorium, paying pattcuattention
to the most peripheral seats (those furthest rechdran the
ideal centre of the stereo image). A projection didfusion]
may sound perfect from a mixing desk placed atcietre of
the stereo image but underwhelming if sitting oe geriphery
SO compromises may have to be made to provide a goo
experience for the majority of the audience.

(Wishart 2012, p.160)
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This point applies to the interpretative ideal;nplad agential acts may need to
be adjusted to account for the various positionat thsteners occupy.
Interpretations are listener-directed and mustefioee serve the needs of the
listener within the concert space.

Interpretative decisions that are formulated duanghearsamay need
further adjustment during the act of the perforneanthis is because: “The
presence of the audience will itself alter the \veeaagoustic [...]” (Wishart 2012,
p.160). Wishart goes on to suggest that this shoatdirastically alter the main
features of the rehearsed diffusion, suggestingahy changes are mostly likely
the affect the overall sound level and dynamic corg found within the work.

This brief section serves to highlight the follogipoint: interpretative
ideals, which are typically formulated in advandéeaiven performance, often
need to be adjusted (sometimes significantly) imatety prior to, and even
during, a given performance. Thus, advance prepartatlthough crucial if the
performance is to succeed, is not a panacea. Wghrt mind, the following is
clear: interpretations require a range of speakitls that may be called upon
and relied upon during the act of performance. fbflewing section considers
this point and highlights some of the various weyw/hich interpretative skills

are developed, regulated and refined.

4.3 Developing Interpretative Skills

In Analysis and (or?) performancéphn Rink suggests that interpretations are
primarily formulated while one is practising andhearsing® (Rink 2006, p.39).
This claim is made in reference to scored, instntadenusic. However, it holds
for music of the acousmatic tradition; both diffusiskills and interpretative
skills develop with practice. In other words, asrfpeners become more
acquainted with a wider range of acousmatic wopesformance spaces and
sound diffusion systems, their ability to identignd overcome specific

challenges will (hopefully) improve. Thus, interf@ive skills mature over

8 Rink also suggests that “[...] new discoveriessmmetimes made during performance” (Rink
2006, p.39).

132



The Acousmatic Musical Performance: an Ontolodiceéstigation

time, becoming more sophisticated and refined pitittice and the performer’s
interpretative vocabulary is often enriched throtigghprocess of trial and error.

In the acousmatic tradition, rehearsal opportagitare often severely
limited; diffusion systems are often set up for gfie performances and are
rarely available for long periods of time prior #performance. This often
constrains the performer’s ability to practice ahds formulate and realise
interpretative ideals. In some cases, the laclebéarsal time forces performers
to play back works or use relatively limited cotree agential acts. In other
cases, the performer may resort to tried-and-tegiffdsion techniques or
formulate an interpretatioon-the-fly responding to the space, the diffusion
system and the work in real-time. Performers thmatextremely familiar with
the practice of sound diffusion may find limitechearsal opportunities far less
problematic. Thus, practice may serve to overcdmaditnitations of individual
rehearsal opportuniti&s

Interpretative skills are not merely developed tigio practice. They are
also developed in relation to the skills of othdrsis point is raised by Stephan
Reid, who, inPreparing for Performancesuggests that interpretative skills are
informed, shaped, refined and reinforced by listgrio other performances:

Both the pedagogical and the psychological liteeuggests
that listening to the performance of others is st effective
means of developing interpretative skill.

(Reid 2006, p.107)

Reid goes on to suggest that performers should seek to imitate the
interpretative acts of others. However, he notes tie various expressive acts
characteristic of a good performance are often rlesbby performer and thus
serve to enrich their interpretative vocabularycéxingly, listenings a term
used by Reid, may help performers to identify pilevgstylistic tendencies that
are located within a given tradition and thus infotheir subsequent practice
(Reid 2006, p.107). Reid does not develop this idew further. However, it

seems reasonable to suggest that listenings pedonormative function that

8 The opposite might also be true; performers thmatextremely experienced diffusers may
requiremoretime in rehearsal to ensure that their idealiseerpretative intentions are realised
and not left to chance.
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regulates practice; through the process of lisgenia others, performers
(potentially) develop an interpretative vocabuléimat informs the process of
formulating interpretations. We shall briefly coahesi this point.

Reid is primarily concerned with scored, instrunaéniusic of the
Western classical tradition (Reid 2006). Howevés Marious comments may be
applied elsewhere. For example, in the acousmatilition, interpretative skills
are also informed and influenced by the procesfistdning to others; these
listenings may help the performer to develop skilievant to the act of sound
diffusion but they also help performers to formeland execute their own
interpretations of works. Accordingly, the following point may be raised;
interpretations are not merely formulated in reggomo specific works and
performance situations but are, in many cases, Ulated in response to other
listenings Such listenings perform a normative function andsthregulate
practice.

Listenings regulate interpretational practice. Hegre a performer’s
ability to listen to others may be limited by certain €aftunavoidable)
constraints; these may include geographic, soe@nomic, cultural, temporal
constraints, and so on. With this in mind, oneikely to discover localised
variations in interpretative approaches and stylegperformer’s practice is
regulated by their listenings but this is, in tucgnsistent with what the
performer isable to listen to. There are, of course, other factov®lved. For
example, localised variations will be determinedtbg diffusion systems that
are available; as discussed in Section 2.1 and rgpdl, various differences
hold between homogenised diffusion systems (a®fea found in the United
Kingdom) and non-homogenised diffusion systemsooid$peaker orchestras
(as are often found in France) and these diffeeidetermine (at least in part)
the ways in which interpretations are formulatedcédingly, these differences
serve to reinforce localised variations and thweifato a regulative loop that

ultimately characterise performing traditions andeunities.

8 It is (often) difficult for a listener to identifwhat a performer is doing during the act of sound
diffusion; diffusers are often hidden from view,eih various actions and gestures are not
necessarily seen and it is extremely difficult tdfedentiate between the work and the
interpretationof the work. Despite this, the act of listening maffisa to enrich a performer’s
interpretative vocabulanand, as a result, the specific actions and gestemgployed may be
worked out at a later date.
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With the above in mind, one may suggest that imétgbions draw from,
reflect and reinforce the (potentially diverse) g@ehes and stylistic tendencies
of performing traditions and communities. Thus, délaé of listening to others is,
in many ways, central to the acousmatic musicafopmance; through such
listenings acousmatic performers do not merely lbgventerpretational skills
and ideas, but inform the development and detetiomeof the normative

functions and regulative margins in which theirgbice will ultimately reside.

4.4 Summary

This chapter considered some of the various wayswimich performers
formulate interpretations. It started by discussitite interpretation of
acousmatic works, suggesting that the performmfasmed by, and responds to
sonic behaviours, references and their associatedtwal functions. To
demonstrate this point, examples, drawn from thso@ated portfolio of
original works, were introduced and explained, amd interpretative ideal
presented and defended. Following this, the chapbesidered performance
situations, and discussed performance spacessidiffisystems and intended
audiences. The following point was raised: intetgdtiens must respond to both
works and performance contexts, since both play a significate in shaping
what emerges in performance. The chapter concluadda brief discussion of
interpretative skills, and suggested that theseeldpvwith practice, over time
and in relation to the interpretative skills of eth. Taken as a whole, the three
sections within this chapter provided an idealisediological account of the
interpretative act, the decision-making proceshkas wnderpin such an act and

the various factors that help interpretative skitldbecome focuses and refined.
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Chapter 5: Authenticities

This short chapter considers the notion of perforteauthenticity.lt starts by
suggesting that authenticity, which is an ontolagrequirement (as opposed to
an interpretative option), is typicallyalued by composers, performers and
listeners (Section 5.1). The following two sectior®nsider whether
performance authenticity relates to: 1) the compssperformance-related
intentions (Section 5.2), or 2) the composer’'s wi8kction 5.3). The ensuing
discussion, which draws upon Wollheim’s notionygfas and tokens (Wollheim
1980) and Davies’ discussion of thick and thin veofRavies 2004), concludes
with the following claim: in the acousmatic traditi, works are extremely thick,
interpretative options are relatively limited amd, a result, most performances
are, at the very leastninimally authentic, even if they fail to bmleally
authentic.

5.1 Valuing Authenticity

In a recent talk, Jonty Harrison described the egpee of listening to one of

his own musical works being performed by someose:el

| was once unfortunate enough to be subjected to a
‘performance’ of my early workPair/Impair, in which a
‘modified repeat’ section is encoded at a signifiba lower
amplitude than on its first appearance — a kindstictural
echo’. This section was diffused at the same (pkitiag) level
as its initial appearance, the performer misreadmggcues on
the support medium and mistakenly compensating tha
supposed ‘drop’ in level; the structure of the piaeas pretty
much obliterated.

