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The Intexnational Computer Music
Conference was held in Beijing,
China, a bustling city with its feet
in the 15th century while reaching
toward the 21st. Scant weeks before
ICMC “99, Beijing had finished a
“refurhishing” to celehrate the 50th
anniversary of the People’s Repub-
lig, 5o the city was in fine form two
receive the computer music delega-
rion, Eyen thongh it was sometimes
hard to tell just by looking arcund,
China still considers itself a devel-
oping nation {the first to host an
ICMC). This vccasion presented an
unparalleled opporrunity to show-
case computer music o an audience
unfamiliar with the medinm. Appar-
ently a large media centingent cov-
ered ICMC '99, including China
Central Television (CCTV}, China
Education Television {CETY), and
Beijing Television [BTV), which pro-
duced docurpentaries in addition to
live broadcasts, China National Ra-’
dio and Beijing Radio played music
and interviews. Newspapers pub-
lished articles, and periodicals such
as Time maga=ine {Asia edition),
Cosmopolitan (China edition),
China Dailv, Ghina Youth Duily,
Bedfing Youth Daily, Music Weeklv,
and others contributed to focasing
attention on the ICMC and com-
puter music, with a potential audi-
ence in the tens of millions.

There were likewise many compli-

cations associated with holding the
conference in a country still “under
construction.” People in the West
tend te take infrastructure for
granted—little things like dependable
slectricity, a drinkable water supply
{and public restrooms with flush tei-
lets]. Luckily, while technical diffi-
culties did eccur, they &id sot
predominate events. As far as we
know, no delegates had any problems
convincing customs officials of their
harmlessness. Unfertunately, we
Found out later that the single com-
missioned installation—Cross-Talk—
was delayed because of customs
issues, and so wasn't active until
nearly the end of the conference.

Beijing is a city full of interesting
sights and wonderful food. Most del-
egates took at least one day off from
the conferencc to go sightseeing;
who could resist the lure of the For-
bidden City, the Summer Palace, or
the Temple of Heaven? From our
first meal in China to the last, din-
ing was an adventure. The handful
of delegates wha spoke Mandarin
found themselves in high depsand as
dinner companions. One night with-
out such assistance, we found our-
selves confronted with a smiling
waiter bolding a netted live fish in
one hand and two blinking frogs in
the other! Sadly, we missed the offi-
cial ICMC banguet, but surcly the
legend of the camel pews will be
told in computer music circles for
generations to come.

Most delegates stayed at the
Beijing Friendship Hotel, an impres-
sive multibuilding complex 1545
min away from the university {de-
pending on traffic). The Friendship
housed several restaurants, two bars,
a few little shops, and a business
center with an agonizingly slow”
Intemer connection and Microsoft
Word in Chinese! There was a paid
lunch plan at the university, but we
chose to fend for cursclves. On the
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last dav, we broke down and ate
with everyene clse on campus and it
was a congenial atimosphere, condu-
cive to meeting new people and re-
newing old friendships. While all of
the papers cdn be read in the pro-
ceedings, and much of the music ap-
preciated just as well on disc, there
really is no substitute for the cama-
raderic of swapping stories with
grizzled veterans and voung piuks
alike, feeling the sense of commu-
nity, of invalvement, of cellectively
shaping the future of music.

Full ¢redit for a smooth-running
conference should be giver w josef
Fung for the extraordinary fear of
stepping in 45 conference chair refa-
tively late in the planning process.
‘The originial conference chair, Pro-
fessor Gong Zhenxiong, from the
Department of Physics ar Peking
University, mitially presented a
hosting proposal in 1997, which the
[CMA board accepted. In November
of that year, be traveled to Japan in
order to raise funds and open a dia-
logue with the many music-oricnted
corporations there, While in Tokyo,
he fell seriously ill. to the point
where he could not continue as con-
ference chair, and Peking University
felr it had no alternative bur to
withdraw from the project. This oc-
curred in April 1998, Josef Fung was
by then aware of the situation, and
soon after decided be was willing ta
take it on. So, first we should thank
Frofessor Gong Zhenxiong for initi-
ating the process and tuming our
eyes toward Bedjing, snd wish him
well on his way to recovery. Sadly,
he was not able te attend the [CMC
he originated. Second, we should all
thank Josef Fung and his wife Chang
Yan, for taking up the yoke and car-
rying ICMC ‘98 through to comple-
tion. Withour their selflessness and
stamina, there may have been no
ICMC at all this year. If even half of
the media exposure surrounding
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ICMC ‘99 hit its mark, the world-
wide audicnee for compurer music
could well have doubled, and this
year could hecome known as a wa-
tershed moment in our field. Re-
gardless, it is certain that ICMC *99
will hold a special place in ail our
collective memories.

We hope we have given you a
sense of the surroundings at ICMC
‘59—the simultanecus culture
shoek and delight made up & signifi-
cant part of the conference experi-
ence. But to move on to the relative
familiarity of the computer music
world, things for the most part were
business as usual.

Congerts

With the exception of a dance con-
cert on 23 Qctober, all concerts were
held at the Tsinghua University Au-
ditorium, a 20-min walk fron: the
Tong Fang where the paper sessions
were held, The auditorium itself was
essentiaily a stone cube with a high
domed roof, housing an eight-chan-
nel sound system with half of the
speakers positioned in or on regular
seats. These were not roped off in
any way to prevent unwitting audi-
ence members from sitting too close,
50 SOIRC CONCSTE-ROCIS Ware Yery sur-
prised at the amount of sound in
their vicinity.

Many International Computer
Music Association (ICMA] members
noted that this year's concerts re-
ceived the most local interest they
could remember. The area ourside
the conrert hall was wsually packed
with bicycles, and the Chinese stu-
dents in the audience almaosc zlways
outnumbhered the conferees. It was
certainly a new experience to attend
a coneert with 2 mostly Chinese au-
dience. People strolled in, sat down,
staod up, and moved around with-
our regard to beginnings or endings
of pieces. Cellular phones and pag-
crs went off regularly, and there was
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nsually 2 large group in the back of
the anditorium conversing in not-
so-hushed tones. While initially
quite distracting, we soon let go of
our Western fdeas of decorum and
learned to ignore the environmental
noisc Boor, Once in 2 while, a well-
timed cell-phone ring or vocsl out-
burst added a surprisingly cffective
aleatoric element to the music.

1t was wonderful to ses so much,
local interest in the ICMC. Televi-
sion cameras were evident at all of
the evening concerts, broadcasting
computer music to over a million
viewers and listeners. The dance
concert, the only performance that
wasn't free to the public, com-
pletely sold our, and people were ac-
tually scalping tickets on the street.
This is definitely a situation future
conference organizers should aspire
to {though perhaps not the scalping).

Most days followed the same for-
mat of a tape concert at 1;00 PM
and a themed concert at 8:080 PM.
Themes included featured compes-
ers of instruments, dance, and mul-
timedia. Unfortunately, the
afterncon coneerts were not well at-
tended by delegates, in part because
it tvas almost impossible to hear the
late-morning paper session, cat
iunch, and get to the aftemnoon con-
cert an time. On the second day the
schedule was even more hectic,

with an extra concert at 5:00 PM
featuring guitarist Norio Sato.

There were far fewer technical dif-
ficulties than most people expected.
Only two of the interastive pleces at.
the conference had to be presented in
tape form. Andrea Beckham danced
to a video and tape of Russell
Pinkston's lovely piece Alf Round
Me. because the interactive dance
floor and video tracking system were
too difficult to ship. ¥e Sung Lee's
piece, Der Wanderer, was also plaved
on tape, because it proved impuossible
+to obtain a MIDI grand piano. Judith
Shatin’s interactive fute work,
Kairas, suffered a few technical prob-
Tems, but was moving despite some
unwanted distortion, Luckily, her
piece was selected for the official
conference CD, so we can hear how
an ideal performance might have
sounded. Interactive pieces continue
tv be the most challenging to per-
form and produce, so it's gratifying
to see that both of next year's ICIMA-
commissioned works will involve in-
teractive elements.

We were dismayed that three of
the live instrument-and-tape picces
were presenited by playing recordings
of live performances, The pleces
were not nearly as eHective as they
could have been; the intimacy of the
performer and his or her instrument
combining with the tape was lost.
Should picees be pulled from the
pregram i they can’t be pedormed
properly? Whose decision should it
bei Many other composers were ¢on-
cerned at this turn of events, but no
one had 2 definitive solution.

The most significant criticism
with the concerts concemned general
organization. Most had at least one
order change, but they ware not writ-
ten anywhere and were only an-
nonnced [none too loudly} at the
beginning. This was a particular
problem with the afternoon tape con-
werts: there were ne visual cties to
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help the sudience distingpish be-
TWCCH picees, MOSt COMPOSCrs Were
absenr so we couldn’t peek to see
who was running the console, and of
course the program notes often bear
only remotely on the music, Would
it have been so terrible to announce
the composer and name of the work
before each pince, or at the very least
past a revised program in the lobby
for reference? Even so, by far the
wurst snafu happened the nighe of
the dance concert. On every printed
schedule we had been given, the
¢vent was listed as starting at 8:00
PM, but when we arrived on time,
the concert had actually begun 45
minutes eatlier. Ironically, we had
received our tickers the very first day
of the conference and on the back
was stamped “715,” but somehow no
one made the connection, and there
was never any mention made of the
time change. The concert itself was
amazing, and everyone who came
late was sorely disappointed they
had helplessly missed the entire first
half. Not anly that, but we had alsa
defavlted our assigned seats, so we
ali had to watch from the very back
af the upper-level balcony, barely
able to see the stage.

The Beijing Modern Dance Com-
pany did an incredible job choreo-
graphing and dapcing ro computer
music, Josef Fung and Vincent
Gagnon’s work, Blood, was cspecially
effective, with at least 35 dancers in
red bodysuits rolling, crawling, and
prapelling themselves fluidly across
the stage. The chorengraphy itself al-
most scemed granular, with the dane-
ers demanstrating independently
general tendencies, but na specific in-
terrelation until at one point they
gonverged to form a beating heart.
Other imaginative choreography in-
cluded 2 trio with a man, woman, and
newspaper, and extra dancers that ap-
peared for only seconds each within a
10-min picce, While the nse of the tog

machine was a bit excessive, the per-
formance was consisrently engaging,
both visually and aurally. We've
heard it said that for dance, the best
the music can hope for is to “not get
in the way.” In this concert, the mu-
sic rose well above that standard, em-
bracing, enhancing, and inwnsifying
the choreography. But to be fair, the
wight oruly belonged to the dancers,
whao were nothing short of stunning
throughout.

The only other concert that came
clase to matching the visial magnifi-
cence of the dance spectacle was the
final night's multimedia coneert. Jo-
seph “Buteh” Rovan's Gontinunities I
was a triumph of combining art and
technelogy. Mz. Rovan used a stylish,
evber-looking glove controller to trig-
ger samples of a short poem by
Archie R. Ammons. While some con-
cert-goers were disturhbed by the bla-
tant appearance of the glove, we
enioyed the contrast of a stark tech-
nological deviee producing rich musi-
cal texrares. The six “scenes” of the
piece were each internally cohesive,
and the eatire work took the audi-
ence on 3 journey from the concrete
to the abstract, demonstrating a re-
warding sense of multilayered strue-
rire. Curve Air 4, by Kazuo Uchars,
was fascinating to watch ag the com-
poser set multiple pendulums in mo-
tion then sat at the computer to
manipulate the data, weaving cosmic
video imagery with the sound.

Reflets/Vitesse, by Toder Todoroff,
fearured an almost comical black-
and-white ¥ideo of a fast ride
through the ciry of Paris shot in
1925. The music matched the video
in its unceasing drive to the end. Jo-
seph Hyde's Zoerzope, relocated from
an carlier concert, seemed tabea
trerrendously vonsual mentage of
images and static, interlaced 40 85 to
be nearly indistinguishahle. We
thought the visuals, halfway be-
tween apprehension and discontinu-
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ity, conscicusness and dream, power-
fully reflected the musical score.
Imagine our surprise when the cred-
fts came up and were still distorted;
we heard muners later that the whole
viden had undergonc some strange
NTSC format-translation error. We
were unable to conlinm whether or
not this was the case, Unfortunately,
one of the works we had most looked
forward to, Pacific Dragon, by Barry
Truax, was not shown.

As always, the evening concerts
were the highlight of the confer-
ence, but this year's afternoon con-
ceres were particularly
disappointing. Many composers felt
the Jong trip to China was not
worth the expense and travel time.
As the week progressed, afternoon
concerts had smaller and smaller
audiences. While Kenneth Fields
and Vincent Gagnon did admirable
jobs standing in at the console, they
could not know the pieces as well as
the composers, It was obvious when
the composer was actually running
the board, cven though some were a
little confused at firse by the fancy
digital Mackic hardware. Paul
Koonce spent an entire hour equal-
izing his piece beforehand so it
would sound fust right in the hall,
and it made a big difference in the
parfornzance. His Sreath and the
AMuachine was an ICMA commission,
and was one of the most successful
tape pieces delivered. He used the
single concept of the struggle be-
tween bedy and machine to produce
& many-layered, timbrally complex
work that rewarded attentive listen-
ing with evident form, echoing per-
baps the eternal tension and release
of breathing.

Apparently the jet lag, lousy air
quality, anusnal diet, and foreign
microbes took their toll on both of
us, as we taissed the keynote con-
cert where the other commissioned
work, Ambrose Field's Expanse Ho-
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tel, was premiered. The prevailing
opinion, however, scemed to be that
the Chinese virtuosi were not given
material thar truly enabled their wal-
ent to shine, This circumstance
happens too often, in which works
for special instruments or en-
sembles are requested on short no-
tice, and compaosers don'c have
enough time to learn the intricacies
of the new resources at their dis-
posal. But of course the clusiveness
of artistic perfection is a poor ex-
suse not to try, so kudos all round
to the compuosers and performers
who struggled with all the unfamil-
iar challenges and daunting opportit-
nities presented to them by the
Chinese milieu. With the exposure
that compliter music received this
year, there should be droves of new
{CMA members {rom China. They
will surely take the integration of
the avant-garde and the traditional
to a new [evel, alopg with scarching
out more common ground between
Eastern and Western musical cul-
tures. Baby steps so far, but whar an
auspicious beginning.

Papers, Pesters. and Demos

The papers, posters, and demos at
TCMC '99 for the most part reflected
the usual diet of steady progress,
practical development, and incre-
menta] refinement. $ynthesis tech-
nigues, interacrive systoms,
compositional assistants, audio ma-
nipulation software, analytical per-
spectives, and ncrwork-oriented
communications tools were all well
represented an the menu, along with
a few side dishes of musicology, arti-
ficial intelligence, and the occa-
sional morsel that defied
categorizadon, For better or worse,
it was simply impossible to digest it
all—scssions overlapped one another
to such an extent thar even dedi-
cated connofsseurs had to pick and
choose which items to try, On the
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other hand, so many courses meant
there was plenty to satisfy ¢ven the
heartiest appetite. Rather than at-
tempt to consume everything, we
decided to sample a wide variety of
the rich assemblage of appetizers,
entrees, and aperitifs presented in
the hopes of identifying some pre-
dominant spices and distilling the
essence of this year's cuisine for
these who preferred to dine at home.