(Harrison 2011, p.6)

This short recollection served to contextualise aarlier observation;
performance interpretation “opens up the possybdit formal ‘distortion’ and
misrepresentation” (Harrison 2011, p.6). Qnay suggest that distortions and

misrepresentations are an inevitable consequencéheofinterpretative act.
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However, this suggestion brings up the followingesfion: are all acousmatic
performances equally and ideadlythenti@

Before answering this question, it is worth makitvgp preliminary
observations. Firstly, authenticity is (presumabggmething that listeners,

composers and performeralue This point has been raised by Roger Scruton:

There would be little point in the distinction [beten authentic
and inauthentic performances], if we could not khiof
authenticity as a value — as something at whichmight aim,
not just for curiosity’s sake, as we might aim ¢éganstruct the
taste of a Roman supper, but as part of our aireciof the
music.

(Scruton 1999, p.443)

Secondly, the notion of performanaathenticityand the notion of performance
interpretation are clearly distinct; the ostensible value of perfance
authenticity needs to be rationalised in relatmmm ontological imperative that
presumably underpins the acts of performers. Toistphas been raised by
Stephen Davies:

Because it is essentially implicated in a work’sfmenance,
authenticity is arontological requirementnot aninterpretative
option By this | mean that the pursuit of authenticitgrough,
at least, to make the performance recognisablysdbpic work
— is not merely one interpretative possibility amomany,
equally legitimate, alternatives. [...] If one i®nemitted to
playing the given piece then, equally, one mustdramitted to
performing it authentically.
(Davies 2004, pp.207-208)

With the above in mind, one may suggest that perémce authenticity is an
ontological requirement that is valued within pemiing traditions. This
observation does not answer the question raisedeabat it hopefully explains
why this question is relevant to the current inigegton. We must now consider
what the termauthenticitymeans, survey some of the various ways in which thi
term has been employed by ontologists before dpuedoan account of

acousmatic performance authenticity.
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5.2 The Composer’s Intentions

Some ontologists rationalise and explain the notibperformance authenticity
in relation to intentions of composers, or, moreuaately, theperformance-
relatedintentions ofcomposers. In this context, a performance is deeimée
authentic if (and only if) ivalidatesthe original intentions of the composer, thus
presenting the work as it was supposed to be h@éedshall briefly discuss this
view and consider whether it may be used in theecticontext.

The idea that performance authenticity can be wwtded in relation to
the composer’s intentions invites the following efitable) criticism; the
intentions of a composer are, as Taruskin has @oiatit, private mental events
and this typically means that they cannot be aetks§aruskin’s goes on to
suggest that this problem becomes particularly isogmt when one is
historically and culturally removed from the cortté® which the composer
worked (Taruskin 1988). In such cases, it is oftepossible to know what the
composer intended and, with this in mind, Tarusaggests that performance
authenticity must be understood by looking elsewher

Some ontologists disagree with Taruskin’s point. €&xample, Stephen
Davies claims that the composer’s intentions agarty expressed in the scores
that they issue: “Provided we are acquainted whign ¢conventions on which
their successful expression depends, we can oftew lquite clearly what was
intended by the work’s composer” (Davies 2004, p)2Davies’ point, which
only applies scored works, has been echoed by SiEromerson, who is

concerned with the presentation of acousmatic music

The musicalntentionsof the composer are encoded in the work
as ‘stored’ (in whatever format). Hence the functimf sound
projection [or sound diffusion] is to present thés¢he greatest
effect.

(Emmerson 2007a, p.148)

Despite this, Emmerson goes on to note that thesmtions may be very
difficult to realise. A composer may have intendedork to be presented on a

particular diffusion system or in a specific penfiance venue, yet the performer
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may not have access to such a system or venues aasl a result, unable to meet

the composer’s intentions:

[...] there are changes in both studio and congessentation
spaces some the result of social change. The composer’s
soundfield in a studio or a performance space 6019ay not
now be achievable. Although we may claim to havadmm it
better’ in contemporary monitoring environmentsjs tlstill
breaks the ‘authentic’ ideal. And further we maywdnandless
debates as to the composer’'s intentions for pedoo®s,
especially if they are not present or were nottemitdown. Did
they have a particular loudspeaker array in mindemwh
producing the final work? Or, like the composeaatorchestral
rehearsal, should their opinion be treated as gust input of
several? Musical interpretation will evolve and hagrs the
composer’s view should in time be ignored.

(Emmerson 2007a, p.148)

The final sentence in the above statement appeab® tvery closely aligned
with Peter Kivy's notion ofcounterfactualismKivy 1995). In Authenticities:
philosophical reflections on musical performanc&ivy suggests that
performers should not search for a composer’s pedace-related intentions
but should, instead, ask the following counterfattyuestion: what would the
composer wani this particular contex (Kivy 1995, p.86). This counterfactual
guestion treats the composer’s opinion as one iapseveral and thus enables
performers to formulate interpretations in relatiorthe immediate performance
situation in which they find themselves. This aguio is advocated elsewhere.
For example, although he is primarily concernechvpiérforming music of the
past, the following observation from Roger Scruseems very closely related

to Kivy’s notion of counterfactualism:

Musical performance [...] involves an ongoing diale between
composer and performer, a dialogue across genesatim
which the dead play as great a part as the livBwrh is the
nature of every healthy culture, and just as thepmser lays
down instructions for the performer, so does thdopeer, in
his turn, instruct the composer, setting the piaca new social
and musical context, and dressing it accordingbyviSid is our
sense of this dialogue between generations, thadaveot, in
practice, confine ourselves to a study of the carpe actual
intentions. We are just as interested in his hypathl
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intentions: whatvould he have wanted, we ask ourselves, if he
were living now, in this society, and with an audie like this?
(Scruton 1999, p.445)

Counterfactualism does seem to be more sensibte ttte (potentially
futile) search for the composer’s performance-eglaintentions. However, it
does not necessarily resolve the issue that isewctlyr under consideration;
performers may prefer to ask counterfactual questiand prepare their
performances accordingly, but this still leaves tissue of authenticity
unresolved. In other words, answers to counterfdcjuestions are just as prone
to distortion and misrepresentation as the intéapiens that invariably follow.

With this in mind, we shall look elsewhere.

5.3 The Composer’'s Work

For Stephen Davies, performance authenticity caly & understood by
considering the various relations that hold betwearsical works and their
performances (Davies 2004). In other words, heotgonimarily concerned with
the composer’'s performance-related intentions, \@netheir counterfactual
intentions. Instead, he is concerned with ontolalgiature of musical works
and performances and, with this in mind, he suggistt authenticity should be
understood in relation to his type-theory and tosiam of thick/thin works (as
discussed in Section 3.2 and Section 3.3); for @aVissues of authenticity and
of ontology cannot be separated.” (Davies 200407P.2We shall briefly
consider his thesis before considering whethersitsuited to the current
investigation.

As discussed in Section 3.3, Stephen Davies’ Wediethat musical
works are types of sound structures. In some csesg types are ontologically
thin, and thus most qualities of the performanee aspects of the performer’s
interpretation, in other cases, these types arelamtally thick, and thus the
composer controls the sonic detail of the work'suaate instances. Despite this
worksfor performance are always thinner than their variostances and, with
this in mind, Davies suggests that an ontologiegd jolds between works and
their performances; performance interpretationggkacewithin this gap:
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Works for performance are always ontologically tien than
their performances, [thus] interpretation involvethe
performer’s choices about how this ontological gafilled. At
this level, the performer is free within broad limmset by the
style and genre of the piece.

(Davies 2004, p.111)

Davies goes on to discuss the notion of performantleenticity using the same
idea. He implies that just about anything can beedwathin the ontological gap
and, so long as the work’s various properties eesgnted, the performance will
beideally authentic With this in mind, Davies suggests that two perfances
of the same work may be equally authentic evethmefy differ: “Each shares
with the others those elements produced in thaftditealisation of the [work],
but each differs from the others according to tleefggmer’'s free choices”
(Davies 2004, p.209).

Davies goes on to suggest that the performer'sdheéces do not relate
to the notion of performance authenticity; so l@sgthe performer presents the
work’s various properties, the performance will al be at least minimally
authentic. As a result, a composer or listener maly find the performer’s
choices particularly rewarding, but this does netessarily mean that the
performance idnauthenti¢ it may simply mean that the performance is not
particularly good. With this in mind, Davies suggethat the ostensible binary
distinction between apparently authentic and inantilc performance is far too
simplistic:

Authenticity in performance comes in degrees. [.a]
performance can be of a musical work, though itesgnts it
imperfectly (owing to performance errors, for imsta). Any
performance that succeeds in instancing the pigd@ti least
minimally) faithful. A performance might fail to beleally
authentic, while being sufficiently authentic to atjty
unequivocally as an instance of the given work.

(Davies 2004, p.207)

Davies’ position on authenticity avoids the vagquoblems associated
with the search for a composer’s intentions (or ntedfactual intentions).

However, it is predicated upon one’s ability tontiy a work’s properties (as
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discussed in Section 3.3). In this respect, Dawesi on authenticitymay be
appropriate. However, it is very difficult to idégt an acousmatic work’s
properties (as discussed in Section 4.1) and, thithin mind, it is difficult to
apply Davies’ idea to works of acousmatic musicsjde this, one may employ
Davies’ broad approach and arrive at a very singlamclusion, as discussed
below.

In Section 4.1, we struggled to differentiate bedtw the properties of
acousmatic works and their performances; the faligweason was presented
and defended: acousmatic works are types, thefonpeances are tokens and,
since types are only ever encounteirecbr through their tokens, the concrete
details of the latter may conceal the schematideterminate nature of the
former. Despite this, we also suggested that acatismwvorks (types) are
extremely thick and, as a result, the composerrotanmany of the various
properties heard in performance. This implies thatgnificant proportion of a
work’s properties will always be shared by its vas performances and, as a
result, it seems reasonable to suggest acousmatformances are always
minimally authentic, if notideally authentic; a work’s properties may be
distorted or altered by the listening space andatieof diffusion certainly
“opens up the possibility of formal ‘distortion’ dmisrepresentation” (Harrison
2011, p.6). However, acousmatic works are extrenibigk, interpretative
options are relatively limited, and, as a resuiie following claim may be
justified: an acousmatic work’s properties will peesent in just about all of its
various performances and this implies that thoséopaances will, at the very
least, minimally authentic.

At this stage, we may return to Harrison’s disaussof Pair/Impair
(Harrison 2011). Although Harrison was displeasdw recognised the
performance as a performangghis work and, as a result, it seems reasonable
to suggest that it was, at the very least, miniynallthentic. In other words, the
performer may have distorted or misrepresenteaiceaspects of the work but
this does not necessarily mean that that one needsscribe the performance
using the terminauthenti¢ perhaps it might be better to suggest that the

performance was simply not very good.
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5.4 Summary

This chapter considered whether acousmatic perfocesa may be authentic
and/or inauthentic. It started by discussing auihigy as an ontological value
before surveying some of the various authentiditgoties. The composer’'s
intentions and counterfactual intentions were abergd as an authenticity
benchmark. However, since the composer’s intentiares not necessarily
known, this approach was rejected. Instead, Daviegblogical account of
authenticity was introduced and employed. The ¥alhg conclusion was
reached: acousmatic works are extremely thick, rpnétative options are
relatively limited and, since authenticity comesdiggrees, this typically means
that most, if not all, acousmatic performances ateghe very least, minimally

authentic.
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Conclusions

The aim of this investigation was provide an ongatal description of the
acousmatic musical performance, explicating the ymaterwoven factors that
coalesce within the performance environment wislstveying the complex
network of relations that hold between them. Thaswachieved by abstracting
and dissecting individual performance constitugntsinravel and explain the
collective input of composers, performers, listsnand technologies, resulting
in the presentation of an idealised model of theouamatic musical
performance, based uporsounds, agents, works, interpretationsnd
authenticities. Taken as a whole, the constituents of this modelesk to
highlight the numerous, multifaceted and often tegjeneous elements that are
conjoined within the acousmatic performance envirent.

Much of the discussion centred upon the variodatioms that hold
between acousmatic performances and acousmatic swdrkis served to
highlight certain ontological misgivings that appéa arise from the mistaken
belief that acousmatic works are fixed, concretamfdions that are largely
identical in successive instantiations. Such misgs, introduced in Chapter 1
and restated in Chapter 3, were dismissed andtemaiive work-concept was
presented and defended; acousmatic works were ildedcias schematic,
indeterminate types of sound sculptures that uredemchine the concrete details
of their various instances. This observation altgmeusic of the acousmatic
tradition with the type-token hypothesis (and tifiene the dominant ontological
paradigm), and illuminated the complex nature oé twork/performance
relationship.

The type-theory provided a theoretical platfornomipvhich a discussion
of performanceanterpretationwas subsequently built, and the following point
was raised: acousmatic works, being indetermingiest, present the performer
with myriad interpretative options, each requirangpecific decision on the part
of the performer. Numerous factors influence tresision-making process and,
as a result, successive performances of the sam& imgariably differ,

depending upon how the performer chooses to caserehdeterminacies
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present in the associated work. This invariablysagai the question of
performanceauthenticity. However, the acousmatic work is extremely thick,
interpretational options rarely limited and, asault, performances are usually
at least minimally authentic, if not ideally autlien

The investigation uncovered a range of factor$ toastrain, regulate
and determine the nature and/or character of theusameatic musical
performance. It suggested that performances amt-agatred, skilful activities,
but that agential skills are shaped by the seltdagry influence of
performance traditions and communities. The skipp@formance interpretation
is perhaps one of most highly regulated, since operérs are invariably
influenced by, and ultimately draw from, a stockpoévious listenings that are
both culturally and contextually grounded. An ursdanding of these influences
enables the performer to understand how his oatigons may be informed by
(and subsequently inform) the agential acts aretpnétations of others.

The various ideas presented throughout this thesi® informed by
(and informed) the creation of six original acouimavorks (included in the
associated portfolio of compositions). As discusse@hapter 4 and Appendix
lll, the process of composing and performing twoumtnatic works Isthmus
andEarly Morning highlighted the need to differentiate betweerrexive and
expressive agential acts. This led to the reatigatiat acousmatic works are, in
some respects, incomplete, being characterisedntgtarminacies that are
concretised during performance. To understand réa$isation, a type-theory,
based upon Stephen Davies notion of thick andwhrks (Davies 2004), was
developed. This theory was tested and refined tirothe creation and
performance oParenthesiga thin work),Point of Departure(a thick work),
Escapade(a work that is both thick and thin) amdactions (a multichannel
work). Taken as a whole, these works revealed nowserladvantages and
disadvantages relative to the notion of performantapretation and suggested
ways in which the composer may encourage agenmilir@erpretative acts of
sound diffusion. Accordingly, the relationship beem the practical
composition and the theoretical ontological redeavas not only instructional

and cyclical, but central to the development ofrémearch.

146



The Acousmatic Musical Performance: an Ontolodiceéstigation

The findings of this research are useful to music#ologists who have,
on the whole, marginalised (and misunderstood) enwsdi the acousmatic
traditiorf®. At the very least, it serves to undermineftkity view (that is all too
often associated with the teqplaybach, but it is also likely to contribute to the
on-going development of the type-theory, broadetingginvestigative scope by
highlighting the type-theory relative to a parteul(and previous absent)
discipline. There is a broader issue at stake: logigts have not merely
overlooked music of the acousmatic tradition, buistmforms of music that
involve the use of technology. The ideas preseimtékis thesis may provide an
ideal starting-point for a broader ontological eptese that servesll music on a
fixed medium.

The findings of this research are equally valuablthe composer, since
an awareness of the numerous elements that coalastke acousmatic
performance may shape, inform and direct the cortipoal act. As
demonstrate above, composers may situate perfoemanthe centre of the
creative process and, in doing so, produce workshhve a performandetos
Thus, composition and performance go hand-in-hasach serving and
maintaining the other. Finally, the findings ofghiesearch are equally relevant
to the acousmatic performer, who may now consitleruse of agential and
interpretative acts relative to specific sounds aodks. As stated at the start of
the thesis, the act of performance is situatedhatheart of the acousmatic
tradition and, as Denis Smalley pointed out: “thigl act becomes the most
crucial of all” (Smalley 1986, p.92).

% This was demonstrated by a recent invitationt#author) to address tAesthetics Research
Centreat the Department of Philosophy, The UniversityLeéds. The talk (titleAbstract and
Abstracted, Concrete and Concréte: the ontologynasique concréte and the future of the
acousmatiquefocussed upon certain misgivings relative to tise of the terms concrete and
concréte and presented the type-theory outlin€ghapter 3 of this thesis.
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Appendix I: The Acousmatic Listener

The acousmatic listener receives very little attentwithin this ontological
investigation. This is because the listener’s nglenot ontologically central;
acousmatic performances may be listener-directedigrussed in Section 2.3).
However, the listener does not form a fundamentahstituent of the
performance and cannot be described as one ofettiteat ontological ties that
the performance enters into (from an ontologicatspective, listeners are
certainly not on a par with acousmatic sounds, &sgenworks). Further to this,
the various topics that (potentially) relate to #m®usmatic listener may include:
imagination, cognition, reception, affectation,einmtionality, proprioceptivity,
and so on. These topics are invariably interestind would certainly merit
further discussion. However, such a discussion @oubecome a
phenomenological (as opposed to ontolodi¢ainvestigation and would
therefore fall beyond the self-imposed boundarieshis thesis. Instead, this

investigation concurs with the following point maae Simon Emmerson:

Listeners are not an essential component of théonpeance;
while required to complete the work their influensesmall.
Their listening is intended by the composer andagperer to be
total and exclusive.