For various reasons, the ITCTMC no
longer seems to be the event where
major developments in the field of
computer music are announced any-
more. Because of the Internet, ev-
eryone is aware of important
happenings long before the confer-
ence convenes, As a result, there is
no overall bucz of anticipation, and
not much to ignite the entire
community’s interest. Of course,
there are plenty of significant and
fascinating projects going on in vari-
ous niches, and the proceedings are
packed with valuable information if
you are willing to dig for it. And
perhaps it 1sn't appropyiate for an
academic conference to generate the
same kind of hype 45 an AES [Audio
Engineering Societyl o SIGGRAPH
{Assocliation for Computing
Machinery’s Special Interest Group
on Computer Graphics and Interac-
tive Techniques] or NAMM (Na-
tional Association of Music
Merchants), but wouldn't it be fun
to have something revelatory to
loak forward to every vear?

The closest we came to such a wa-
tershed moment was the declaration
that iMax, IRCAM's interactive plat-
form of the future, has been released
as fully open-source software under
the GNTJ public license. Although
IRCAM is surely hoping to hook us-
crs on the platform in expectation of
selling supplemental add-ons, it was
still a brautiful gesture,

The jMax announcement under-
scored a common theme: source-

code availability is becoming the
norrn in our field owce again. Doz.
ens of projects presented this year
have made source-code available on-
lice, including the Synthesis
ToolKit {STK) of Perry Cock and
Gary Scavone, CNMAT’s {Center
for New Music and Audio Tech-
nologiesj Sound Description Inter-
change Format (SDIF}, Grame's
MIDIShare, InSpect/ReSpect from
Sylvain Marchand and Robert
Strandl, Common Lisp Music frem
Fernzndo Lopez-Lezcano and Juan
TPampin, the Sound Processing Kit
by Kai Lassiolk, and the venerable
RTemix originally by Paul Lansky,
as well as most of the extensions to
RToemix such as Patchmix from
Mara Helmuth. In addition, many
projects that are not open sgurce
themselves have refocused their pri-
miary development from some pro-
privtary platform to Linux,
promoting at least independence
from closed operating systems and
even from hardware, to some extent,
Dave Topper from the University of
Virginia explicitly Jiscussed the
open-source phenocmenon in com-
puter music, and oHered compelling
arguments in its favor. The greatese
advantage is not so much the
price-—-open source does not neves-
sarily mean “free”—but rather the
potential for distributed develop-
ment, improved cross-platform com-
patibility, and the building of
peer-support communities rather
than reliance en autheritative, unre-
sponsive vendors,

We are all aware of how quickly
precious vears of investment in
mastering software can be endan-
gered when its fate is controlled by
corporate intetests. Perhaps we are
finally seeing the reversal of a trend
toward protectionism begun in the
Chowning years, and the dawning of
& new era of free trade. No doubt the
market for clectzonie music tocls
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will continuc to expand in size and
profitability, but if this growing
openness continues, it can valy lead
to more rapid transfer of new tech-
nigues from the lab into the hands
of compasers and performers, and
isn't that really the point? Asan
aside, ong frustracing aspect of col-
laborating as an on-line commumity
is URL decay; several papers pub-
lished links te project information
and software that had vanished by
the time the conference rolled
around, and ne search engine could
track them down, Obviously, in or-
der to fully participate in the com-
putter music community today, it's
crucial to have s findable and fune-
tional on-line presence.

All of the papers, postezs, and
demos were presented on the third
floor of the Tsinghua University
Tong Fang, the Sclence and Tech-
nology Building. There was one
large and ohe small paper room,
with posters in the hallway outside
and demos sharing space with the
lounge. The arrangement madeit
easy to flit from one thing to an-
other, but it often got hectically
crowded, and the marble hallway re-
verberated with competing posters
and passersby. There always seemed
to be enough scating, and ravely was
it difficult to hear or see 2 presenta-
don. The large room had a particu-
larly nice scxeen-projoction system,
and many people took advantage of
it with some fine PowerPoint slides.
In fact, the number of laptops
around was astonishing. Clearly, no
one was taking any chances on what
eguipment might be available,
though the resources provided by
the conference turned our to be con-
siderable. The resident stable of
iMacs went mostly unused, but the
LCD proiectors handled every plat-
form, resolution, and refresh rate
under the sun with nary a hiccup,
and nothing seemed to break down

seriously until s few cable problems
on the very last day.

The 1999 Swets and Zeitlinger
Distinguished Paper Award was ac-
tually one of the standout presenta-
tions of the conference. Who knows
why they scheduled it in the
smaller Toom, but it was packed to
standing room only. Dan Trueman
delivered a passionate deseription of
BoSSA: the deccastruered vielin re-
constructed BoSSA (Bowed-Sensor-
Speaker-Array] is a new instrument
designed by Mr. Trueman and Perry
Cook, from the music and computer
science departments of Princeton
TUlniversity, respectively. This in-
strwment “includes elements of
both-the violin's physical perfor-
mance interface and its spatial fil-
tering zudio diffuser, yet climinates
both the rescnating body and the
strings.” The components of BoSSA
ate the R-Bow, the Fangerbored, the
Bonge, and the Critter. Despite the
cute names, these ave sophisticated,
sensor-laden functional analogues of
the traditional bow, fingerboard,
strings, and body, though they fit o-
gether a Jittle differently, The R-
Bow gives four streams of data [two
force-sensing resistors and a biaxial
accelerometer relaying angle zad ro-
tation}, the Fangerbored yiclds seven
independent streams {one left-hand
linear position sensor—a single
“string,” four FSRs bencath the fin-
gers of the right hand, and another
dual-axis accelerometer), and the
Bonge provides four duta streams
{corresponding to four #bowable”
sponges resting on fixed FSRs). Be-
cause most performers have only
two hands, not all dimensions of
data are simultaneously available,
but since every stream can be
mapped independently, the possi-
bilities for penerating sustained
sounds with one contraller and then
manipulating them with another are
obvious. The final component is the
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Critter, a basketball-sized spherical
amay of twelve loudspealezs
Imounted in a dodecabedral confign-
ration) that can radiate sotnd
equaliy in all directions. Mr. Cook
and Mr. Trueman used prineiples
from their NBody project, which es-
sentially models the radiative im-
pulse response of various acoustic
instruments to reproduce arbitrary
resonance models on the Critter. Ba-
sically, the BoSSA can mimic the
resonant qualities of a violin, a
cello, a guitar, or any other instru-
ment whose impulse response can
be measured.

Technica] detaits aside, the BoSSA
seems to be a flexible and sensitive
instrument that takes advantage of
traditional violin skills whilc open-
ing up possibilities for interactive
real-time performance far beyond
the basic pitch-tracking commonly
used. Of course, so much depends
on the mapping, and we were
treated to, or perhaps teased with, a
brief segment of the frst piece writ-
ten specifically for the instrument,
Lobster Quadrilie. Unfortunately,
there was no demonstration of the
Bo$SA at ICMC '99; we hope there
will be one ready for ICMC 2000 in
Berlin,

It is, of course, impossible to do
justice to the 161 papers, posters,
and demos presented at ICMC ’$9,
so we will restrict ourselves to a few
words of other items of note,

Both by technical merit and mar-
keting blitz, SDIF, introduced a
couple of years ago by CNMAT,
seems to be gaining momentum,
Originally an “interchange format
for spectral descriptions of seund,”
it is being positioned 35 an open
standard for describing andio at the
abstraction level. As a format, it has
more in commen with Csound
scores and orchestras than a sample-
level bit-stream format such as ATFF
[Audie Interchange File Format]. Tt
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is conceptually similar to the Strac-
tured Audio Orchestra Language
[SAOL) format included in the
MPEG-4 specification, and one of
the papers detailed how data can be
cross-coded between SDIF and
SAOL in order to nse MPEG-4 de-
vices as “synthesis engines” for au-
die output. Objects for working
with $DIF in Max/MSP were also
presented. CNMAT, IRCAM, Xavier
Serra, and others have formed a
loose consortium commicted tor us-
ing and promoting SDIF, and as
tools continue to be developed and
made available, it looks to become =
very useful standard.

In “Learning Models for Interac-
tive Melodic Improvisation.”
Belindz Thom from Camegie-
Mellon described her work toward
etabling 2 computer to improvise
interactively with 2 perfonner—dis-
tening to what is being played and
fneorporating that back into its own
output—in an attemp: to simulate
the “handing-off” of material com-
mon to jazz and biues improvisa-
tion, So far, jt is only in the
development stage, buat her work al-
ready demonstraies real potential
for creating an autonOMCUs partner
with a musically scnsitive “car.”

X¥avier Serra demonstrated The
Musician’s Software Mall, a suite of
applications for working with the
technigue of spectral modeling syn-
thesis. SmsTools analyzes
soundfiles, SmsPerformer provides a
graphical interface for real-time syn-
thesis, Music Maker [formerly
StasComposex! zids in composing,
generating, editing, and synthesiz-
ing score files, and Drizzle {formetly
Vocem)| presents a graphical inter-
face for real-time granular synthesis,
‘The demonstration, on the Win32
platform, consisted mostly of ma-
nipulating audio in real time using
various graphical user interfaces
control synthesis transformation
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and filtering. The applications also
accept MIDI messages fox parameter
control. The intetfaces looked well
destgned and responsive, if a lictle
crowded. As with any sofrware of
this type, wying to make live music
by dragging widgets with 2 mouse is
tricky, but connecting more natural
controllers o real-time SMS pro-
cessing would be exciting. As the
authers admit, *SMS has, for some
time now, been developed and re-
searched with few applications to
composition and performance,” so
fortunately it looks like this shore-
coming is finally being rectifiad.

At the very end of the conference,
the annual ICMA members’ meeting
was held, to a notable absence of
fanfare. Perhaps one-tenth of the del-
cgation attended, not even filling the
smialler paper room, On the agenda
were the usual anpouncements of
personne] changes, financial reports,
and plans for the future, Mary
Simoni was officizliy designated the
incoming [CMA president. A new
ICMA logg, in its thizd and final in-
camation, was unveiled to a decid-
edly lukewarm reception. There
were the usual grumblings about the
paper and music selection processes
and how they promote the aceep-
tance of more conservative material
rather than the most interesting or
innovative submissions. We happen
to agree that the results, particularly
in the area of tape music, do not ad-
equately reflect the spectrum of
compositions qut there, and the
board secmed to understand that
there are significant flaws in the cor-
rent selection system. They encour-
aged members to offer input and
suggestions and to get involved in
exchanging ideas with the board. A
thread that ran throughout was the
anticipation trat a new ICMA Weh
site, to be unveiled at an unspecified
date, would facilitate dramatically
increascd member participation and

board responsivencss by providing
forums for discussions, areas for
downleading musie, and other en-
hanced on-line resources.

Installution

Since the commissioned installation
did not go live until the next-to-Jast
day of the conference, it's doubthul
many delegates got a chance 1o
make the trip downtown to the
China World Trade Shopping Mall to
experiencge it, After being delayed so
long in customs and then neading to
get a higher-wattage pewer cireuit
installed, it was a real victory to get
it operating at all. Sculptor Carolvn
Healy and clectzonic sound artist
Tohn Phillips, veteran collaborators
on computer music installations, set
up shop in a 12 x 15-foot concrete-
walled reom with exposed ductwork
in the ceiling. From outside, strains
of American pop music drifted up
from the ice-skating rink down-
stairs. Inside, a handftl of different
stations were all driven by a
PowerBook G3 in the somer running
Max/MSP. Stepping through the
door, one instancly departed the
mali atmosphere for something
more faturistic and unfinished.
Translucent plastic tubing embed-
ded with Hghts spiraled around the
floor in an eerie glow. A glant in-
verted stainless-steel funnel sal-
vaged from a soup factory demanded
10 be struck by z felt mallet hanging
from its lip, reverherating through
the space and criggering a tiny black-
and-white television set at the neck
of a nearby upturned funned to dis-
play images and static. Two tall,
square Shoji screens Iit from the in-
side flickered on and off intermit-
tently. Adorning the screens were
histarical ham radio calling cards
from arotnd the world—fascinating
designs in muted colors seamlessly
collaged together. A bucket of black-
and-white Styrofoam balls sat nexr
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10 a large rectangulsr dish of water
ominously lit by a single white aver-
head lamp. Tossing in a ball sct off
different kinds of cacophony, from
wild laughter to cymbal crashes to
scraps of overheard conversatien. In
the background, 2 low, subtly undu-
Iating FM ritf gave the aural sensa-
ton of floating underwater,

The installation was specifically
commissioned by the ICMA with
children in mind, and the artists cre-
ated an environment that appealed
to young and old. The audience
seemed to be mostly Chinese chil-
dren and their parents. Most kids
spent a few minutes playing around,
whacking the funnel, peering at the
TV, and throwing balls until the
bucket was empry, while the adulss
offered encovragement. It might
have been pice to incorporate moze
overtly musical content, and maybe
give the audio greater mobilicy
within the space to create more of a
sense of immersion and wonder, and
the lighting could have been mare
wolorful, But as with so many things
at JICMC “99, the fact that it worked
at all was cause for congratulations,
and the innocent Chinese audience,
for whopy it was intended, obviously
thoughst it was pretty cool.

Finally, on the last day everyone
went te see the Great Wall at
Simatal. Werds cannor describe the
awcsome ambition and hubris of
those responsible for such a struc-
rure. Not only is it 4,500 miles long,
but the scetion we saw is built on
top of sume of the craggiest preci-
pices imaginable. Cn the way up to
the ridge, torn by biveer cold winds
sweeping across the exposed steppes,
we thought of how absurdly harsh it
must have been to build this monu-
ment 22 centuriss ago. With sweep-
ing vistas of mounzains receding in
every direction, it was the perfect
counterpoint to the congestion af
Beijing, and we all gained a profound

respect for the will and determina-
won of the Chinese culrure tu
achieve something so clearly impos-
sibie. It was alse the perfect way to
end the conference, leaving the del-
egates with a sense of inspiration 1o
contemplate on the long ilight home.

Conclasion

For us, ICMC 99 was the occasion for
our first trip to Asia. If it had been
held in Kansas, we would have spent
a Jot more time talking about re-
search and pieces, and little time on
cows and cornficlds. But as we said
earlier, this conference was really
about Beijing, about China, and about
reaching out 1o a people cager to en-
gage this unknown tHeld of compuger
music. if anything, the conference it-
self seemed a lirtle stuffy and staid in
comparison to its environs—chis
could be even more tue jo Berlin, 2
£ity also in the process of reinventing
itself. Se if we could recommend one
thought to take away rom ICMC '99,
let it be this: keep aspiring to pursue
computer music with the same dyna-
waism, richness, and passion that
taakes Beiling so intensely alive, be-
cause that's why we’re here. We
would like to thank the ICMC for
bringing us together as a community
and reminding us that we share the
satne dreams. And, thank you, China!

Interactive Arts Festival

Celumbia Undversity, New Yorlk,
New York, USA, 6-9 April 1999

The 1999 Columbia University In-
reractive Ares Festival was directed
by Thanassis Rikakis and hosted by
the Columbia University Computer
Music Center. The evenr celebrated
the opening of the new Interactive
Arts Lab at the Computer Music
Center by showessing the music and
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technologies of an invited panel of
gucsts, all prominent figures in the
feld of interactive computer music.
In addition o a day of lectures and
demeonstrations held at Columbia’s
Prentis Hall, three concerts were
presented before sold-out crowds at
venues throughour New York City.

Movement and Sound, Merce
Cunningham Dance Theater

Reviewsd by David Birchfield

New York, New York, USA

In Movement Study IT, Wayne
Siegel employs the DIEM [Danish
Institute of Electroacoustic Music)
Digital Dance Suit, developed by
Mr. Siegel and Jens Jacobsen, as an
elegant and transparent interface be-
tween a solo dancer, Mata Sakka,
and the compucer processor. Resis-
tanee sensors are applied to each of
the joints of the dancer, and this
data is sent 10 a Max patch via wire-
less transmission, which then trans-
lates the dancer's movements into
synthesized music. This direct in-
terface affords the dancer total free-
dom of movement while allowing
the computer to precisely document
and utilize the choreography.

The work was divided into three
sections, Slow, charged movements
opened the piece, accompanied by
droning pitches that were explicitly
controlled by the opening and clos-
ing of the dancer’s limbs. In the
middle section, as Ms. Sakka's
moevements grew guick and precise,
an energelic groove was triggered
upon any movemenr, and was sud-
denly silent as her movement
ceased, Mirroring the cpening, a
slow and expansive mood returned
in the final section as low, forchod-
ing pedal tones accompanied the
compelling chorcography. Mr.
Siegel’s music was direet and com-
municative, but his exclusive use of
patches Erom a synthesizer module
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produced 2 stagnant sonic world.
The cxpressive opening and elosing
sections would have benefited from
the exploration of more subtle
timbral differences.

Ms, Sakka, as choreographer and
performer of this work, was clestly
comiortable with the idiosynezasies
of the Dance Suit. She executed her
choreography in a manner reflecting
her apparent ease with the techno-
logical aspects of the piece, and
demonstrated her intuitive sense of
how even the most subtle derails of
her movements would translate into
synthesized sound.

The second pisce on the program,
Song for the Living/Dance for the
Dead, was a triple collaboration be-
tween composer Russell Pinkston,
choreographer Mara Sakka, and
video artist Anita Pantin. The music
was comprised of speech and nature-
sound samples, processed to varying
degrees to praduce a rich palette of
clearly recognizable sounds con-
trasted with inwriguingly distorted
versians of the same materials.
While in some passages the music
was simply sequenced by Max, most
aften the music was controlled by
the movements of an ensemble of
cight dzncers. To facilitaze this in-
teraction, the wark utilized an inter-
face systern in two parts.

The main components of the In-
terface were two MIDI Dance
Floors, which are two large mats
with pressure-sensitive triggers em-
bedded along both sides. The floors
interact with 2 Max patch, either
triggering a sample or indicating the
beginning of 2 new section. At the
opening, two dancers entered the
stage and worked their way down
the floor, cach step cliciting another
sound. Later, two dancers alter-
nately leaped on and off of the two
dance floors, triggening contrasting
#eaol” and “hot” text and sounds.

During an extended, intensely
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thythmic middle section, Mr,
Pinkston utilized 2 second interface,
the Very Nervaus System (VN3]
video eracking system which, by
“watching” the dancers, cnabled
them 10 influence the music through
the character of their movements.
The camera's view was divided into
two fields, and, driven by an cnes-
getie percussion sequence, the dane-
ers’ frenetic movements on either
side of 2 divided field of vision trig-
gered various sonic events which
angmented the already dense texture.
While the use of the video track-
ing system was effective and unob-
trusive, the two large MIDI Dance
Floors created z significant obstacle
for the choreographer and dancers.
The obvious seguential relationship
between a dancer’s foot on the floor
and the resulting sarnple playback
created a predictable scenario.
Qrizzonte degli eventi was com-
posed by Marco Cardini, Leonello
Tarzbella, and Massimo Magrind,
with additional echnical coordina-
tion by Giuseppe Seapellato. It is di-
vided into four sections which are
dramaticaily distinct in their meth-
ads of interaction and in the result-
ing music and video, Nonetheless,
the picce was unified through the
use of wireless tracking devices de-
veloped at the Computing Center
for the University of Pisa/National
Council of Rescarch (CNUCEJCNE]}
to explore the translarion of hand
movements inte sound and video.
Mr. Tarabella performed the first
section en the Virtual Pisno, a
tracking system that follows the
movement of his hands above an
imaginary keyboard. As the audi-
erce watched his hands dance up
and down in the air, the Virtnal Pi-
ano produced an impressively aceu-
rate piano-performanee simufation.
WNext, the lights were extinguished
except for one ultraviolet light to il-
leminate the white-gloved hands of

Mr. Magrini. Sculpting broad lines
and gestures in the open space. thin
bars of light cascaded across a video
screen accempanied by a terse, syn-
thesized music.

Mr, Tarabella alse performed with
the Twin Towers, an Instrument
much like a Theremin. It produces
synthesized and sampled sounds
sympathetic to hand motions above
the instrument by means of an infra-
red motion-tracking system. In the
Final section, Mr. Magrini again uu-
Lized his hand gestures to manipalate
video and sound. This video tracking
system followed the movements of
his brightly painted hands, as the
powerful but controiled gestures
translated into 2 pulsing, emphatic
music with colerful, richly textured
streaks on the digital canvas.

Each of these interactive systems
was 2 creative and viable meaps of
using the hands o inveractively
sculpt sound and video. However,
with a striking lack of thematic or
gestural development and little for-
mal intcrest, the music of Qrizzonte
degli eventi was far less sophisti-
cated than the interzetive systems
used (o creace it.

Matthew Suttor's mmultimedia the-
ater picce, Sarrasing, based on
Balzac’s work of the same title, is
comprised of eight sections. The
original work is set in the 1830s ava
party in Paris, as two lovers discuss
the tale of Sarrasine, a frightivl old
mar. Though the narative was dif-
ficulr o discem from a first listen-
ing, the major themes of Mr.
Suttar's new work were convered
through a delightfully overwhelm-
ing barrage of sound and video, en-
hanced and entiched by che live
performance of the composer him-
self. This collage, collected from
across cenruries, dispelled any no-
tion of chronological time and geo-
graphical place, and challenged the
audicnce w weigh the werld of
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Balzac with this new Sarzasine.
The sonic world of the opera was
a blend of the recorded speech of
Mr. Suttar's voice reading from
Balzac’s text, recorded and pro-
cessed marivabe, harpsichard, Hutes,
and other slectrozcoustic samples.
Despite their disparate features and
implications, the composer suceess-
fully forged a unigue sound world
that at once suggested the 18th cen-
tury of Balzac as well as our pwn
rime. Though the composer re-
mained miute throughout the perfor-
manee, allawing the recorded tmusic
and text to speak for him, his re-
served and precise performance
complemented the active video.
The images on video are often
taken from paintings from earlier
times, including one recurring im-
sge of Botticelli’s The Birth of Ve-
nus, Mr. Sutter at one point
assumed the posc of Venus, and the
striking resemblance was as pro-
vocative as it was amusing, At an-
other raement, he stood such thata
portion of the videe was projected
cnto his body as well as onto the
screen. In this uniom of the video
snd live performance, the screen
contained video footage of his writ-
ing and drawing as prerecorded im-
ages were superimposed on the
screen. As the audience watched the
compaser literally step in and sut of
the video, they were compelled to
draw parallels and conclusions re-
garding the juxtaposition of the twe
distinet yet successfully merged
worlds of Balzac's and Mr. Suttor's
Sarrasine. The picce made use of
two interactive systems developed
at the Studio for Electronic Tnstr-
mental Music (STEIM] in
Amsterdam: BigBye (video to MIDT}
and Imagefine (real-time control of
video processing]. Mr. Suttor
seamlessly integrated technology
and live performance in a manner
clearly driven by his artistic aims.

Consequently, he has created a truly
cohesive, engaging whele,

Multimedin Interactive Works,
Miller Theater

Reviewed by Doug Geers
New Yerk, New York, [154

Since threc of the four works on the
second program of the Columbia In-
teractive Arts Festival utilized real-
time computer-generazed video, a
massive screen was stretched across
the shallow stage, adding a cinematic
aspect to the CONCert expericnce.

“The first piece, Lemmz I7, bugan
the evening with a kalcidoscopic,
fascinating integration of technol-
ogy, musicianship, and visual pyro-
technics. The work combined four
live musicians with real-time com-
puter processing of sound and com-
plex computer-animated images. Of
the four performers in the piece,
two played at Miller Theatre [New
York), while the other two were
connected via an ISDN connection
from Intel Corporation’s Oregon
headguarters. These Iong-distance
performances usually strike me as
gimmicky, but I was pleasantly sur-
prised by this cne, Net only did the
performers coromunicate musically
wirth each other from opposite sides
of the continent, but aspects of the
pexformances from both locations
were analyzed in real time and used
to control various facers of the piece
such as instrumental timbre and the
appearance and movement of com-
puter-animated inmages.

The beginning of Lemma If served
as a demenstration of how the musi-
cians and computers interacted. The
music began with drummer Steven
Schick and pianist Anthony Davis
[New York] trading single-note ges-
tures with Vanessa Tomlinson and
Scott Walton [Oregon). With each
attack, a bright sphere of color burst

Events

and faded like fireworks on the mas-
sive video screen hanging above the
performert in both locations. Each
performer's note appearad on the
screen as 2 unique color, znd it was
very clear that the size and
#lifespan® of cach burst was directly
related to the loudness of the note’s
attack. From these initial reworks,
the piece grew more musieally and
visually interesting as it progressed,
passing through a myriad of sanic
and visual spaces, producing an in-
credibly satisfying multimedia caur
Jde force. My only critique is that
the sonic “places” visited didn’t
generally seem to vary a3 strikingly
as the vistal ones.

Lemma IT was created by collabo-
rators Vibeke Sorensen {visual artist],
Rand Stciger [composer), researchers
Miller Puckette and Mark Danks,
and performers George Lewis, Steven
Schick, Anthony Davis, Vanessa
‘T'omlinson, Michael Dessen, Harmry
Castle, and Scott Waltor. Mr.
Puckerte’s PD software analyzed au-
dio input and transformed this infor-
mation inte control data, which it
then passed to compuiers in both
performance locations. The contral
data was also used to manipulate 3-DD
graphic itnages using Mr. Danks’s
GEM software,

Given all its technical complex-
ity, the joy of Lemma 11 was thatin
performance the technology per-
formed well and contributed to the
realization of the work in integral
and antistic ways. [ found it to be
the most satisfving work of the en-
tire festival, and considey jt a sig-
nificant achievement by its creatars.

‘The second piece on the concert
was Piag Bang, 2 work for MIBURI
synthesizer suit, additional glestronic
sounds, video, and computer anima-
tion. The work is 2 collaboration be-
tween composer Saburo Hirano and
video artist Shinsuke Ina, and was
performed by Tlanachi Otani.

In Ping Banyg, the performer wears
the MIBURI, described by the com-
poser 45 “Yamaha's new wearable
physical-modeling synthesizer.” 1t
consists of a specially designed sujt
laden with motion sensors, a small
microphone, and two hand grips
with multiple buttons on zach. In-
formation irorn the micvophone, the
perfonmer’s motions, and ber burton
manipulations create all of the
sounds, and can also affect the pre-
sentation of compurer-animated im-
ages, This is managed as follows:
first, the sensors and buttons ourput
data which are mapped to physical-
modeling synthesis parameters. This
synthesized music construtes the
“solo” instrument of the performer
herself. Meanwhile, the same output
is also sent to 2 computer TURNIng
Max, which generates “accompani-
ment” music using the GCM {Glo-
bally Coupled Map} algorithm. T
addition, Max also generates com-
puter-image display cemmnrands,
which are relayed to a sccond com-
puter that controls the graphics.

The result was a highly integrated
multimedia pieee in which Ma.
Otani’s body movements clearty af-
fected the musiecal rexture. Filters
opened and clesed as she Lifted and
lowered her arms, for instance, The
music itself was quite rhythmic, and
at times seemed to be sonieally akin
to the noisy textures of Nine Inch
Nails: highly distorted screams from
Ms. Otani saited over blocks of har-
mony and percussive ostinati. The
apening and first several minutes
were quite intrigiing, and I enjoyed
Ping Bang's direct, timbrally sharp
approach. However, the piece seemad
2 bit Jong: the second half reached a
plateau and then remained there.

The computer graphics of Ping
Buang alternated among a small
group of images, creating a strice fo-
cus that paralleled the regularity of
the music’s rhythms. The primary
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tmages were photos of a statue of
the Buddha and an exploding atomic
bomb. At first I thought this choice
too obvicus, but then I became in-
terested in the minimalist approach
to their manipulation, They were
presented repestedly, focusing on
different sections of the images each
time, with varying posidons on the
sereen atd different image-process-
ing techpiques. The shifting combi-
nations were akin to the signal
processing of the music.

Third on the concert was [ Am
Dying, an clegantly conceived work
for amplified mandolin with signal
procesging and computer musie on
tape, composed by Brad Garton and
performed by Tetry Pender. The
piece consists of 2 traditionally no-
tated mandolin part accompanied by
precomposed compater sounds and
real-time signal processing by the
RTCmix music synthesis/process-
ing software package, writtea in
large part by Mr. Garton himself.

The precomposed accompaniment
consists of both abstract material
and coneréte sounds from New York
City, recognizable in varying de-
grees, All of the synthetic musical
<clements were created using
RTCmix to render abstract gestures
from the raw material of the envi-
ronmental sounds. In performance,
as Mr, Pender played the mandolin,
the software processed his perfor-
mance in real time using a variety

. of delays and other effects.

Clear and immediately compre-
bensible, utterly without preten-
sion, this picce was a seamless
cambination of traditional perfor-
mance and new technelogy, creating
an uncluttered, unified cxperience.
After the full-throttle coergy of the
concert’s first twoe pieces, this one
provided an enjoyable respite.