(Emmerson 2007a, p.31)

Emmerson’s point is invariably correct. Howevers bse of the termomplete
is inherently problematic, since it implies thatmqmsers do not complete their
own musical works and that performances are sulesgiyujoint ventures in
which listeners play a crucial role. This is surelgt Emmerson’s intended
meaning, since he suggests that the listenersianie is small and non-
essential and, further to this, most ontologistsehdismissed the idea that

listenerscompleteworks. For example, Stan Godlovitch says:

The joint venture view needs taming. [Musical eggnhust
meet many conditions, independent of the listeteecount as
performances. The listener's experience itself ddpeupon

87 The distinction between phenomenology and ontolsegljscussed below.
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their realization. Such conditions as the existeatenusical
works, skilled players, playing traditions, andosg are scarcely
peripheral. This should disable any enticement kotie
romances which cast the listener as the chief agerthe
creation of music events. Composers do the comgpsin
musicians do the interpreting and presenting. Wiesitehe
status of listeners, to place them on a par witlsicamakers is
just crazy.

(Godlovitch 1998, p.45)

With this in mind, it is worth briefly consideringhat Emmerson means by his
use of the termcomplete Accordingly, the following section, taken from
Materialising Time and Space within Acousmatic MugKilpatrick and
Stansbie 2011, pp. 55-58) is offered by way of mplanation. The full paper
considers some of the various ways in which spatial temporal aspects of
acousmatic works are constructed and understoolistaners but this short
introductory section presents and defends thewviatig point: acousmatic works
contains indeterminacies that are radically dependgon acts of listening
intentionality. Thus, listeners do not complete kgyrbut their acts of listening

are aesthetically centfil

l.i: Intentionality and the Intentional Constructio n of Time and

Space

“In this section, it will be claimed that spatiasiporal relationships in
acousmatic musical works are (largely) dependemnupmtentional acts of
consciousness; such acts are varied and, as & dasdt, acousmatic works
frequently contain complex layers of spatio-tempanéormation. We start by
introducing the phenomenological notion of inten&bity before applying this
term to the acousmatic work.

This phenomenological ternmtentionality refers to the content of a
psychological act and the various ways in whichhsacts are directed towards

objects or entities (Moran 2000). We may generatls# some objects or

8 The remainder of this Appendix is abstracted, atnb, from Materialising Time and Space
within Acousmatic Musi¢Kilpatrick and Stansbie 2011, pp. 55-58). Thetisecis primarily
concerned with time and space. However, the seqtimsented below discusses listening
intentionality and is therefore relevant to thereunt topic.
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entities depend upon intentional acts for theirticmed existence, whereas
others do not. For example, a sculpture is distirmn a mere lump of stone
because it has certain meaning-oriented, aesthetlties. These qualities are
dependent upon a viewer intending towards the sadpn an appropriate way.
Thus sculptures, unlike mere lumps of stone, camldsxribed asntentional
objects.

Pieces of acousmatic music are no different; tHeg have meaning-
oriented, aesthetic qualities which separate thrm imere acoustic signals. In
other words, acousmatic works require the listaneintend towards them in
various ways. This observation is not new; mucPRiefre Schaeffer's work is a
development of Husserlian notions of intentionalf®pr example, Schaeffer’s
concept of thesound objectwas articulated in precisely these terms. He
described the sound object as: “the meeting pdirdnoacoustic action and a
listening intention” (Schaeffer 1966). However, wheefining sound objects,
Schaeffer had a specific sort of intentional actrimd, which he called this
reduced listening Reduced listening isan intentional actin which one
deliberately brackets-out, or otherwise isolatey, l@al or supposed sources of
a sound. In doing so, reduced listening acts likamiaor; it directs attention
away from the spatio-temporal causes of a soundrestead reflects them back
upon the content of the listener’s experience. Thaand objects are intentional
since they are radically dependent upon specifit dinected mental acts of
consciousness. This contrasts with what Schaefédls direct or natural,
listening where one identifies the source or cafse sound. In such cases, one
does not encounter a sound object, instead, aeBehaoints out: “there is a
perception, an auditory experience, through whichinh at another object”
(Schaeffer 1966); these may be callefiérential object®rindexical objects.

Reduced listeningand direct listening invoke different kinds of
intentionality. Reduced listening focuses upon toatent of an immediate
experience. As a result, sound objects are compleg are filled-out, or fully
determined, at the moment of reception. By contresferential sounds are
schematic, indeterminate entities. Whereas sounpgbcisb are ‘real’ and
concretised, referential objects are not; theynaeee faithful representations of

real objects. As a result, their existence relieavily upon the intentional acts
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of a listener who is required to concretise, okdut various indeterminate
elements in order to identify the referenced object

Acousmatic works are not alone in this respect; ynart forms are
schematic and indeterminate, especially when tlegyesent specific objects
and events. Whilst discussing Roman Ingarden’saliye philosophy, Peter
Simons, makes a very similar point regarding thkeswtic, indeterminate

nature of a text-based narrative:

A man described in a novel is...not a real man, bumething
portrayed or represented as a real man. A realaither has or
lacks any given property at any given time, but stnmg
portrayed as a man is not necessarily portrayesithsr having
or lacking a given property at a given time: insthéspect it is
indeterminate. While a fictional character is coetgl in its
properties, it is not complete in the propertiess iportrayed as
having...It is a necessary consequence of the litenaork's
linguistic basis that there should be such indeteay in its
represented objects, which helps us to see whyatraations of
literary works for theatre, cinema and televisioa 80 popular:
they make the grasping and differentiation of ctias very
much easier by replacing semantic with intuitiventent,
gratuitously filling out much of the indeterminagya way not
even the most imaginative reader could do in a abreading.
(Simons 1994, pp.4-5)

One could make a very similar point about refeenbbjects in acousmatic
music; it is a necessary consequence of the acaicsmark’s purely auditory
basis that there should be such indeterminacysimeipresented objects. Like
their literary counterparts, referenced objectdhe acousmatic work are not
‘real’ objects but merely portrayed as such throtlgh use of sound recording
and reproduction. Thus, when acousmatic pieceskanrect listening, they
necessarily initiate intentional acts of concreitsafrom the listener. In other
words, the listener becomes an active participanthe process of “concrete
artistic cognition (artistic visualisation)” (Bahkt1981, p.85).

A listener may switch between reduced and directlesdistening. In
doing so, he or she is essentially switching betwemwdes of intentionality.
Whilst such a switch might be intuitive, it hasumdamental impact upon our

experience of both time and space. Sound objeetbeard in the moment and

152



The Acousmatic Musical Performance: an Ontolodiceéstigation

therefore exist at the particular point in time asphce in which they are
experienced. This does not mean that they lackospanporal features; in most
cases, sound objects are rich sources of bothasped temporal information.
Elements such as placement within the stereo inm@ts or spectrum, volume
or dynamics, all contribute to our resulting sgaitiapressions. However, this
information is not largely filled-out or concrettséy the listener, as with their
referential counterparts. Instead, it is largelyedained at the moment of
reception.

When directly listening to sources and causes,h@aes into a different
spatio-temporal realm. Like sound objects, refea¢rstounds frequently carry
spatio-temporal baggage. However, there is one riougy difference;
referential sounds, as discussed above, are imdigizte and, as a result, so are
the associated spatio-temporal references. In otleeds, when engaging in
direct listening, spatial references are more Vikel be constructed by the
individual listener. Such references might dependonu the physical
displacement of the sound at the point of recordoudtural associations with
the referential sounds or even certain metaphoassbciations. However, these
are dependent upon the listener recognising thesuels, or rather intending
towards them in such a way that these featureslangified.

This pronounced emphasis upon the listener’s imeat acts leads to
potential differences of opinion. Listeners somendentify objects and events
(and therefore spatio-temporal references) thanhatententionally represented
in the work. Denis Smalley (1997) refers to ouratenattempts to relate the
sounds that we hear to things that exist in théewead using the ternsource
bonding(Smalley, 1997). He notes that certain bonds ntighéssential carriers
of meaning within a work. However, he also suggebtt bonds might be
imagined or constructed by the listener. Accordindisteners may imagine
certain spatial features and, likewise, multiplstdners may have different
spatial readings of the work.

Composers frequently play upon such ambiguities ttaysforming
referential sounds to varying degrees, thus crgatinsense of mystery or
confusion. In such cases, it becomes difficult tapiok which parts are

intentional features of the work and which parts #re results of over-zealous
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acts of consciousness (and thus created by thendigt It might be assumed
that, within a coherent composition, the processedpn-referential, sounds are
contextualised in such a way as to direct therleten terms of the bondings
that are intentional and those which are delibgratpen to interpretation. This
observation may imply that there is some sort aitiooum with referential
sounds at the one end and non-referential sountie aither. However, this is
incorrect. At a given moment, one may choose toagagn either reduced
listening or direct, natural listening. As a resakkousmatic sound materials are
not at either end of a continuum, they (potentjatiyerlap.