‘The evening concluded with a
quite experimental experience en-
titled Coney Islond., It is a product of

the Machine Child Ensemblc {MCE),
4 group centered at the National
Center for Supercomputing Applica-
tions in Mlineis: Rebin Bargar (con-
cepts, engineering, Inscok Choi
{compeser], Alex Betts {engineer),
and Tuhan Sonin {acsthetic engineer},
The concept for this work is that it
be something quite different from a
traditional concert where the audi-
ence is completely passive, Instead,
one member of MCE {in this case,
M. Bargar] acts with the 2ssistance
of multiple audience members in 2
group exploration of & vircuel envi-
ronment of graphics and sound.

Technically, Copey Island presents
the results of investigations inro real-
time virtual realivy and how this may
best be experienced as an integrated
artistic work. My, Bargar, onstage, in-
troduced the coneepr of the pieee,
and asked for audience voluntesys,
who then manned four MIDT drum
sets disributed around the andito-
rivm. Meanwhile, he took up a con-
ol wand which he used to guide the
group through the Coney Island envi-
voanment. This virtual world con-
sisted of several scenes of dynamic
activicy, with varying degrees of ab-
straction from physical reality. Mr.
Bargar controlled the gensral move-
ment through the environment,
though in each scene the volunteers
could stimulate or alter the visual
and sonic activity by means of their
drem pads.

The compurer sounds znd graphics
were ourput in real tinse by a net-
work of five computers backstage.
The heart of the computational sys-
tem is ScoreGraph, an application de-
signed to integrate multipie dynamic
simulatons with sound synthesis
and 3-D graphical display under in-
teractive petformance. Unforta-
nately, MCE had some problems with
their netwark, and as a result the
piece suffered. Many of the graphies
looked unfinished {wirc frames only
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ot with oo surface textures), and the
audio portion of the piece would be
more praperly deseribed as ambient
sound design rather than composi-
tion, Moreover, the actions of the au-
dience members seemed to influence
the environment cnly in trivial ways,
while Mr. Bargar's controller directed
everything clse-~not an ideal fonm of
interaction. While I was assurcd that
it had worked much more success-
fully during its premisze perfor-
mance, on this occasion, ak least,
Coney Island didn't quite live up to
its intriguing ambirions.

Interactive Technelogies in
Juzz, Rock. and [mprovisatory
Works, The Kitchen

Reviewed by Johnarhan Lee
New York, New York, USA

For the first work of the Jazz, Rock,
and Improvised Music concert,
Joshua Fried presented his Radic
Wonderland. Before Mr. Fried en-
tered the stage, the audience had the
opporfunity ta ponder his sonic de-
vices: the Musical Shees, a callec-
tion of four shoes mounted
upside-down on stands, used to trig-
ger electronics when struck by
drumsticks. Occasionally manipu-
lating a mixet to ¢ontrol how the
snippets of s portable radio’s output
were to be edited, Mr. Fried ex-
plored the sonic world of triggering
and recombining these samples into
a collage. The Musical Shoes then
did their “dance of samples” as the
compascr harnmered away with his
drumsticks. The visual and dra-
matic slement of watching him trig-
ger kis samples in such a visceral
manner added to the fuxtapesition
vf vocal and musical snippets.

The Freight Elevator Quarter,
joined by video artist Mark
MeNamara, presented a fresh out-
look on technology’s influcnce on

live performance, this time in the
realm of beat-oriented electronica.
Although heavily dependent on
samples, the piece The Revolution
Will Be Streamed also depended on
the live coordination of the cffors
of each performer. Rachael Finn's
processed cello, Paul Feder's key-
board scunds, and the resuies of R.
Luke PDuBois’ real-time signal pro-
cossing were mixwd by Stephen
Rricger, who also manipulated drum
loops and other instruments,

The Freight Elevator Quartet takes
advantage of the relationship be-
rween the exciting elements of a live
performanee and the sonic wizardry
of real-time shaping and manipula-
tion. Their performance distilled and
blew apart ambient sounds, jungle
and down-tempw beats, cxperimental
sonic collages, and Mr. McNamara's
video images. Aleng with references
to the themes of exploration, tech-
nology, and humanity, the video en-
gaged the audience directly: a video
camera captured the audience as
background for visual manipulation
using Image/ine. This gave the audi-
ence the role-blurring experience of
watching themselves taking part in
the performance by watching the
performance. With such a wide array
of stimuli, the experience tested the
sensory capabilities of the andience
in # manner that was engaging, pow-
erful, and thoroughly fresh.

Closing the first half of the
evening, the grotip What Is It Like
To Be A Bat! showeased their work
She Said—Ske Said, Can You Sing
Sermonette with Me. Composer-per-
formers Kitty Brazelton, Datna
Naphtali, and Danny Tunick, using
an expanded rock instruraentation
of electric guitar and hass, key-
basrds, computer-triggeredfmanipu.
lated samples, and drum kit, moved
between cpisodes of different styles,
relying on a succession of sharp con-
trasts as the main organizaticnal de-
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vice, High-voltage interruptions
were followed by scetions of gentle
a cappella vocal combinations, a
contrast made more jarring by the
starkness of the transitions. Al-
though highly structured, the work
allowed the performers to draw from
their ewn musicsl backgrounds and
interests, making the eclectic stylis-
tic changes scem natural and com-
fortable, This demonstrated the
principle of “unity in diversity” that
is erablematic of the information
soelety of today's technological age.

Performned by the Terry Fender
Virtual Orchestra, enter, activity
consisted of Mr. Pender’s gnitar
sounds manipulated and processed
by three other participants. These
actions were produced indepen-
dencly of the guitarist, the model for
interaction being that of a freely or-
ganized conversation between the
participants. Although the audience
could see what Mr. Pender was do-
ing, it was harder to discern what
his companions were doing until the
results came directly ouz of the
sound svstem. Perhaps that was the
point: the audience “encountered”
the conversativn as a wash of
sounds with oceasional outhursts
that owed their clement of surprise
in part tg the “virtual” nature of the
experience. Brad Garton operated
various real-time signal-processing
rechniques using RTCmix, while R.
Luke Dubois werked with various
Max/MSF signal-processing inter-
faces he has developed, and Doug
Geers managed the use of rack-
mounted effects processors.

For the initia] part of the piece,
the disparity between what was
seen and heard was quite strong,
since the “actual” guitar sounds are
hidden among the swirling sonic en-
vironment emanating from. the sig-
nal handlers. Erratic chirps and
rumbles contrasted with the slowly
cvolving sarroundings, while short,
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repetitive gestures acted as sonic
signposts for the audience to refresh
their cars. At the end, the visual and
sonic aspects of the performance
came together as the andience expe-
riznced “actual” guitar chords as
M. Pender played them, accompa-
nied by a subtie wash of harmonies.

in the next picce, the electroa-
coustic duo Interface featured live
performers in conjunction with
real-time signal processing and
sample triggering via Max/MSP,
along with live video projection.
The Free-flowing, improvisatory
music focused on the dialogue be-
tween Curtis Bahn's double bass
and Dan Truoeman’s electric violin.
The digital audio setup made exten-
sive use of various sensors on the
instruments that interpreted
changes in the instrument’s physi-
cal orientation as control data for
triggering and signal processing,
‘The improvisation took an grganic
shape, bezinning with 2 sparse mu-
sical texture whose droplets and
rumbles behaved as a counterpoint
to Nick Fortunato's processed video
images of clouds, Both Mr, Bahn
and Mr. Trueman made use of ex-
tended techniques, often drawing
unusual natural sounds from their
instruments. The rexture thickened
as extended, active sections of the
piece used the electronics to aceen-
tuate the wild exerdons of the per-
formers, juxtaposed with ominous,
processed video imagery. Ulri-
mately, the pent-up energy gener-
ated by the instrementalists’ sonic
expressionism dissipated to a pas-
sage of consonance and
harmonieity.

Eve Beglarian and Kathleen
Supove of Twisted Tutu closed the
evening with a set of songs drawing
heavily on the tradition of music
theater, Ms. Beglarian’s widerang-
ing vocals were matched through-
out by Ms. Supove’s skillful
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keyhoard accompaniment. The duo
injected the aumasphere of wach
song with the possibilities made
available through the use of key-
boards, sequencers, and signal pro-
cessors, allowing them to move
casily back and forth from the sty-
listic worlds of jazz, lounge, synth
pop, and ¢leetrenic tock, Their
songs were tightly composed, draw-
ing on a blend of wit and self-con-
scious sentimentality, The
performance combined a sense of
lightness and Bamiliarity with 2
stylish take on each of the genres
the duo eveked.

Musica Scienza 1999

Centre di Ricerche Musicali, Rome,
Iraly, 1~2 fune 1999

Reviewed by Simong Tarsiiani
Romiz, ftalv

Musica Scienza is an international
festival of music, art, and contempo-
rary culture organized each year by
Cenure di Ricerche Musicali {CRM|
of Rome, It consists of a series of
eoncerts, conferences, sound-instal-
lation presentations, and multime-
dia events. The CRM was founded in
Rome in 1988 by Michelangelo
Lupone and Laura Bianckini. The
two composers, wishing to promote
research into the aestheric, analyti-
cal, musicological, and scientific as-
pecrs of muste, formed a team of
musicians and scientises worldng on
joint projects with the aim of devel-
uping complex advanced initiatives
and demonstrating the potentialitics
of a context in which scientists and
musicians could meet and cooperate,
The 1992 cdition of Musica
Scienza was held in Rome at the
Accademia Filarmonica and the Au-
ditorimm of the Geethe-Institut. It

A
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was an cventful occasion, marking
the 10th anniversary of the festival.
As in the past, CRM aimed to
present o a wider public the resules
of advanced research in the language
of musie and in computer technalo-
gtes applied to music. Musicians, art-
ists, and scientists from all over the
world contibute to the knowledge
and diffusion of research and artistic
idioms far removed from those of the
mass media. Communieation and
the disciplines that study modes of
vommunication were in fzct the the-
matic nucleus around which this
year's festival was strucrured.

The central theme was the voice,
the favored instrument of communi-
cation. Parvla versus snono (Word
versus sound], che title of the event,
called attenrion to the symbolie
value of the word, to the processes
of its transformation into signifi-
cance—into language—so as o then
gain possession of the literary and
theatrical dimensions where the
word becamnes poetic text.
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The conference I! Teatro dell
“Ascolto |Theatries of sound hear-
ing] consisted of two meetings that
dealr with the themes of creativity
and the means for artistic communi-
cation. By analyzing the develop-
ment of content in relation to the
innovations of ardstic communica-
tion, a balance was drawn up outlin-
ing the actual state of research into
the technolcgies of the means of
communication. A presentation by
Derrick De Kerckhove led to a dis-
cussion on creation and communi-
cation. The full day of reports,
opinions, and perfortnances pro-
vided an in-depth examination of
the evolution and prespects of the
idioms in the light of artistic diffu-
sion through radio, media, digital,
and interactive chanmels.

The chief feature of the festival
was without doubt the homage to
Edgard Var#se, a memarzhls evening
in three parts. The commemoration
opened with /T sogno di una
macching [The dream of a machinel,
an imaginary dialogue between Mr.
Varése and Anals Nin written by
Guido Barbieri and Sandro
Cappelistto on the basis of an inter-
view of Mr, Varése by Ms. Nin,

‘This first part of the performance,
aered by composer Sylvane Bussotti
and Anna Maria Gherardi, was held
at the Sala Casella with concen-
trated localized listening condidons
using “planephones,” special
muitiphonic sound-diffusion sys-
tems developed by Michelangele
Lupone at CRM and presented for
the first time at the Musica Scicnza
fostival of 1998. Planephones are vi-
brating sotnd systems consisting of
panels of different materials {woad,
metal, plastic, leather) and shapes
installed in artistic venunes; with
them it is possible to design the
acoustie space according to the ar-
chitecture of the hall, and give the
sound the timbral quality of the ma-

terials employed. This type of in-
stallation cnsures accurate and de-
tailed listening conditions, as the
sound is not only diffused homoge-
neously along the vibrating surface
of the panels, but is also localized;
consequently, a hall of small dimen-
sions is required where the public
can be seated fairly close to the pan-
¢ls {2-3 m]. The installation realized
in the Sals Casclia was designed by
Gilancarlo Gentilueei.

At the end of the imaginary dia-
logue, the public was invited to
walk in the gardens along a highly
suggestive path created [in collabo-
ration with Gramma) by mstalling a
number of wavegtides, artfully posi-
doned in a play of lights and materi-
als in keeping with the natural
environment of the gardens. This
path led to a reconstructon of Le
Corbusier's Philips Pavilion, where
2 raproduction of the event realized
by Le Corbusicr and Edgard Varese
for the Brussels Exhibition of 1958
was presented. It was a remarkahle
event, & unique oppertunity to see,
for the first time since 1958, 2 mas-
terpicce that was likely the first
genuine clecrronic multimedia per-
formance in the history of music.

Le Corbusier decided that his de-
sign would not merely be a pavilion,
bur also & Poéme electronique. The
result was a revolutionary structure
conceived 25 a space in which archi-
tectural, visual, and musica] ele-
ments were continuously and
consistently incerlaced. Based on
the idea of a bottle containing the
Podme electronique, the structure
was conceived with an unusual
grotind plan shaped like 2 stomach;
that is, a wide central area with an
enirance at one end and an rxit at
the other, a configuration well
suitad to the requitements of the pa-
vilion, since it facilitated the con-
tinuous transit of visitors.

The public cntered this mystori-
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ous space accompanied by the
strains of Concréte pH, a prelude
composed by lannis Xenalds {the
musician and architect who super-
vised the realization of Le
Corbusier's design, although Mr.
Xenakis has disputed the authorship
of the pavilion]. When sufficient
people bad entered the central area,
they listened to a performance of
Mr. Varise’s Podme electronigne,
lasting approximately 8 min, accom-
panied by lighting effects and pro-
jected images produced under Le
Corbusier's dizrection. The allegory
of the design in the form of 2 stom-
ach, a place where matter Hlows
through continuously and at the
same time is modified, was vsed to
symbolize the influence of the arts
on humanity. The walls of this fu-
turistic structure were shaped as hy-
perbolic paraboloids in order to
fuliill multiplec funetions; not only
were they suggestive elements of
creative architecture, but they also
served as sereens for projecting the
lighting effects and images, and
were studded with londspeakers ta
cnsure refined sound spatialization,
The black-and-white images pro-
jected on the two sides of the
“stomach” reviewed, with a very
suscinet and suggestive sequence of
allegories and emotions, the history
af human civilization from its ori-
gins to the present: a voyage from
darkness to dawn, 2 catharsis that
evolved in step with the triumph of
reason through sclence, and culmi-
nated in ¢ finale of harmeony and op-
timistic hope, The last images of
the film showed a group of children,
symbolizing the birth of 2 new era,
and an open hand, as a symbol of
peace, while the narrator recited
"Observe this open hand, the open
hard raised as 2 token of reconsilia-
tion, open to receive and to give.”
The plan for restoring and staging
the Poéme electronigute was carried
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out jeindy by Valerio Casali {a ver-
satile architect who is well versed
in music and highly knowledgeable
of the work and philosophy of Le
Corbusier] and by the artistic-scien-
tific team of CRM. The task was
lengthy and highly complex. The
mighty reinforced-concrete struc-
ture of 1958 was scaled down, main-
taining the original shape while
erecting walls of cloth paneling. A
splendid up-to-date reproduction of
a starry sky was placed on the ceil-
ing, replacing with opticai fibers the
lamps used ar that time, Faithtul
copies of two symbolic ohjects—the
mannequin and the mathematical
ohject—were suspended in mid-air,
metaphors of the conflict between
naturs and mathematics, between
instinct and reason.

The original score of the multime-
diz event, which gave detailed in-
structions on the changes of lighting
and atmmosphere for cach image and
section of music, was serapulousky
followed by Valerio Casali during his
work, Laura Bianchini was respon-
sible for the musical element. The
uriginal sound-spatialization schemes
were emulated by diffusing the sound
through 24 loudspeakers. As a result,
it was possible once again to cxperi-
ence the splendid, astonishing cre-
atjon of Le Corbusier and Mr. Varése
while being phunged into a complex
space where sensory perceptions
were multiplied by 2 crescendo of
ideas, suggestions, and emorions. The
passage through the “stomach”
shook, thrilled, and changed us all.

On leaving the pavilion, the gar-
den waik led to a new listening
space among the tees where z per-
formance of Density 21.5 by flautist
Silyia Lanzalone concluded this
magnificent promenade.

These three different listening en-
vironments were maintained
throughout the entire festival. For
the succeeding concerts, the music
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was diffused in the Sala Casella by
plancphones, in the garduns by
waveguides, and in the pavilion by
the loudspeakers installed on the
walls. In this way, the public could
choose cither to follow the concerts
live or transfer to one of the outside
venues for a different form of listen-
ing. These forms of mudriple, so-
phisticated, and innovative listening
were highly appreciated by the pub-
lie, who had the opportenity of ex-
petiencing for themselves the value
and importance of sound-diffusion
systems in contemporary mdsic.

One monographic concert was
dedicated to Teo Usuelli, a com-
poser who has long collaborated
with the CRM team, and included
the performance of electroacoustic
and instrumental passages taken
from the soundtracks of Marco
Ferreri's (ilms.

The concert of singer Silvia
Schiavoni and the CIMA Choir was
particularly noteworthy. They pre-
sented two world premieres: Ni
anverss, ol Teverso, by Andrea Nicoli,
a musical journey that follows the
suggestions and literary referemees of
a poem by Luis Borges, and ...J0 resto
& quiete, by Laura Bianchini, inspired
by some of the moest important of
Shakespeare's tragedies.

Georgg Hajdu: Der Sprung

Wirtworks Orchestra, Pampenhans
Theater, Minster, Germany, 2-3
Qctober 1999

Reviewed by Eberhard Hippe,
translaced by Richard Polex
Miinster, Gertaany

Like no other genre, the music the-
ater of recent years has been subject
ta polarization. On the one hand,
conventional institutionalized

methods have a tendency to place
their mark on all conceprs that are
open ta compromise. On the other
hand, intelligent ideas thar diverge
from normal operatic procedures
shift the actual events in the opera
o the andience by aiming at & static
ser—which comes ciose to eliminat-
ing the visual scenario. The drama
consists of making the audience
aware of the dramatic possibilities
of 15 own sense of hearing. Te
achicve this, it is absolutely neces-
sary to embrace the incongruity of
hearing and secing. Karlheinz
Stockhausen, Morton Feldman,
Luigi Nene, Helmut Lachenmann,
and John Cage developed concepts
for the aesthetic-cognitive problems
of the opera genre, which led to
widely diverging opinions on drama-
tizations of cognitive dissonance
[not necessarily of the sounds]. In-
ternal, culturaily determined incon-
sistencies of perception are the
domain of music theatsr, of the
high-brow avant-garde. This is also
the starting point for Georg Hajdu's
opera praject Der Sprung {based on a
libretto by Thomas Brasch), whick
premiered—with René Gulikers
condusting and Georg Hajdu con-
trolling the sound-—on 2-3 Ovrober
1599 in Minster, Germany.

Der Sprung is based on a tragic in-
cident that took place in 1984 at the
University of Cologne: 4 female stu-
dent shot and killed a professor of
Jewish studies, and seriously
wounded another. An investigation
of the incident revealed the tragic
entanglement of a personal and a
national malady. Tt turned out that
the schizophrenic student felt that
becanse of German-Jewish history
including the Holocaust, it bordered
on the crinzinal for a non-Jewish
professor to teach Jewish studies.
$he had converted to the Jewish
faitk and, as a result, felt justified in
committing murder.
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Literature as analysis: Thomas
Brasch combines the crime and its
genesis, including personal notes
and information about the student’s
cnvironment, as a drama of ideas.
The result is a tableau of the most
diverse elements, and this carries
over to the music as well. Whar is
the connection berween a jump
from a diving board wich Mick
Jagger, the inhabitants of a ter-
rarium, and a woman whe has
wrapped herself in a prayer shawi?
Mr. Brasch’s conception makes it
necessary for the music ro bring the
disparate elements together.

The use of interactive computer
technology, which is a furither de-
velopment of serialism for control-
ling both the act of compasition and
the performance sicuation, necessi-
rates “softwate of the second de-
gree” to start the artistic process.
Such software can be found in ev-
cryday life, bur one has to be abie 1o
recognize it as such.

The point of departure for the mu-
sic and the libretto stems from an
offhand remark made by Mr. Brasch:
“Writing an opera means having no
ather way out.” Mr. Hajdu asked
him to repeat the sentence on his an-
swering machine. By transforming it
into dizgram form via sound analy-
sis, by setting a time frame and mea-
suring the sections to determine the
structure {dividing it into “slices of
time,” according to the composeri,
the sentence became the structural
formula for an eleven-part libretto
and 2 two-act ppera Jeach divided
into four seenes) with a prelogue, in-
termezzo, 2nd epilogue. The student
is portraved by an actress in a speak-
ing role who writes the key sen-
tences of sach scene on a blackboard.
The opera includes elements of a ra-
Jio play. Bight fernale and male sing-
<rs sing ar rimes solo, at times.
united as a chorus. They are also
linked ro the clectronic cquipmeint

via microphones and headphones.
The chamber orchestra, with its 20
musicians, includes—apart from the
conventional instrutnental forma-
tion~—3 synthesizers and a jazz
group. The coordination of the entire
group is carried out by computer.

Each scenic moment is clearly de-
fined in terms of its exact episodic
sontent. The horizontally oricnved
plot has been constructed vertically
to make the drama of the heteroge-
neous events vivid and cleay, This is
achieved through the use of elec-
trenic music. Bur Mr. Hajdu's musi-
cal style, as indicared by his
instrumentation, is meant to offera
cross-section of styles. Thus, each
scenic moment has its own lan-
guage of sounds. The “water mgsic”
in the prologue, which deals with a
dive from the diving board, uses spe-
cific sounds from a swiraming pool,
transformed and heightened by live
clectronic effects. The text is pro-
jected into this soundscape and be-
comes part of the transformation
brought abourt by the sounds. The
sensual result is a static, omamen-
tal, fluctuating music.

Mz Hajdu prefers to use the or-
chestra for plot-driven scenes with
dialog; here the masie is impulsive
and full of gestures and clemenss
from craditional genres. The orches-
tra is also the medium used to de-
pict stylistic transformations, to
illustrate the past, as in the jazz-
rock allusions in one of che scenes
from the first act, which deals with
the muddled alternatives considered
by the protagonist. The "destrue-
rion” of Mick Jagger by throwing
away his records {25 a resulr of an
imagined affair with him) is already
on the level of an intent to kill, also
motivated by an imaginary relation-
ship with the inscnuctor at the Insti-
tute for Jewish Studies. “T can’t get
no satisfaction” has been incerpo-
rated into the music. Mr. Haidu is
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not interested in compesing authen-
tic jazz-rock, but in transforming it
through the use of serialistic ele-

' ments into a strange, synthetic

form. The scenc that deseribes the
criteria for buying the murder
weapen works in a sirilar fashjon.
#The weapon should be one from
the Middle Ages” {act 1, scene 4) en-
genders echoes of Ars Nova while
{ake klezmer music accompanies the
drama of the fake identity in act 3.

Mr. Hajdu is working toward the
conceptualization of a kind of se-
mantics which, as Mr, Brasch has
formutated it, is the semantics of
observation. For this, different
styles of language are necessary.
The observation of the opera’s se-
mantic levels leads the listener to
the spoken structural formula on
the answeting machine, or, to be
more precise, to its background
noise. A discussion of the complex
structure of the intermezzo {charus
and live electronics] would take up
to0 much space here. Various sec-
tions with long glissandi, cach with
a different harmonic structure in a
microtonal system, become clearly
audible, resulting in something that
sounds like spectral music, It could
even be described as an extended
chorale. The intermezzo can be seen
s the musical climax of the opera.
The microtonal harmoenic progres-
sian is taken up in 2 ronde-like
scene for solo alto |in her lowest
register] and live electronics, reflect-
ing on the conditions of “speaking
another language.” In this micro-in-
rervallic envirenment, we hear a re-
synthesized, tonal sound world
which, instead of being irritating,
has an iridescent effect. There are
continually descending sequences of
netes in various parts whose order
cannot be forescen, and which could
weil continue into infinity.

In order to achieve the “schizoid”
structure of a drama of ideas, and to
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make the structure andible and, 25
far as possible in concert, visible (for
the staged realization, videos are
added}, it is necessary to make use
of all forms of multimedia capable
of producing both mtcgration and
dissociation. The form that Mr.
Hajdu and Mr. Brasch have piven
their drama of ideas requires con-
ceptual, constructivist, and
deconstructivist methods. While
comstructivist elements are neces-
sary for the creation of any type of
musical strueture, the cultural dis-
parity of the event is revealed
through the use of deconstructivist
methods. The various meanings that
exist for the German word sprung
[leap, jump, dive, crack! lead to the
opera’s wide spectrum of associa-
rions. The disparity of the cultural
levels cerresponds to the variety of
compositional styles. The compaser
develops a dramatic structure out of
various layers of multimedia trans-
formatfons, which are at the same
time eguivalent ta the structure of
the drema af ideas. This is why lan-
guage and music are intertwined
from the very beginning.

Thus, we revarn to the sentence
“Writing an opera means having no
other way out.” What this means is
the desire to create an identity that
lies sornewhers berween drama and
structure, and that the bepinning
and end of the toute taken will re-
wveal differences, "leaps.” One leap
consists of linking the act of hearing
to the events on stage. Richard
Wagner's Gesamtkunstiverk was the
first step in this direction. While his
form of Gesamthkunstwerk is inextri-
cablv linked with the aestheric dis-
course of the industrial revolurtion,
the work of art that relies on muiti-
media concepts—as referenced by
Frederic Jameson—can no longer be
axplained by this historical notion.
The multimedia work of art serves
to make perceprion possible dra-
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matically as well as soucturally, and
iv is the active roles of perceprion
and conscivusness that are prerequi-
sites to perceiving anything beyond
hallucinations. This is tree both in
both an artistic and a political sense.

Technology and Teaching Music

1999 Anrual Meeting for the Asso-
ciation for Technoelegy in Music In-
struction, Denver, Colorado, USA,
14-17 October 1595

Reviewed by William Hussey
Chizago Mugical College of
Roasevelt University
Clhicago, ilingis, US4

How many times have you heard
the phrase “taking us into the next
miltennium” in the last three or
four vears? Usually at the end of 2
decade, those who {orecast the state
of tomorrow speak anly of the fol-
Iowing decade, but in the late 1990s,
the talk of the future has locked to
the entire next censury. The future
of technology and the prospects of
its application are often at the cen-
ter of these conjectures. The infinite
porential of computers and their
role in the 21st century can be both
exciting and dgunting, particularly
for those who are just barcly keep-
ing up with the advimcements of to-
day. Subscription to technology
periodicals and list-serves can help
us keep current, but strangely
cnough, considering the subject,
there is no substitute for human in-
teraetion,

The Assaciation for Technology
in Music Instruction [ATMI] is iust
such 4n organizadon fer music edu-
cators to get information and in-
struction en curcent trends in
technology from their colleagues,
The 1999 annual meeting of ATMI,

which tock place 14-17 Qctober in
Denver, Colorade, offered presenta-
tions for both novices and power-us-
ers. Exhibirions demonstrated music
applications for use on and off the
Web, introductions to the creation
of such applications, and current di-
rections for technology in music
curricula. Most importantly, these
presentations were given by indi-
viduals who are expedenced as wdn-
cators and as programmers. Many of
the presentations were working
demonstrations of the hardware and
software discussed, providing thesc
attending che conference with a
clear understsnding of the technol-
ogy and its possibilities.

Although the use of technology is
increasing in K-12 music education,
the conference presentations were
primarily aimed at the collegiate
level. Instruction in music theory
dominated the topics, including a
poster session made up primarily of
mmsic-theory applications presemly
being used at universities across the
country. Those attending the poster
session were given demonstrations of
the software, and had their questions
answered by the creators themselves,

Musig-theory programs given in
formal presentation inciuded 2 pro-
tessional aural-training application
that features elementary Lo ad-
vanced dictation exercises with
MIDI playback, an electrenic theory
text that teaches harmony from a
contrapuntal approach, and an appli-
cation for audio CDs that allows in-
structots to display their cwn
commentary on the music during
playback, Programmers discussed
their difficulties and discoveries, in-
cluding Ann Blombach, creator of
the popular car-training software
MacGamut, who speke on her expe-
riences converting the Macintosh-
only program fo7 use on the
Windows platform. These presenta-
tions provided those atrending the
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conference with examples of the
types of software being developed
for university music programs
across the counsry.

The subiject of teaching music fun-
damentals through technology ap-
peared in several presentations. As
coliege music-theory teachers deal
with incoming studemnts who lack ba-
sic music skills, many of these pro-
fessors have developed on-line help
utilities. These programs include
Web pages with basic information for
extra help, advanced-placement waork
for high-school musicians, aod com-
plete on-line university courses.
Many programs exhibited evaluation
procedures, demonstrated the advan-
tages of immediate feedback, and in-
dicated the positive resules of
extra-curricular work by remedial
students. The proliferation of these
programs confirms the growing use
of on-line instruction to climinate
the fundamental music deficiencies
of many incoming freshmen.