So far, we have identified two spatio-temporal fayer strata (Ingarden
1973b); those of sound objects and those of refiaterbjects. In both cases,
sound materials invoke different sorts of intenéibacts which in turn produce
different spatio-temporal experiences. Howeveryeahs a further layer; both
represented objects and sound objects enter inédioreships, situations or
states of affairs within the context of the work.doing so, certaiaspectsare
revealed. The ternaspectsis borrowed from Ingarden’s literary philosophy.
However, this (lengthy and complex) concept is measily understood in the
context of traditional representational paintingswhich specific objects and
events are figuratively depicted; in such cases, dbjects and events are
necessarily viewed from specific positions and entgéo (spatio-temporal)
relations with other objects depicted on the canttasse relationships atbe
portrayed aspectsof the painting. One may note that various Modsrni
traditions have expanded aspectival representa@aibjst paintings frequently
portray multiple aspects simultaneously, thus e@ngbthe viewer to see the
represented object from multiple angles or viewpoagitions (thus affectinthe
spatial aspectival realin In a similar way, the Futurists frequently aimied
depict objects in multiple temporal situations, ls@&s vehicles in motion (thus
affectingthe temporal aspectival rea)f.

Aspects cannot exist in isolation; they are alwaggects-of something,
whether referential or otherwise (Simons 1994). sSThaspects provide objects

and spaces with various existential qualities andbk them to enter into

8 We may note that the layer of aspects is simil@rnalley’s notion of perspectival space,
which he describes as “the relations of spatiaitipss movement and scale, viewed from the
listener’'s vantage point” (Smalley 2007).
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various relationships and modes of appearance. cdspkke the represented
objects within them, are also schematic indeterteifi@rmations; they require
the listener to supplement, or fill-out, their expace imaginatively. In most
cases, the layer of aspectsrisreindeterminate than that of represented objects
since it most frequently requires the listenerrnigage in various significant acts
of concretisation.

Of course, the listener does not freely imagineeetsp Aspects are
shaped according to the various ways in which they revealed during the
work. Roman Ingarden makes a similar point whererrefg to works of
literature, he says:

Sometimes the work is so suggestive that undénfiteence the
reader succeeds in constructing aspects approXymate
appropriate to it. Sometimes, however, he involikyta
constructs invented fictitious aspects, which gpnt so much
from the work as from his own fantasy. And somestrhe fails
entirely in this respect and is unable to call Hoainy aspects
whatsoever. He ‘sees’ nothing of the portrayed dbjgrasps it
only in a purely signitive fashion, and therebyd®gthe quasi-
direct contact with the portrayed wotld
(Ingarden 1973, p.118)

Acousmatic works, like their literary and pictoriabunterparts, frequently
contain an aspectival layer in which spatio-tempretationships are presented.
In order to appreciate the significant role thaytiplay in the formation of our
spatio-temporal impressions, it is useful to rééeKendal Walton’s (1994) idea
that novels and pictures act ppopsin a game of make believe in that the
appreciator uses these props to play a role innaaginary enactment. By
extension, we might argue that recognisable, refete sounds serve as
metonyms, representing the object of their sountethus acting as “props”. In
doing so, referential sounds allow the listenempriession of space to develop
in line with an imaginary world, or space, in whitthese sounds are taking

place. Multiple referential sounds may suggestdstablishment of a coherent

% Despite this, his understanding can be adequateeisense that in reading he attributes to the
objects those, and only those, qualities whichlmametermined by purely linguistic means and
which are indicated in the text.
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sound-world, or depending upon their various retehips, multiple worlds, or
spaces, may appear to exist at a given mothent

Once situated within an imaginary space metonyraimds may serve
as “props” with which the listener may generate sofarm of narrative
discourse. An example of this might be Natasha édesrPrince Prospero’s
Party (2002) in which representational sounds, suchhasctinking of wine
glasses, are used firstly to define the spaceeointtaginary world the listener is
inhabiting; the world of the aristocratic ball. @thsounds, such as footsteps, are
used to facilitate the generation of narrative witie listener’s imagination.

It is not only representational objects that agbraps; heavily processed
or non-representational sounds are also used. dh sases, the listener may
create imaginary worlds or spaces over which thepaser has limited control.

Walton writes:

Even if a listener does imagine certain connect@am®ng the
incidents, these imaginings may strike one as optjoas not
mandated especially by the music itself, and socoatributing
to a fictional world of the musical work. (They maglong to
the world of the listener’s imagination, however).

(Walton 1994, p.52)

Thus far, we have outlined three layers in whichtisptemporal impressions
begin to form; those of sound objects, those dofregftial objects and those of
aspects. A work may only include one of these layElowever, they may also
include elements of all three. All three layers uieg intentional acts of
consciousness on behalf of the listener. Soundctsbgre already concretised,
determinate formations. However, both referentlgeots and aspects are open
to a degree of indeterminacy and are thus filledbytthe active listener.”
(Kilpatrick and Stansbie 2011, pp. 55-58)

L This idea has certain parallels with Wishart'siotof landscapes (Wishart 2002), as
discussed in Section 4.1.2.
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Appendix Il: A range of Sound Diffusion Systems:

This appendix introduces three of the most famaffissibn systems, including:
the Birmingham ElectroAcoustic Sound Theatre (BEA$Section ILi), The
Acousmonium (Section 1Lii) and The Cybernéphoneorrfferly the
Gmebaphone) (Section IL.iii).

[I.i Birmingham ElectroAcoustic Sound Theatre (BEAST)

The BEAST diffusion system can be adapted to recaivinput from numerous
different audio sources, such as a CD player, D\dyqy, a live input or, as is
most often the case, a computer programme withsmoatic works pre-loaded.
BEAST, like all diffusion systems, has an internageicontrol interface that
regulates the signal being sent from the audio cgouo the loudspeakers.
However, this particular system uses a purposé-miking desk with sets of
faders controlling the level being sent to eachdspeaker (Harrison 1999Db,
p.124). The intermediate control interface reg@atee signal being sent to a
loudspeaker array which is based upon eight lowdsgrs (discussed in Section
2.1) known as the “main eight” (Harrison 1999b,24.1

The loudspeaker array used in the BEAST systenmignany cases,
expanded way beyond the main eight loudspeakensekder, at this stage there
is no standard loudspeaker arrangement (althoughite@rrangements may be
commonly found). Instead, the number and positidlowdspeakers used within
the array will depend upon the concert space thdteing used; some spaces
require more loudspeakers than others and it is pussible to arrange
loudspeakers in a standard format as concert spacadgably differ in their
shape and size. With this in mind, the BEAST systesly be adapted to include
side speakers in long, thin spaces, additionalreespeakers in wide spaces,
elevated front/rear speakers to fill lager spadesant/close speakers to create
the impression of proximity, and so on (Harriso®a9, pp.122-123).

The BEAST system benefits from various groupingiams which
enable sets of loudspeakers to be activated withvigdual faders. These
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grouping options are extremely useful when dealvith large number of
loudspeakers but invaluable when dealing with roloéihnel works, since they
enable the performer to make smooth and straighéii@r transitions between
various different multichannel rings within the ayr In addition to this, the
BEAST system offers various pre-set configuratiand transitions; whilst these
prove to be extremely useful when diffusing worksaolarge system their use

requires a substantial investment of time on thegfahe diffuser.

[1.ii The Acousmonium

The Acousmonium, a system devised by Francois Bayld Jean-Claude
Lallemand at the Groupe de Recherches MusicaledGRay include up to
eighty loudspeakers in a single performance. Tyssesn is often referred to as
an orchestra of loudspeakersn response to the (partially) asymmetrical
distribution of non-homogenous loudspeakers resegblhe groupings of
instruments found in an orchestra. The distinctrattaristics of the various
loudspeakers are central to the Acousmonium aridrdiftiate this system from
certain other systems which have symmetrical, hanisgd loudspeakers; for
Savouret, this affords a kind of variable shadihgttother systems do not

necessarily permit:

One notices a certain rejection of the idea of asemble of
high-fidelity rigorously homogenized loudspeakgrsssessing
a near-military precision of performance and bebawvin their
devotion to the common cause of the composition. tfie
totalitarian concept of sound-projection, | prefére high-
infidelity of loudspeaker pairs that allow variabkhading
during the diffusion. To the autism of an ensendflédentical
loudspeakers, | prefer the multiracial accents ofligparate
gathering.

(Savouret 1998, p.347)

The Acousmonium employs a mixing desk with fadessaacontrol interface.
However, given the large number of loudspeakerd uséhis system, individual
faders are often used to control loudspeaker grqiysoney 2005, p.201).
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Thus, by raising individual faders, one is abladttivate different sections of the

loudspeaker orchestra and thus diffuse the work.