Pedagogy in music composition
was also featured at the conforence,
Presentations included iflustrations
of the uses of technology in composi-
tion pedagogy, integration of the
Inrernet inte teaching composition,
for music-cducation majors, as well
as advanced topics in algorithmic pro-
gramming for electronic composition.

in many music schoels, the apphi-
cation of distance learming often
seemns to be limited to the academic
disciplines—after all, you can’t
wach someone how to play the vio-
1in over the Web! However, the dis-
tance-leaming exhibits at ATMI set
put to disprove this common
misperception. A computer drill for
teaching foreign-language diction
was shown at the poster session, and
the final session of the conference
included a panel discussion on dis-
tance learning and performance, in
addition to 4 presentation on interac-
tive televised instruction for strings.

Alrhough many presentations
were exhibitions of applications
that had been created by the pre-
senters, there were alse demaonstra-
tions of the programs used to create
music applications. These sessions
introduced the authoring programs
Director, RealBasic and HyperMidi,
Quicktimie Player, and the Web-
authoring too] Dreamweaver. All
presenters cxhibited both elemen-
tary and advanced programming
techmiques, creating basic applica-
tions during the presentation and
showing the special teatnres of their
completed applicasions to illustrate
programming possibilities for those
interested in creating their own.

Naturally, the vse of the World
Wide Web was a primary topic of the
conference. Not only does the
Internet provide the opportunity for
dHstanee learning, buc iv also elimi-
nates the problem of applications
that do not accommaodate both
Macintosh and Windows platforms.
The ATMI's president, Peter
Webster, and vice president, David
Williams, gave two extended presen-
wions entitled Using the Web: Inno-
vative Models for Using the Web in
Music Instructdon. Although these
sessions were somewhat overwhelm-
Ing in their content, the scope of the
presenters’ knowledge was impres-
sive, They showed exampies of cur-
rent music Web pages from various
universities around the country,
ranging from those that simply list
informetion to advanced pages for en-
tire on-ling courses, Although the
presentation boasted thaz there was
little technical knowledge required to
use the Web, more clementary dem-
onstrations of Web creation wonld
have been helpful to the novice user
who would likely have been intimi-
dated by the deluge of information
these presentations contained.

A highlight of the conference was
2 panel discussion titled Designing
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and Offering a Music Technology
TDregree. Each of the four panclists
had instituted a magic-technology
degree at their respective universi-
ties, and provided those attending
with detailed Yists of their curricula,
They discussed various roadblocks
that they encountercd in crvating
their degrees, such as obiections
frem administration and faculty
concerning details of the cumicu-
hare, and obtaining equipment and
facilities. They also noted the popu-
larity of their programs and the high
placement of graduates. With the
growing demand for degrees in mu-
sic technology, this presentation
was well attended.

The pancl discussion entitled 5o
Much to Teach, So Little Time was
a rare disappointment at this confer-
ence. While most other presenters
demonstrated excellent preparation
and few technology failures in their
presentation (the latter being 2 ma-
jor accomplishment!), this panel
was disorganized, bad several tech-
nical problems, and failed to en-
lighten those attending on their
topic. Mast of the panel members
listed the technology and facilities
present at their schools but gave
lirrle insight to the way that they
were used to save teaching ime.

Despite this one disappointing ses-
sion, the conference a8 2 whale was
informative, up-to-date, and thor-
oughly practical. Not only did the
presentations give clear indications
of technology trends in the profes-
sion, but the presenters were pleasant
and eager to help those with ques-
tions. [Many presenters were asked to
lunch or dinner to discuss their top-
ies further with eager members of the
association.} Unlike some confer-
ences, where topics lean toward the
esoteric and deeply intellectual, this
conference provided useful, diverse,
and practical information for music
educators about the technology avail-
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able today, leaving the next millen~
nium to take vare of itself.

Thaose interested in learning wore
about the Association for Technal-
ogy in Music Instruction can go to
the association’s World Wide Web
site at www.music.orgfatmi/. Ses-
sion titles for the 1999 ATMI con-
ference included: A Primer for
Developing Web-Based Courses,
Electronic Poster Session,
Authoring Tools T and T, Using the
Web [ and O, Music Education and
Technology [ and T, Music Theory
and Technology, Curriculum and
Technology T and 1L, On-Line
Courses I and I, Software Develop-
ment, and Distance Learning.

TRCAM@Columbia 1999

Columbia University, New York, New
York, USA, 15-21 November 1599

This past November, Columbia Uni-
versity hosted a serics of concerts,
Tectures, and workshops by Institute
Ji: Recherche et Coordination,
Acoustigue/Musique {[RCAM} in
New York City. The concerts took
place on Monday, 15 November and
Thursday, 18 November at
Columnbia’s Miller Theatre, and fea-
tured the compositions of Jonathan
Harvey, Magnus Lindberg, and
Tristan Murzail. The lectures and
workshops were presented on Friday,
Saturday, and Sunday, 19-21 Novem-
ber. These included participation by
several prominent IRCAM personali-
ties, including Pierre Boulez, Laurent
Bayle, Eric De Visscher, Andrew
Gerzso, Mikhall Malt, and Manuel
Polerd. The following text reviews
each of the week’s events.

The Music of Jonathan Harvey

Ensemble 21, with technical assis-
tance by IRCAM
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Reviewed by Chrisiopher Bailey
New York, New York. US4

The first concert of IRCAM®
Columbia was deveted to the music
of comyposer Jonathan Harvey; the
works perfermed ranged from fairly
recent (1994) to relatively well es-
tablished {1980). Mr. Harvey has had
several residencies at IRCAM, and
the influence of the technigues he
has learned and utilized there could
be heard both directly, in the case of
works fearuring electranies, like
Martuos Flango, Vives Voco and
Torebeau de Messiazn, and indi-
rectly, in the case of works like The
Riot and Notaraja.

The latter, a fiery duct for flute
and piane, opened the concert,
played brilliantly [as was the entire
program) by Ensemble 21. As is often
the case, the pianist was utilized in
cvery picce; and this pianist, En-
semble 21%s codirector and rising star
on the new-music perlormance
scene, Marilyn Nonken, deserves
special kudos for her uncessing en-
ergy and vitality in performance
throughout the evening. Natardja is
a work filled with wonderfully varied
textures and scintiflating instrumen-
tal writing, woven together into a
clear, satisfying kinetic-formal de-
sign. This listener heard perhaps a
whiff of Earlheinz Stockbkausen’s
AMantra {Mr. Harvey, as you may be
aware, wrote the book The Music of
Stockhawsen: An Introduction], espe-
cially in the way the music, on occa-
sion, would suddenly become
obsessively repetitive. The “indi-
rect” relation to the composer's
IRCAM, tesidencies could be heard in
the work's tasteful use of spectral
techniques.

Naturaja is a plece with several
dance-like scenes; The Riot [flute,
bass clatinet, and piano) seems to
take “the dance” as its basic raisen
d’éire, From the title, one might ex-

pect some chaotic din te be the prin-
<iple mede of expression, hut in fact
it’s 3 much more controlled gather-
ing of thematic characters, The main
formal gist of the piece seems to be a
series of clear sections [though with
very smooth elisions berween them),
2ach based more upon 2 textural
idea than a thematic one: irrsgular
dance-like figares, upward sequences
{reminiscent, perhaps, of Shepard's
tones), cte. Just as Neteraje and
Mertuos Plango (as discussed below)
contain bits of homage to
Stackhausen, so The Riot, perhaps
owing to its orchestratfon and its
dance-like nature, owes a small debt
o Stravinsky: the opening of the
piece sounds sormewhat Bke Sym-
phonies for Wind Instrumerits.
Likewise [and obviously],
Tombeaur de Messiaer, for piano
and tape, contains hints, in its block
harmonies and birdsong-like thyth-
mic patteras, of the master ta whom
it iy dedicated. The use of
microtones, though, actually sets it
quite apart from Messiaen.
Tombeau is an effective piece, fea-
turing the ringing, beating relarion-
ships between justly intoned chords
on the tape and their equal-tem-
pezed almost-alikes in the pianc.
Mortuos Plango, Vivos Voco, for
recorded quadrephonic sound, is
quite an old piese, hailing from
1940; its somewhat dated tech-
niques might cause a few groans
from the most hard-core computer-
music nerds, but, like another old
guadraphonic work, Gesang der
Hinglinge (Mr. Stockhausen again),
it is still very effecdve musically
and formally. The piece is based
upon the sounds of 2 huge cathedral
bell and a bey sopranc Personally, T
find myself waiting for the haunting
final moments, a simple texture
consisting of the ringing bell with
voral interjections mulriplied into
the gorgeous spectral chord derived

Corapuier Music fournal



from the bell itself. Concemning the
“performance” of the plece, it was
Iovely. The IRCAM technical team
had Miller Theatre set up for thor-
ough sonic immersion.

The last work on the program was
Song Offerings, for soprano and
chamber ensemble. Though it of-
fered many sonic beauties, this
worl: satisfied me less, due cither to
a less-than-stellar performance by
the soprano, Judith Bettina, or per-
haps to a deeper issue: the appropri-
ateness of a traditional operatic
singing style ta Mr. Harvey's musi-
cal acsthetic. Specifically, his me-
ticulous manipulation of harmony
and pitch seemed to clash with the
inevitable *devil-may-care” {what
pitch is being sungl vibrato of a clas-
sically erained singer. The parts of
the cycle chat were most successful
were the chanted sections: the first
movement, for example, which con-
taincd mono-pitched chants overa
constantly changing harmonie-
timbral complex; and the last move-
ment, where the singer seemed to
use less vibraw, at least at the be-
gloning. The insuumental writing
was beauriful as always, especially
the music in bevween the verses of
the texe during the last movement.

Warks by Magrus Lindberg and
Tristan Murail

Enscmble Sospeso, with technical
assistance by [RCAM

Reviewed by Oliver Schneller
New York, New York, USA

Throughout the past two decades,
IRCAM has been an expanding fo-
rar for collaboration, exchange, and
innovation, and a trigger for a broad
range of technological applications
in musie. It scems that such an inte-
gration of the creative powers of re-
searchers, engineers, composers, and
instrumentalists has become a pro-

ductive model leading to some of the
most interesting pieces in recent
contetnporary rausic. Perhaps it is
relevant to note that both fearured
composers of this cvening's concert
hzd been important members of col-
lzbarative associations befere they
came te IRCAM: Magnus Lindberg
in the Finnish “Ears Qpen!” Society,
and Tristan Murail in L [Hindraire,
an ensemble of composers and in-
strumencalists.

Composers who visit IRCAM to-
day often learn similar things ro
whart they would elsewhere, How-
ever, it is in the way they are subse-
quently enabled to impleroent this
knowledge in their creative work and
in the cellaboration with the pro-
grammers andd engincers that the pri-
mary contribution of IRCAM to
contemporary musical composition
Lies. The differences between cre-
ative personalides remain untouched
by the exposure to the possibilities
TRCAM has to offer, as became evi-
dent in listening to the music of Mr.
Lindberg and Mr. Murzil.

Mr. Lindberg’s Related Rocks
(1997}, for two pianists, two percis-
sionists, and electronics, opened the
concert with a bang that builds—a
formal trajectory that is frequently
found in his works. Pianists Stephen
Gosling and Eric Huehner and per-
cussionists Tom Color and Pable
Ricppi performed this piece with
breathtaking agility. The eleciron-
ics, brilliantly managed thronghout
the concert by IRCAM's Eric
Daubresse and David Poissonier,
peeded subtle balancing since the
soundfiles, triggered by the pianists
on MIDI keyboards, often had to
fuse with the dense textures in the
percussion or piano parts. However,
the transformations of these
sounds—derived from a baroque
cello and the rather rare sounds of
the physical destruction of a grand
piano--often remained outside the
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initially somewhat minimalist sonic
world established by the pianos and
percussions. Clearly, the composer
was more concerned with the layer-
ing and interaction of heterogenzous
materials than with their fusion to
forrn a hybrid compound. Later, this
process, with its restless activity
across all registers, translated ino a
rapid and frivolous juxtapositicn of
identifiable stylistic allusions—
Chopin. tack, boogic-weogie—with
cartoon-music-like pacing.

It would be safe ta say that the at-
wributes of the second picee en the
program, Mr. Murail's Bois flocté far
amplified ensemble and electronics,
also from 1997, were the direct op-
posite of those of Related Rocks.
Here, the form unfolded like a slow-
motion sequence, vecasichally
punctuated by sonic “pillars” of
resopant depths. Following the cap-
tivating opening—a calm, chorale-
like progression of overlapping
sonorities [derived from a2 micro-
scopic analysis of water soundsj—
most of the remaining sources were
casily identified as being retminis-
cent of water sounds: trickling,
droplets, waves breaking on a shore.
The electronic metamorphosis of
these spunds and the wav the en-
semble music was composed around
them twmned their familiatity into
the clarity of scintillating musical
gestures mediated by guict transi-
tions. The material was economic,
yet rich in color. Compared to other
compositions by Mr. Murail, the
prerecorded sounds had a great deal
of weight and space in Bois flotté.
Perhaps the tidle gives a clue: the
wood [ensemble! seems “afloat” on
an undulating surface of electronic
sounds in constant motion.

Mr. Lindberg’s Ur (1986), for am-
plified epsemble and electranics,
featured the rapid-fire world of ex-
treme horizontal and vertical den-
sity that characterized many of his
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earlier picces for crchestra, Ur s in-
tricarely composed in such 2 way
that one often seems to be hearing
more than the five instruments ic s
scored for. Like Related Rocks, the
piece is relentless in s bold perper-
uvum mobile energy. The music does
not shy away from the plentiful use
of extended techrigues, and there is
a remarkable episade where the
cello’s lowest string is detuned. The
virtuosity of the ensemble writing is
at times engaged in a challenge
against the potentially overpower-
ing electrenics, and much of the
sustenance of the piece derives from
the composer’s keen sense for the
dramaturgical dispgsition of his
forces. The piece certainly lives up
to its title; ur in Genman implies be-
ing of archaic origin or energy.

Mr. Murail's L'esprit des dunes
|1893-1594), for amplified ensemble
and clectronics {sampled sounds
triggered by a MID keyboard), starts
with a characteristic ascending fig-
ure that is passed back and forth be-
tween the oboe and the sampled
sounds, mediated by the flute. Over
the course of the piece, the origin of
this mosf is progressively revealed
by the gradual arcumulation of par-
tial strata that occasionally fills in
the whole spectrum at sonorous an-
chor points. In the compoeser’s
words, “There is melody within a
single picch; the melody is created
through the pitch’s harmenics. It's
both a sound and a melody. And
while the opening notes af the ohoe
constitete o phrase, it is also a
sound.” The origin of the motif is in
fact 2 snippet from an overtone
“melody” found in Mongolian
chant, o tradition that can be de-
scribed as the art of creating (over-
tome} nielodies out of a single (sung)
pirch. The vocal paradigm is felrin
various forms throughout the piece:
strands of kinetic energy that pro-
duce a pattexn of tension and re-
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lease; the alternation of compact
and diffuse enscmble writing with
the occasional appearance of resyn-
thesized Tibetan chant; and the
overall dynamic curve of the form
make the piece breathe in a euri-
ously oTganic way.

All four pieces received suparb, en-
ergetic, and imaginative prrfor-
mances by the Enseinble Sospeso
under their excellent conductor, Jef-
frey Milarsky [Bois flord and L'esprit
des dunes were American premiercs).
The integration of the exemplary mu-
sicianship of the ensemble under Mr.
Milarsky and the expertise of the
IRCAM sound engineers made the
evening a great SUCCEss.

IRCAM Forum @ Columbia:
Lectures, Conversations. Demos

Reviewed hy Douglas Geers
New York, New York, USA

On Friday, 19 November, several of
TRCAM's taost noteworthy denizens
presented a day of lecrures and dem-
onstrations regarding current activi-
des there. The day-long events were
free and open to the public, and an
impressive crowd of over 300 people
attended. The highlight of the day
was Pletre Boulez's conversation
with Erie De ¥isscher. Na doubt,
Mr. Boulez’s participation helped at-
tract the large audience, and ic
seemed that many in the crowd
were inexperiented at computer
music and the activities of IRCAM.
Thus, these lectures provided an ex-
cellent opportunity te inform the
wider community about the creative
possibilities of computer music apd,
more specificatly, what IRCAM has
dope to promote these.

After a brief intreduction by
Thanassis Rikakis, associate direc-
ror of the Columbia University
Computer Music Center, Laurent
Bayle, dircctor of IRCAM, delivered

a lecture entitled “IRCAM Today
and Tomorrow.” In his talk, Mr,
Bayle discussed JRCAM's current
activities in several areas, including
composition, research, and educa-
tion. To the non-comyputer musi-
cians in the audience, this lectura
was probably quite informative;
however, to those of us familiar
with IRCAM, it did not contribute
many new ideas.

Next, Andrew Gerzso, IRCAM fo-
rum manager and technical assistant
to Pierre Boulez, spoke about the
RCAM Software Forum. He ex-
plained how and why the forem
originated, its development to the
present day, and the benefits of
membership, 1 think he spent a bit
too much time on demographics and
statistics; rather than intriguing the
andience with creative possibilities,
it was a business-type report. In gen-
eral, T think borh of these lectures
would have benefited from some
condensation and a more conversa-
tonal delivery, especially given the
nonspecialist nature of the audience.

After Mr. Gerzso's lecture, Pierre
Boulez took the stage with Eric De
Visscher, ardstic directar of
TRCAM. Mr Boulez was in New
York to lead a series of perfor-
mances 3t Camegie Hall, where he
is now the composer-in-residence.
Mz Bpulez, a charming and witty
spezker, began by discussing his
first experiences with electronic
music at GRM, working with Picrre
Schaetfer. He stated that his early
enthusiasm for mmusigue concréie
had diminished as he performed his
carly experiments there. To him,
Mr. Schaeffer’'s compesitional mech-
odologies and techniques were not a
sophisticated encugh match for in-
strumental music.

Mr. Boulez also criticized the
early synthesized electronic music
of ethers, such as Karlheinz
Stockhausen, becanse the timbres
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were too simple for his wste. How-
ever, he became intrigued by clec-
tronics once again afrer hearing Mr.
Stockhausen’s Gesang der finglinge.
The combination of recorded and
synthesized sounds in this worl was
deemed suceessful. During the early
19605, Mr. Boulez attempred some
works using electronics, including a
piece for orchestra and tape which
ke has since withdrawn Once again,
he was not sadsfied. He told the au-
dience that he evenmally decided
not te work with sounds on tape and
to wait until clectronics could be
more respotsive.

Mr. Boulez continued by describ-
ing his conception of IRCAM and
his efforts to make it a reality. He
mentioned that he had tried strenu-
ously to ensure that his vision was
not compromised. He achieved this
by making IRCAM a2 unigque entity—
that is, not a subsidiary of any other
cultural ovganization. As a resule,
funding and decision making need
not be funneied through additional
layers of burcaucracy. He also reiter-
zted that the focus of IRCAM should
remain on the composers and help-
ing them realize their music.

Mr. Boulez spoke for approxdi-
mately 45 min, ficided sonse ques-
tions, then dashed off o another
rehearsal. His performances that
week with the Ensemble
InterContemperain featured an ali-
Boulez program including the
American premiere of Anthdmes 2,
for violin and electromics.

‘The remainder of Priday’s lectures
focused on software developed at
IRCAM and available through the
foruoe Andiosculpt, OpenMusic,
Max/MSP, and Spat. First, Mr.
Gerzso introduced Audiosculpr, an
elegant graphic interface for ma-
nipulating the tme and frequency
data of soundfiles. His presentation
was clear, brisk, and peppered with
clever, humorous conunents, Next,

Mikhail Malt gave a taik on
OpenMusic, s graphical composi-
tional sketchpad program and suc-
cessor to Patchwork. The final
speaker of the day was Manuel
Poletti, wha discussed Max, MSP,
2nd the Spatialisateur. The last of
these is an impressive zlgorithm
that can be ntilized from within
Max, capable of eight-channel
spatialization {more channels are
possible if one has a powerful
snough computer with the appropri-
ate sound caxd], Mr, Polstti con-
cluded by creating an impressive
and hilarious demonstration, simm-
Jating the scund of one’s apartment
during a rainy cvening in Paris.

IRCAM Fornm @ Columbia:
Workshops

Reviewed by Elaine Thomazi
Freitas .
New York, New York, USA

Clesing the week of IRCAM activi-
tics at Columbia University were
two days of workshops on IRCAM
techniques and software at the Co-
lumbia Computer Music Center.
These workshops gave 48 partici-
pants the possibility to examine
more closely IRCAM's universe of
computer-assisted composition and
real-time systemas. Within the same
time frame as the IRCAM Summer
Academy, these two days of hands-
On activities provided a sort of “fast-
food” instractional approach to a
very hetercgenecus group of stu-
dents. The workshops focused on
AudioSculpt and GpenMusic, Max/
MSP, and Spat, under the instruzction
of Mikhail Malz and Manuel Poletsi.
‘The participants spanned 2 wide
range of backgrounds and experi-
cnce: Columbia University graduate
students; faculty and students from
other US institutions such as MIT,
University of Chicage, Dartmnouth
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College, University of Jowa, Con-
necticut College, and others; indus-
oy Tepresentatives; and several
independent commputer music com-
posers, including fudy Klein, David
Gomper, and Danicl Gppenheim.
Cbyiously, there is increasing inrer-
est among American composers and
technicians in TRCAM activities.

Both Mr. Malt and Mr. Poletti
showed the basics of all the soft-
ware n a friendly asmosphere, In
fact, that almest became a problem,
since everybody would have loved
te be able to spend at least one day
on each of the workshops. But this
happens at the workshops in Paris
as well, and maybe it is a part of
their merchandising pelicy. More-
ovez, the attendees were mostly
rather expericneed computer musi-
cians, and thus did not need wo be
taught the basics of the software;
but that is something to be consid-
ered for later occasions.

‘The students were divided into
two groups of 24, each seated in a
room with several :4 Macintosh
computers with headphones and all
the IRCAM software installed, so
that they could work along with the
instructor. This provided for lively
cxchanpes between students and in-
structors, and proved quite effective.

Going back to the software itself,
CpenMusic, an object-oriented envi-
ronment based on Comamon Lisp,
has been designed as the successor
to Parchwork, It is visnally attrac-
tive, and features the ease of a color-
ful graphical interface, good for
those moments of “what's next?”

Musically speaking, most of the
old Patchiwork libraries are incerpo-
rated jmto OpenMusic, and it seems
to be not that difffeult to translate
ald personal profects to the new envi-
ronment. One novelty is Maguette, &
graphical interface for arranging mu-
sical materials. This brings to the
screen those old skerches overy com-
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poser ance made, and chat some
people still use. The ides of creating
some sense of layered space Is quite
interesting, even though it gives us
the idea of searching for a new musi-
cal notation. But the main peintis
that it is possible to touch the musi-
cal material directly {patches, MIDI
files, soundfiles, or even another
Maguettel, within a time-criented
structure.

AudioSeulpt s software for the
analysis, processing, and spectral ed-
iting of sound signals based on
phase voceding. It is supplied with a
great graphic interface, perfect for
scrutinizing the spectrogram of a
given sound. AndioSculpt was de-
signed to pass analysis data to
Patchwork for compositional ma-
nipulations. It alse works well with
OpenMusis, allowing not-so-techni-
cal people to manage their materials
in an intoitively musical approach.
However, considering that
AudioSculpt is a relatively old piece
of software, it seems that not much
has been done with its technieal de-
velopment lately. Of course, the
short time span of the workshops
was ot enough to show and ty ev-
erything, but it was very nice to
learn a few txicks without reading
the manuals. This is such a rich pro-
gram, however, that it was tempting
to go back to the lab afterwards to
explore more of its possibilities.

The Max environment, now en-
hanced by MSP, still offers many pos-
sibilities for those interested in
creating Interactive works, Max, 3
graphically based software for real
time and interactive applications, has
been the main toal for MIDI control
and Interactive multimedia environ-
ments for nearly a decade. Currently,
MSF works as & set of Max exten-
sions that add audio capabilitivs to it
iallowing synthesis, analysis, and
processing of andio signals In real
tme}. The workshop was introdue-
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teory in character, pointing out a few
interesting derails for building
patches and presenting ideas for ex-
panding the musica] horizon with the
collaboratien of visual artists, danc-
ers, and others. Nothing conetete,
though, was presented In that Held,

The Real-Time team has recently
given birth ta an amazing new device
named Spat [Spatialisareur], 2 well-
conccived Max patch. As suggested
by its name, Spat creates the idea of a
virtual spacs, allowing the composer
o have precise control over the posi-
tioning and projection of sound. Even
though it is supposed to work fine
both in stereo and In quadraphonic
environments, it achicves its most
perfect level of virtual reality when
used in a quadraphonic system. The
great thing to note is that ity spatial
conception comes from psychoacous-
tic research instead of physical data,
tesulting in 2 more realistic acoustic
experience. In terms of interest, the
choice to close the week-long activi-
ties of TRCAM@Columbia with Spat
was a very good one; the pardcipants
went home with 2 great reference for
starting new projects, improving cur-
rent ones, or revising old ones. And
that was perhaps the main purpose of
this event.

Publications

Jezry Taboz, editor: Otto Laskes
Navigating New Musical
Horizans

Greenwood Press, 1999, 232 pages,
hardeover, itluserated, bibliography,
index, ISBN 0-313-30632-X; available
from Greenwood Press, 88 Post Rd,
West, Westport, Connecticut 06851,
USA,; telephone [203) 226-3571; fax
{203 222-1502; electronic mail cns-
tomer-service@greenwoad.com; World
Wide Web www.greenwood.com

Reviewed by Thomas Licata
Institote of Sonclogy
The Hogue, The Netherlands

Otto Laske has not only been chal-
lenging the established norms in the
creative arts and sciences for ncarly
three decades, he has been and is
stifl actively engaged In proposing
innovative, provocative, and often
far-reaching alternatives. His contri-
butions in cognitive musicology and
compasition theory, methodolegies
rooted from an interdiseiplinary per-
spective, have not only reshaped the
ways in which musical composition
and analysis are considered; his in-
fluence hzs spread to creative arts in
general, Farthermare, as his wark
has influenced numercus other dis-
ciplines including computer sci-
ence, artificial intelligence, and
psychology, it is likely that the full
impact of his thought, particularly
with the widespread application of
computer-based technologies in
many areas of artistic inquiry and
research, has yet to be fully realized.

Otto Laske: Navigaiing New Ma-
sical Horizons, edited by Jerry Tabor
and published by Greenwood Press,
is a thorough and wide-ranging col-
lection of essays that goes a long
way in documenting this man's life
and work. With contributions by
noted intemational scholars travers-
ing such disciplines as composition,
music theory, cognitive musicology,
and computer science, this book of-
fers a comprehensive, interdiscipli-
naty look at Mr. Laske’s important
theories and creative activities.
Moreover, there are numerous chap-
ters in which various authors not
only examinz his work, but also
present and discuss cheir own re-
search in light of how it was shaped
and influenced by him, perhaps the
highest tribute one can offer,

The editor of this volume, Mr. Ta-
bor, of Salisbury State University,
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epens the book with an introductory
cssay ¢ntitled, YA Pioncer in Com-
position and Research.” This chaprer
gives a clear and succinct overview
of Mr. Laske's background as well as
the nnpertant influences that have
shaped his thinking. The author sup-
plies informative explanations of
Mr, Laske’s adaptation and subse-
quent modifications of various con-
cepts borrowed from linguistics and
psychology, thereby clearly laying
out many of the concepts discussed
and elaborated upon throughoeut the
course of the book. In addirion to
the theoretical contributions, Mr.
Tabar alsa stresses the importance
of Mr. Laske the composer: “ft is
likely that one of the reasons [his]
research has had such an impact on
theoretical discourse is that he is
himself an impressive participant in
the musical ereative process.” As
such, the editor provides 2 compre-
hiensive survey of Mr. Laske's com-
positional ourput as well as the
various programs/task environments
he used in creating them.

Following this introduction, the
bock is divided into three parts: parc
1, Compositien and Composition
Theory, focuses on the process of
comnposing with computers; part 2,
Cognitive Musicology, concentrates
on, the process of “deing” music,
that is, carrying out such tasks as
compesing, analyzing, and listening
and part 3, Composition and Cogni-
rive Musicology in Practice, shows
how Mr. Laske himself incorporates
his concepts directly into his awn
rescarch, artwork, and various other
activities. Closing out the book
there is an excensive bibliography
including maior writings and much
of Mr. Laske's ather theoretical and
compositional contributions.

Composer Batry Truax, of $imon
Fraser University, contributes the
first chapter of part 1, “Sonology: A
Questionable Science Revisited.”

Mr. Truax, who was at the Institute
of Senology when Mr. Laske began
formutating his theories there in the
early 1970s, offers a first-hand look
at the major influences and develop-
ments Mr. Laske underwent during
this time. Through his later work
with the World Soundscape Projeet
{WSP}, Mr. Truax reflects on how he
came to discover that Mr. Laske's
fundamental ideas of sonalogy “so
aptly applied to the new approach to
the soundscape che WSP was trying
te termulate.” Mr. Truax proposes
some thought-provoking ideas about
the future development of tape mu-
sic: “In the future, we may very
well come to realize that musical
competence hased on abstract rela-
tionships in sound is merely a spe-
cialized version of environmental
sound competence.”