[L.iii The Cybernéphone (formerly the Gmebaphone)

Christian Clozier has sought to clearly differetgtithe Cybernéphone, formerly
called the Gmebaphone, from the Acousmonium; Clodies not describe his

system as a diffusion system or an orchestra afldpeakers, but as:

[...] a huge acoustic synthesizer, an interpretatistrument
that the composer plays in concert, an instruntegit $erves to
express his composition, to enhance its structur¢hie benefit
of the audience, to bring it to sonic concretizatio

(Clozier 1998, p.268)

In this context, the termaynthesizers used in reference to the Cybernéphone’s
bespoke frequency splitting device, known as @mebahertzthis subdivides
an encoded audio signal into multiple frequency dsamwhich are then
distributed to the loudspeaker array (Emmerson 2pp8L51-152). The array
does not have a standard configuration but typicedinsists of around fifty
loudspeakers with limited frequency response bath#sencoded audio signal is
subsequently reproduced by loudspeakers with @iffefrequency responses in
different locations, thus: “[...] ‘spatializing’ ithrough frequency distribution
[...]” (Emmerson 2008, pp.151-152).

The Cybernéphone uses a bespoke mixing desk astemmediary
control interface. However, there are two primasgrinterfacing modes which
Clozier describes as: “manual mode” and “compussisted diffusion mode”
(Clozier 1998, p.269). In manual mode, the perfarhees direct control over the
signal being sent to a particular loudspeaker iadar, whereas the computer-
assisted mode allows various pre-set fader movesrterive triggered during a
performance. These pre-sets may be recorded irimea| directly from the
faders, or developed offline using a bespoke iatef Either way, computer-
assisted diffusion mode enables the performeratseehighly specific agential

acts that would be difficult to realise during afpemance.
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Appendix Ill: Composing for Performance

The six acousmatic compositions included in thefplio have been informed
by, and have informed, the development of the wariadeas presented
throughout this thesis. This appendix discussesith&orks in turn, aligns the
creative process with the development of the thimale research and
demonstrates how an understanding of the ontolbgatare of the acousmatic
musical performance may shape the act of compasifible ideas presented
below highlight a range of compositional intentiomsd motivations, reflect
upon acts of performance relative to the variouskaancluded in the portfolio
and offer a compositional rationale in which pemfi@ance is situated at the heart

of the aesthetic. This appendix may be read inuwartjon with Chapter 4.

Isthmus

Isthmus was the first piece composed during thigestigation. All of the

materials within the piece are based upon recosdfga string quartet; the
quartet performed scored fragments and respondegktigal instructions to
produce materials that were subsequently proceasedtransformed in the
composition studio. The intention was to estabbsimeeting point between
certain forms of modern instrumental music and ®rmf acousmatic
electroacoustic music, charting a transition frome oto the other. More
specifically, the intention was to consider corgagfing interests with regard to
sound spectra and the shaping of spectra over (@sidound in works of the
Spectralist and New Complexity schools and manynfoiof electroacoustic
music).

The piece was originally intended to be a singlevement work.
However, the composer had access to a sound diffissistem at several points
during the compositional process and was ableidbghrases and fragments in
advance; this led to the creation of a three moverfeem. The source-bonded
instrumental recordings were extremely gesturalweieer, trials revealed a
disconnect between those instrumental gestures assibciated diffusion

gestures; an active diffusion had the (unwantefidcebf rupturing the source-
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bondings, which were (and are) central to the a#isthit seemed more
appropriate to situate the source-bonded soundkeafront of the audience,
relative to their assumed real-world positions.fiifon trials also suggested
that it would be difficult to create transitionstiveen source-bonded and non-
source-bonded sound materials; the listener retamsmpression of source-
bonding throughout the piece and, even though themals themselves may be
transformed or disguised, this seemed to impach tipe choice of agential acts,
since the performer tended to present all of thaendamaterials (source-bonded
or otherwise) relative to assumed source-bondedesp#®ccordingly, the three
movements served to highlight the gradual procdssaosition from source
recordings to processed sounds and aid the penfdsynkeaving gaps in which
source-bondings may be forgotten by the listener.

The composer found that performances of the caexblpiece were
more successful in smaller, acoustically treatealcep and less successful in
certain larger reverberant spaces; the source-lbloma&terials communicate
information relative to the recording situation aind larger concert halls, this
often created spatial dissonance (discussed ino&ett3). Spatial dissonance,
which may be particularly noticeable in the firsbvement, is not necessarily
encountered throughout the work and was deemeed podblematic.

Performances also revealed something positive;fdha of the piece
could be further clarified through the use of ag@racts. By rooting the source-
bonded materials relative to their assumed realdvgrositions and by
employing agential acts to gradually dramatisentve-source-bonded materials,
the performer is able to chart the developmenthef piece and reinforce the
transition from recognisable to non-recognisabletemi@s. Despite this, the
source-bonded materials did not afford many inttgitve opportunities in
diffusion and, since the composer was interestethénrelationship between
composition and performance, this highlighted adn&®e explore non-source-

bonded materials in subsequent works.

Early Morning

In this case, the various sound materials derivenfa series of recordings of

numerous different pianos. The piano has beenliadigguised through the use
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of substantial sound transformation (in responghedindings outlined above).
Accordingly, the piece is not concerned with sodyoaded references but with
spectromorphological shapes and behaviours. Incptat, it explores Denis
Smalley’s notion of gesture and texture as fornpnigciples (Smalley 1997).
The composer noted that non-source-bonded gestoraterials diffuse
particularly well, since the performer is able topoy corresponding gestures
to further dramatise activities. As discovered dgrihe creation/presentation of
Isthmus the performer may use agential acts to reinfaré@m of the piece. In
this case, the performer may further dramatiseugaistnaterials and spatialise
textural materials, sinc&arly Morning charts a gradual intensification of
gestural activities interspersed with textural iintées.

During performance, the non-source-bonded gdstaterials afford a
greater range of interpretational opportunitiesntttee source-bonded materials
found in Isthmus; the performer is much freer to present the
spectromorphological behaviours around the lisgspace and thus explore the
specific diffusion system/concert hall that is dafale. The composer was
extremely fortunate to hear a performancéafly Morning by Annette Vande
Gorne (at L’Espace du Son, Belgium, October 20@é; Appendix V). Vande
Gorne’s approach to the various gestural matesalved to demonstrate a
degree of variability that is built in to the pie@performer may approach the
work in numerous different ways, without rupturiogcontradicting the overall
aesthetic. This suggested a new direction for tieestigation, ultimately
leading towards a greater understanding of thdioekship that holds between
works and performance; the latter must afford arelegf variability in the
former, and the composer was keen to understandttnevis possible and seek
to use this possibility as a creative device.

With the above in mind, an investigating the oogital nature of the
works and performances was inevitable. The writimjsRoman Ingarden
(1973a; 1973b; 1986) provided an ideal point ofatepe, ultimately leading
the composer on a path that led to Stephen Daweédhe notion of thick and
thin works (Davies 2004). Davies’ type-theory wdsady developed with
scored, instrumental works in mind and he refusesntertain the idea dhin

tape works. However, it was clear, given the abdigeussion, that acousmatic
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works may be ontologically thinner than their various inste® and, to
demonstrate this point, the composer decided tatera series of works that

explore the notion of thick and thin.

Parenthesis
Parenthesis was conceived as an ontologicddly acousmatic work. The
various granular, noise-based materials are natcechonded and are, on the
whole, extremely active whilst further exploringetmotion of gesture and
texture as forming principals. Most of the mateviatere developed through
various performative acts in the composition stuaha the use of recognisable
sound processes and transformations encouragesotegttal listening. The
composer hoped that the use of such materials weadldrd manifold
interpretative options during performance, paracyl given the performative
nature of the compositional process. As the coitipaal process developed, it
became clear that the intention to create an esyerthin work was
overshadowing the composer’s interest in musicahfoAccordingly, various
structural points (discussed in Section 4.1.3) westablished, ultimately
serving to connect and organise the sound-worldes&hpoints may be
reinforced during performance; the performer mayplemspecific agential acts
each time a structural point is encountered (asudied in Section 4.1.3).
Parenthesidunctions particularly well in a wide range of pmrhance
spaces and situations; the performer is able imdate their interpretative ideal
in accordance with the specific concert venue andoi restricted by source-
bonding or broader process functions. A performantd BEAST (Sonic
Spatial Perspectives, Leeds Metropolitan Universignuary 2009) enabled the
composer/performer to explore a range of interpeetiptions that has not been
considered during the compositional process. Tlasified an idea that was
starting to emerge; acousmatic works are schematieterminate formations
that are completed during the act of performanceeiation to the specific
venue, diffusion system and associated contexfifiaidances and constraints.
Thus, at this stage in the investigation, the m@ship between acousmatic
works and their performances had become clear andtd doe described in

relation to Davies’ type-theory.
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Point of Departure

After creating an ontologicallghin acousmatic work, it seemed prudent to
compose something that was extremétjck, this would enable a further
exploration of the work/performance relationshipilethsuggesting ways in
which performers must deal with thick works duritige act of performance.
Source-bonded materials had been considered dthagreation ofisthmus
producing a relatively thick work. Accordingly, shinvestigation considered
whether it was possible to create an extremelyktiwork using abstract (i.e.
non-source-bonded) materials.

The above goal was achieved using a spectralthabtunderpins much
of the first 16 minutes of the piece. The speatval is omnipresent, suggestive
of immersive states and relatively inactive (exdepta brief melodic sequence
in the middle of the piece). Accordingly, it is gi@gtive of a relatively inactive
diffusion in which the performer surrounds thedistr in the ensuing texture for
large sections of the piece. Gestural materialewdauated (simultaneously and
sequentially) alongside the spectral root. Howetleg, performer will struggle
to deal with these gestures during the act of perdoce, since they are heard
relative to the spectral root.

The piece received fewer performances than otirerthe portfolio
(possibly due to the 22'04” duration). However, tvperformances were
particularly revealing. Firstly, the diffusion sgat at MANTIS (MANTIS
Spring Festival, University of Manchester, Marcto2ppresented both a distant
and a proximate ring of loudspeakers. These weee ts situate the spectral
root (and the associated gestural grains) clogbddistener at the opening of
the piece to create the impression of proximateespa transition from the
proximate ring to the distal ring served to foregrd the broad process of
accumulation (discussed in Section 4.1.3) and erda impression of distal
space. Secondly, a performance at the BourgesvBegBourges Festival,
IMEB, June 2009) highlighted the value of Christi@lozier's Cybernéphone
and, more specifically, the Cybernéphone’s besgmauency splitting device,
known as theéGmebahertZdiscussed in Appendix Il). Very few agential acts

were involved in the presentation of the piece. Ewsv, theGmebahertand
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the fifty or so loudspeakers with limited frequenmegponse bands, spatialised
the work through frequency distribution.

Escapade
After composing thin, thick, source-bonded and souorce-bonded works, it

was worth considering whether all of these varimegerials, techniques and
intentions could coalesce within a single piececdkdingly, Escapaderesents
a broad range of musical materials, is charactfigea slightly more complex
global structure and was considered (at least duhe act of composition) as
both a thickand thin work, with different sections of the piece arihg a
variable range of interpretative options. Further this, the composer had
become much more familiar with a range of differéiffusion systems and was
now able to consider acts of composition relatoveuch systems; finding large-
scale diffusion systems much more rewarding (botteims of performing and
listening),Escapadenvas composed with large performance systems il rfiin
was to be premiered by Annette Vande Gorne ondtgeldiffusion system at
L’Espace du Son). Accordingly, broad orchestraltges were employed as
source-sounds, since it was assumed that thesevatik particularly well on
larger system, offering the possibility of creatipgwerful gestures in the
listening space. These were presented alongsigeswaall granular materials to
create a clear contrast between micro and maarotstes in the work.
Performances dEscapadehave proved to be the most rewarding (from

the point of view of the composer/performer (angdfally the listener)). The
diverse range of sound materials within the pidbe, relationship between
source-bonded and non-source-bonded sounds andpehspectival shift
initiated by both micro and macro forms suggestgeitome range of different
agential acts that can showcase various differspéas of a diffusion system

whilst also reinforcing the structure of the work.

Fractions
When starting this investigation, multichannel casifon was extremely
appealing. As the research progressed and the dfleaeatingthin works

became apparent, multichannel composition seemeth ness appealing; such
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works are, on the whole, extremely thick, sinceytlwfer the performer
relatively few interpretative options. Accordingl¥ractions was originally
conceived as #in multichannel work (in so far as the idea of mii&aonel
performance interpretation was considered duriegcimpositional process). In
order to achieve this, the piece is based uporxplomtion of Denis Smalley’s
notion of space-form (Smalley 2007); whilst thefpemer cannot necessarily
sculpt multichannel gestural materials in the penfance space, i possible to
expand and contract spatial images across multiplétichannel rings (as
discussed in Section 4.1.5).

The finished composition was designed with expuesagential acts in
mind. However, performances of the work have (tfar3 been limited by
contextual constraints (discussed in Section A@pe of the diffusion systems
have offered more than one multichannel ring asda aesult, the piece has
always been played back (with some relatively micanrective agential acts).
The piece was composed in studio 2 at Elektronnstigikon (EMS); this
studio, which is very large, resembles a small ednisall and therefore suits a
compositional process that foregrounds both theresgion of space and
performance. Despite this, the composer has bewanesly dissatisfied when
listening in smaller studio spaces; many of thdiapenages that were clear and
coherent in the studio at EMS are destroyed in lemapaces and, as a result,

the spatial form is transformed beyond recognition.
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Appendix IV: Compositions/Programme Notes:

IV.i Isthmus

Stereophonic acousmatic work (composed in 2005)

Duration 10’05”

The entire sound-world of Isthmus is derived fromlosand ensemble
performances of three string instruments: the wjolviola and cello.

Transformations in the first movement maintain asel relationship with the
timbre and performance techniques of these instntsnextending both natural
morphologies and textures, yet often regressingveal the source recordings.
On these occasions physical spaces, and the perferposition within them,

can be identified along with references to Modena @ontemporary string

music.

Transformations become more complex in the secondement, offering a
variety of timbral, rhythmic and sonic interactipnghich digress from the
original performances. The physical spaces becarheal; and instruments lose
their static positions, developing abstract spatiavements. References to the
source material become less frequent and transtbsuoends establish distinct

pulses and morphologies that evolve independently.

As the third movement begins, Isthmus has becomerely virtual space with
few references to its source. The title of the @iesfers to this progression but
suggests that the intimacy of Isthmus is beseb#t bnds by an immense and

impending mass.
Isthmus received Prix Residenceat the 33rd International Competition of

Electroacoustic Music and Sonic Art, Institut Imational de Musique

Electroacoustique de Bourges (IMEB) / Bourges 2006
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IV.ii Early Morning

Stereophonic acousmatic work (composed in 2006)

Duration 11'24"

Early Morning is derived from five piano performascrecorded in a variety of
spaces over a period of several years. These pwfmes incorporated both
traditional and extended instrumental techniquesiegating a wide variety of

gestural and textural materials. Although theseensls informed the overall

unity of the piece, sound transformations provednémgate the piano as a
recognisable source. Instead, the focus is uporgthdual accumulation and
dispersal of spectral detail; these broad contealsance the spatial impression,
suggesting the expansive shaping of physical lapks: The structure of the
piece was inspired by the peaceful awakening adaaty morning scene and its

illumination in first light.
Early MorningreceivedFirst Prizein International Competition of Acousmatic

Music “Métamorphoses” (Category A). Musique et Raches (M&R),
Belgium 2006.
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IV.1ii Parenthesis

Stereophonic acousmatic work (composed in 2008)
Duration 8'54”

In memory of Leon Morahan-Stansbi&! August 1973 — 18 August 2004.

The source materials fétarenthesiglid not have fixed pitches or pitch-centres
but were derived from synthetic and recorded nbassed sounds. These were
explored through various distortion and granulagwacesses and shaped into
rhythmic pulses and iterations. The piece is carexwith the articulation of
energy and speed through the accumulation andrdedpaf noise-based phrases
and structures and this brief digression from myali€ompositional approach

inspired my choice of the title.

Parenthesiswas composed in Studio Circé at the Institut haéional de

Musique Electroacoustic de Bourges (IMEB), France.
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IV.iv Point of Departure

Stereophonic acousmatic work (composed in 2009)

Duration 22'04”"

The formal character dPoint of Departurewas largely predetermined, being
based upon a single (sonic) shape that has singamejric features, such as
points, lines, planes, curves, and so on. The skaprges gradually — at the
start of the piece disparate micro-sounds slowltheya eventually fusing to

establish a unified spectral mass. Later on, thma@gnt dimensions of the mass
start to fluctuate; defined pitch-centres emerge apatial boundaries are
articulated by shifting spectral contours. Ultimgté wanted to transcend these
boundaries and | spend a considerable time segréhiran appropriate point of

departure...

Point of Departurevas composed in Studio Circé at the Institut lmaé&onal de
Musique Electroacoustic de Bourges (IMEB), France.
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IV.v Escapade

Stereophonic acousmatic work (composed in 2010)

Duration 9'44"

Escapadevas composed using tiny fragments of sound. Asthe of the piece,
the individual fragments are not perceived. Insté¢hdy are so densely packed
that they (perceptually) fuse into much larger guites; one hears the source
recordings, which are largely, but not entirelyclmstral. As the piece
progresses, the individual fragments become inorggsprominent; they no
longer fuse into larger structures and are subselyuperceived as discrete
units or entities. In this respe&scapadevas inspired by pointillistic painting —
a technique in which small, distinct points of aol@re used to form a larger

image.

Escapadevas composed in the studios at Musiques & Rechsydelgium. |
am extremely grateful to Annette Vande Gorne forhgespitality and support.

Escapadereceived First Prize in the Third International Competition of
Electroacoustic Composition and Visual Music, Dks$e Foundation,
Argentina, 2010. It was also a Finalist in the MHternational Competition for
Composers “Citta di Udine”, Italy 2010.
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IV.vi Fractions

Multichannel (7.0) acousmatic work (composed in201

Duration 9'10"

Fractionsalso has a stereophonic version, duration 9'10”

Fractions explores Denis Smalley’s notion afpace-form— an approach to
musical form which privileges space as the primagrrier of structural
coherence (Smalley 2007). The piece opens wittouar{frontal) perspectival
spaces. These gradually develop outwards, movendrthe listener, expand
into circumspace, and ultimately egocentric spésewith previous works, the
various gestural materials become increasinglyvactis the piece develops
before fusing into a dense textural mass. In thsegcgestural space transforms
into textural space and, although temporality remasignificant, this spatial

transformation is central to the structure of tineshed piece.

Fractionswas composed in 2011 at Leeds College of Music (),ANK, and
Elektronmusikstudion (EMS), Sweden; the piece woutd exist without the

generous support of these two institutions.

Fractions is dedicated to Dale Jonathan Perkins (LCM), icogaition of his

encouragement, his enthusiasm and his music.

The 7 tracks are labelled as follows:
Fractions C
Fractions L
Fractions R
Fractions LSS
Fractions RSS
Fractions LSR
Fractions RSR

174



The Acousmatic Musical Performance: an Ontolodiceéstigation

The following diagram shows how the 7 tracks shdaddnapped to the various
loudspeakers (in performance, all of the tracksukhbe summed and sent to a
sub):
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Appendix V: Performances

V.i Isthmus

Bourges Festival, Bourges, France, June 2007

Royal Musical Association, Keele, UK, 25th May 2007

SPNM, Institute of Contemporary Art (ICA), LonddoK, April 2007
EAR-Drum Festival, Dublin, Ireland, March 2007

Mini-BEAST Concert, Birmingham, UK, 6th Decembet080

City University Concert, London, UK, 24th Octob&(B

11th International Festival of Electro-Acoustic NysHavana, Cuba,
March 2006

10th Santa Fe International Electroacoustic Festi8anta Fe, USA,
March 2006

Royal Musical Association Research Students Contereleeds, UK,
4th — 5th January 2006

City University Concert Series, London, UK, 13thdember 2005
Sound Café, Roxborough, Scotland, 26th Novembeb 200

York SightSound, York, UK, October 2005

404 Festival, Argentina, 2005

Sonoimagenes, Festival Acousmatica y Multimediag 2326th August
2005, Buenos Aires, Argentina

DMRN Summer Conference 2005, The University of Gtag, 23rd —
24th July 2005, Glasgow, Scotland

Rhymer Auditorium, York, UK

‘Soundworks Live’, ArtTrail Soundworks 2005, Cofkyropean Capital
of Culture 2005, Ireland, 29th June 2005
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V.ii Early Morning

The Electroacoustic Project: Festival Oktober 20ARademie der
bildenden Kinste, Vienna, Austria, 6th October 2012

n.one6, Leeds College of Music, Leeds, 16th May8200

Royal Scottish Academy of Music and Drama ConcestieS, 10th
December 2007

Soundwaves Festival, Brighton and Hove, 17th — ddtre, 2007

11th Santa Fe International Electroacoustic FestWarch 2007
Echochroma 1, Leeds Metropolitan University, 18¢bfaiary 2007

City University Concert Series, UK, 27th Januar@20

EAR-plugged Festival Programme, Dublin, Irelandy 8t9th December
2006

CAVE Festival, Taipei, Taiwan, 25th November 2006
Electroacoustic Election Day Concert, Highline Coamity College,
Des Moines, USA, November 2006

404 Festival, Argentina, November 2006

L’Espace du Son, Brussels, Belgium, October 2006

VI Festival Internacional de Musica ElectroacustiigaSantiago, Chile,
Ai-maako 2006, October 2006

Bellingham Electronic Art Festival (BEAF), Bellingn, USA, October,
2006

Sonic Art Group Meeting, Leeds, UK, 16th Septenii6

Digital Music Research Network (DMRN), Goldsmitiz&2nd — 23rd
July 2006

Epsilonia Festival, France, 4th May 2006
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V.iii Parenthesis

SoundCrawl: Nashville, Nashville, USA, 2nd OctoB8d0

New Media Fest'2010, Cologne, Germany, 28th JudthJuly 2010
Music under the Influence of Computers, San DiddBA, 21st April
2010

City University Concert Series, London, UK, 16thigta2010.

UNC CHAT Digital Arts Festival, North Carolina, USA6th — 19th
February 2010

Echochroma v, Leeds Metropolitan University, UK,tH4December
2009

Channel Noise: Electronic Music, Georgia Southeniversity, Georgia,
USA, 1st October 2009

Sound and Music Expo, Leeds, UK, 26th Septembe® 200
Scarborough Electroacoustic (SEA), Scarborough, LiKh September
2009

ICMC, Montreal, Canada, 16th — 21st August 2009

FILE Electronic Language Festival 2009, Sao PaubB 27th July -
30th August 2009

ICMSN 2009, Listening Room, Keele University, Kedl#K, 2nd — 5th
July 2009

FOCAM, Leeds, UK, 14th May 2009

SCI, Society of Composers, Inc. 2009, College ait&de, Santa Fe,
USA, 2nd — 4th April 2009

SoundLab VI, Cologne, Germany, March 2009

EuCuE xxvii, Concordia University, Montréal, Cana®dth January
2009

Sonic Spatial Perspectives, Leeds Metropolitan ensity, Leeds, UK,
6th January 2009

IMMArts, Illinois, USA, 10th November 2008
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V.iv Point of Departure

- Echochroma IV, Leeds, Leeds Metropolitan UniversB§™ February
2010

- EMM, Kansas, USA, 5th — 7th November 2009

- Bourges Festival, IMEB, Bourges, France, 4th JWpG92

- n.one-7, Leeds College of Music, Leeds, UK, 1st 4699

- City University Concert Series, City University, haon, UK, 31st
March 2009

-  MANTIS Spring Festival, University of Manchester,akthester, UK,
7th March 2009
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V.v Escapade

ISCM World Music Days 2012, British Panel Selecti@®lgium, 25th
October — 4th November 2012

Sound Junction 2012, Sheffield University, UK, 9time 2012
INTIME2011 Symposium, Coventry University, 23rd 5t2 Sept 2011
Festival Futura 2011, Crest, Dréme, France, 25t8th August 2011
International Computer Music Conference (ICMC) 20#Huddersfield,
UK, 31st July — 5th August 2011

CONCIERTOS PHONOS 2010-2011, Concierto acusméBencelona,
Spain, 8th June 2011

Image and Resonance, Mar del Plata, Argentina,J2nd 2011

N.one9, Leeds College of Music, Leeds, UK, 1st Apoil1

Diffusion Concert, Edge Hill University, UK, 4th Mgh 2011

Art of Record Production Conference, Leeds Metribv@ol University,
3rd — 5th December 2010

Exploring the acousmatic fabric of space, City Wmsity Concert
Series, London, UK, 2nd November 2010

Sunday Night Multimedia Series: “Virtual Playgrotniontana State
University Department of Music, USA, 10th Octobér 1

Pixilerations, [v.7], Providence, Rhode Island, 3@eptember — 10th
October, 2010

Sounding Out 5, Bournemouth, UK, 9th September 2010

The New Zealand Electroacoustic Music SymposiumEMZ) 2010,
Auckland, New Zealand, 1st September 2010

Sound Junction, Sheffield University, UK, 30th M2§10

FOCAM, Leeds University, Leeds, UK, 12th May 2010

Music under the Influence of Computers, San Diddg8A, 5th May
2010

Echochroma VI, Leeds Metropolitan University, Leed&, 27th April
2010

Concert de Creations, Musique et Recherches, Bsj€8elgium, 21st
April 2010
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V.vi Fractions

International Computer Music Conference (ICMC),\akia, 9th — 15th
Sept 2012

NoiseFloor 2012, Staffordshire University, UK, 4ffay 2012
International Forum for Innovations in ProductiondaComposition
(IFIMPaC), Leeds College of Music, Leeds, UK, 26tA7th April 2012
Echochroma VIII, Leeds Metropolitan University, ldse UK, 28"
November 2011

FEASt Fest, Miami, USA, 8th November 2011

City Sounds, Flykingen, Sweden, 26th October 2011

City Sounds, IDKA, Gavle, Sweden, 25th October 2011
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