“Strucrure as Performance: Cogni-
tive Musicology amd the Objectifica-
tion of Compositional Procedure,”
by composer and reszarcher Michael
Hamiman, considers various aspects
of Mr. Laske's theoretical work as it
relates to the interrelationship be-
tween the human/computer creation
of artifacts. Through clear and con-
cise writing, Mr. Hamniso details
the importance of computers in heip-
ing to further understand this rela-
tonship. As the anthor asserts,
“eomputers beeome not mevely tonls
far the making of artistic works;
they become ipstruments for the ob-
jectification of the very processes by
which such waorks might he made.”

Gottfried Michael Kozenlg, a pio-
ncer in computer music, contribures
an illuminating essay entitled
¥PROJECT 1 Revisited: On the
Analysis and Interpretation of FR1
Tables.” Mr. Koenig discusses the
early developments of his very im-
portant composition program,
Project 1. He revisits Mr, Laske’s
Hrst exposure to this pragram as
well as his subsequent integration
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of his own programn {PRECOMP}
with that of PR1. With dctailed at-
tention to PR1 scote-table aurpur,
the author describes, through nu-
merous pages of musical examples,
how one might read and inrerpret
these tables.

Another compaser, Joel Chadabe,
opens part 2 with *A Briet Overview
of Mr. Orto Laske’s Work.” Mr.
Chadabe is a long-time friend and
calleague of Mr. Latke, and thus of-
fers a very personal and intimate look
at the man and his work. Based on
private conversations, Mr. Chadabe
reflets on the carly developments of
Mz, Laske’s thought and the signifi-
cance of his work. He writes: “Mr.
Laske's ideas, in short, help ns under-
stand how to achieve and cause oth-
ers to achieve higher levels of
ntusical creativiry and reward.”

[ “Portrait of ay Extrarerrestrian,”
by Bernard Bel, a computer seientist,
the author examines Mr. Laske's con-
cepts of competence and perfor-
mance, Mr. Bel discusses the
applicabifity of his theeries to his
own study of non-Western music,
namely, the tabla music of India. He
regards that #the issue of musicality
raised by Mr, Laske is of great rel-
cvance putside the Western musical
world from which it originated.”

Mare Leman, professor at the Uni-
versities of Ghent and Leuven in
Belgium, contributes “Adeguacy
Criteria for Medels of Musical Cog-
nition.” Mr. Leman asserts that a
paradigm shift in cognitive science,
from 2 Cartesian [cognition inde-
pendent of the sound environment)
to a more naturalistic approach [cog-
nition highly dependent on the
sound environmenst), “has pro-
foundly changed the way in which
we now think about musical repre-
sentation and memory control.”
Turthermore, he maintains that be-
cause of the inecreasing interest in
computer medsling, it is important

to loak at how computer models are
currently vvaluated and justified.”
Throngh careful and impressively
detailed analysis, Mr. Leman as-
sesses current adequacy eriteria
used in computer modeling as seen
from both the Carwsian and nstu-
Talistic perspectives.

in “Modeling Musical Thinking,”
by Jukka Louhivuori, a cognitive sci-
entist, the author discusses his use of
musical models in order to further his
understanding of Finnish folk song
and the oral tradition, Mr. Leuhivuori
provides absorbing insights intg this
memory-dependent tradition, He also
discusses the implementation of arti-
ficial neural netwerks for modeling
‘musical thinking, and effers thouglu-
ful predicdans about future applica-
rions of these systems.

Parr 3 begins with *A Composer’s
Cognitive Musicalogy,” an inter-
view by Nice Schuler, professor at
Greifswald Universirty, Germany.
Many of the jdeas put forth
throughout the hook are here com-
mented apon by Mr, Laske himself.
Through Mr. Schuler’s astuts com-
ments and questions, he touches on
many of his early influences, in-
cluding his need o distance himself
from traditional musicology, ac-
complished not only by cognitive
processes, but by the simple, physi-
cal act of getting on a boat to
America: “When the ship ook off
from the Bremerhafen pier, Euro-
pean history fell off my shoulders
like a huge burden.” He alse offers
many other candid and revealing in-
sights abour his life and work. As
the collected papers of this volume
have all spoken of Mr. Laske, he
speaks here for himself: “The key
for me is and has always been epis-
temology. In everything [ have ever
done—composing, writing poetry,
doing philesaphy, musicology, Al,
ete.—the question for me has al-
ways been: What is knowledge in
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this demain, and how can I know
myself and the world?”

In the fitst of twao papers by Mr.
Laske himself, "Furies and Voices:
Cormposition-Theoretical Observa-
tions,” the reader is presented with a
discussion of his tape piece, Furies
and Voices (1990}, With tha first sen-
tence, Mr. Laske 2ffizms the underly-
ing thrust of his compositional
theory: #I am intexested in the ques-
tion of how the control structure of a
compasitional process determines
the farm of the musical work the pro-
ecss produces, and in the impact of
working with computers in composi-
tion on answers to this question.”
This composition was created in a
studio [at Simpn Fraser Universityi
whose task environment was un-
known to the composer in advance,
and consequently provides a reveal-
ing look at many of the processes Mr.
Laske went through io compesing it.

In the second paper, “Creating
Musie as an Articulation of
Prelinguistic Senses of Self {A Lec-
ture},” we geta glimpse of Mr.
Laske as developmental psycholo-
gist. Here, he reaffirms his interest
in furthering his understanding of
an artist’s development through life.
He discusses his ethnographic re-
search of living poets, musicians,
and visual artists, and offers intrigu-
ing findings and conclusions. At the
oot of his hypothesis, Mr. Laske
postulates "that ereating music, and
art generally, is an attempt to ar-
ticulate prelinguistic senses of self,
or modes of experience glready mas-
tered in infancy.”

The final chapter in the book, "The
Newcomp Experiment,” is by Curtis
Roads, visiting professor at the Uni-
versity of California, Santa Barbara.
M, Roads chromicles the events that
led to the creation of the New Ep-
gland Compurer Atts Association
{Neweomp), an organization that he
and My. Laske founded. He details

the organization’s many effores to
build new audicnees, educate artists
and the community, establish work-
shops, and sponser an annoeal compo-
sition competition, He coneludes his
essay by stating that, “It {Newcomp)
was a noble experiment, and I hope it
will serve as an example to future
generations of creacive artists.”

Finally, there is an extensive bib-
liography (13 pages] comprising all
of Mr. Laske’s major writings, a
complete listing of his acoustic and
electroacaustic compositions {up to
1993), and the vast majoriry of his
many other published and unpub-
lished works,

Mr. Tahor's efforts in compiling
such a well-organized and much
needed study should be strongly ap-
plauded; perhaps it will provide m-
petus for more books of its kind.
The varied, insightful, and thought-
provoking cssays about the many
challenging ideas of Mr. Laske, as
well as are and art making in gen-
eral, pravide for stimulating and re-
warding rcading. Along with the
appeal to composers, this book will
be of great interest to those in cog-
nitive science, computer science,
psychology, and philosophy as well.
It is highly recommended!

Mark Kahrs and Karlheinz
Brandenburg, eds.: Applications
of Digital Signal Processing to
Audio and Acoustics

Kluwer Academic Publishers, 1998,
545 pages, hardeover, illustrated,
bibliography, index, available from
Kluwer Academic Publishers, 101
Philip Drive, Norwell, Massachu-
setts 02061, USA; telephone (781)
571-6600; fax {781} 871-6528; elec-
tronic mail kluwer@wkap.com; or
Kluwer Academic Publishers, P.O.
Box 17, 3300-AA Dordrechr, The
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MNetherlands; telephone =31 78-639-
339%; fax +31 78-639-2254; clec-
tronic mail Services@wkap.nl;
World Wide Web www.wkap.nl or
www.caip.rutgers.edu/~kahzs/
hocks/adspaa htnl

Reviewed by Eric . Scheirer
MIT Media Laboratory
Cambridge, Massachussetts, USA

Imagine the ideal applicacicn-fo-
cused, audio signal-precessing book,
Such a book would have chaprers
writtcn by emincnt experts in the
field. It would cover topics of timely
interest that are vet not treated fre.
quently enough in the technical lit-
crature. It would be edited and
assembled with attention to clear
writing, attractive visual appearance,
and consistent style. The book would
have an extensive bibliographr to
provide the interested reader sources
for further investigation. And, it
would be reasonably priced, to be ac-
cessible to the industrial rescarcher,
academic, student, or hobbyist alike.

Mark Kahrs and Karlheinz
Brandenbuzg, eminent practioners of
the application of signal processing
to problems in andio and acoustics,
worked intsnsively for several years
with leading rechnical experts to
produce the aptly-named Applica-
tions of Signal Processing to Audic
and Acoustics. It admirably meets
all of the above criterin except, un-
fortunately, the last. PH return to
that concern at the end; frst,
though, the good news.

Saying this book is an essential
addition to any serious andio DSP
library does not go nearly far
enough. This book is, by iwself, a se-
rious audio DSP library! it coilects
in one place ten revisw and tutorial
papers that, each alone, deserve to
become the standard references on
their topies for students and practi-
tiopers in the field. Initiated during

the biannual TEEE <<Doug: do we
need the acronym expanded for this?
Institute of Electrical and Electron-
ics Engineers>> Workshop on Appli-
cations of Signal Processing o
Audio and Acoustics {the
“Mohonk” workshop, so named for
its fixed locaton at the Mohonk
Mountain House in upstate New
York}, Mr. Kahrs and Mr.
Brandenburg assembled key re-
searchers in the field and charged
each of them with the delivery of a
detailed technical overview of their
area of research.

The chapters fall into two catego-
ries. The first takes the form of
summmaries, or reviews, of fields
with a great deal of existing scien-
tific background. Chapters in this
category include Jokn Beerends on
obfective measures of perceived an-
dio quality, Mr. Brandenburg on per-
ceptual audio compression, Simon
Godsill, Peter Rayner, and Olivier
Cappe on digital audio restoration,
Jammes Kates oo hearing aids, Tho-
mas Quatieri and Robert McAulay
on sinusoidal analysis and synthe-
sis, and fulius O. Smith on digital-
waveguide implementations of
physical models of musical instru-
ments. In these chapters, the au-
thorts report and compare the
different approaches that make up
the fields deseribed.

The second category provides in-
troductions to fields that have previ-
ously been less-often discussed in
the literature, This category in-
cludes chapters by Bill Gardner on
reverberation, Mr, Kahrs on the ar-
chitecture of audio systems, Jean
Lareche on time-scale and pitch-
scale modification, and Dana Massle
on sampling synthesis. In these con-
tributions, the suthors have shown
a willingness to share the “trade se-
crets” that are used in the digital
andio marketplace but not often re-
parted in the scientifie literature.

Publications

Each of these categories is valu-
able in its own way. The first sort of
chaprter is important because it has
previously been very difficult for
newcomers to these fields to find a
foathold to get started. Bach contri-
bution will serve as 2 valuable intro-
duetion for many students and
hohbyizsts. Through the cormprehen-
sive bibliography znd discussion of
the literatie each provides, jtis
much easier to understand the inter-
relationship of the different papers
found in technical journals. The sec-
ond sort s important because it
helps to begin the sciendific dis-
<course on a topic. When too much
of the research in an area is held
“seeret” by private cornpanies—par-
ticularly true today for the design of
sampling synthesizers and artificial
reverberators—it is very difficult for
academic researchers to study the
techniques in principled detail. As 2
resulr, the academic research track
may lag behind the knowledge pos-
sessed implicitly in industry, in
some cases by vears. These studies
help to begin the difficult project of
bringing research out into the epen
for peer-reviewed study and debate.

The book, and each chapter indi-
vidually, is well-written and au-
thorirative. I would be hard-pressed
1o think of any way te improve the
<hoice of authors for the topies cov-
¢red here. The presentation in cach
case is thorough and exhaunstive, im-
peccably referenced with many cita-
tions te the primary literature, and
attractively presented with atten-
tion to detail, Such is the quality of
writing and layout that even at the
heft it already presents, 1 found my-
seli wishing for treatment of ather
tapics that interest me. Topics like
Hlter design for synthesis, audio
watermarking, parametric synthesis
techniques, pitch and terapo-track-
ing, and audio indexing and retrieval
now stand in great need of high-
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quality, up-to-date review and refer-
cnce articles to complement the
topics presented in this volume.

[n case it is not clear from the list
of ropics, this is a very technical
book. Just to rcad and comprehend
most of the chapters will require 2
graduate level background in digital
signal processing theary. A working
understanding of all of the concepts
in even a single chapter will reguire
weeks or months of intensive en-
gagement with the details, But this
is not a eriticism—hefore the appear-
ance of this boak, it would likely
have taken years to come to terms
with the scientific literature on
these topics, since most chaprers
collect material that has never been
collected in one place hefore. Given
the baseline set by the book as a
whole, { think that the chapters by
Kr. Garder, Mr. McAuley & Mr.
Quaticri, and Mr, Smith arc among
the more technical, and the chapters
by Mr. Kates, Mr. Kahrs, and Mr.
Brandenburg are the least techrical,
at Jeast in the sense of applied math-
ematics. The chapters by Mr. Kates,
Mr. Beerends, and Mr, Brandenburg
additionally require some technical
background in psychoaconstics for
fuliest undesstanding.

‘This is not a volume targered at
the working musician or composer.
Fxcept for the most technicaily-
minded musician, there is very little
material in most chapters that could
be direct!y applied to the composi-
tonal process. For those systems-
builders {or compaosers who double
as syatems-builders} wishing to
build musically-sophisticated tools
for composers and musicians to use,
however, there is no hetrer intro-
duction than this beok to the topies
it covers.

The only organizational point
with which I disagree is the decision
to put all references at the end,
rather than collecting them by chap-
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ter, But this is a very miner poing
Not s0 minor an issue is the price;
the book is listed at §145 and is not
available at discount as of this writ-
ing. Such a price will clearly actasa
barrier o the students and hobby-
ists who would most benefit from.
the thorough assemblage of mate-
rial. For cxample, this book would
make an ideal text for an advanced
class in musical signal processing,
but it would be very difficult for in-
structors te require purchase of such
an expensive book. While the qual-
ity end artention to detail in the
volume is certainly very high, it
still seems difficult to justify this
price tag. Perhaps the publisher and
editors conccived of it primarily as a
reference volume to be purchased by
lTibraries; if 5o, I think they underes-
timated the value it has to the mu-
sic prograrmer. It wauld be a
shame if the book were not widely
used and cited because of the price. I
¢an enly hope the cost will come
down if the book is reprinted.

In sum, anyone who has an inter-
est in the applications of digftal sig-
nal processing to problems in
musical multimedia, acoustics, or
the construction of music-analysis
or music-synthesis systems shoutd
be aware of this hook. Its publica-
tion stands as a landmark in the or-
ganizarion of advanced topics in this
field of study. If the price tag were
not 5o steep, it would be an immedi-
ate recommendation without ques-
tion. Regardless, [ encourage
everyone to look it up in a univer-
sity library, sce if it mects your
needs, and add it to your personal li-
brary if you have the mezns to do
50, ¥ you do, your bookshelf will be
trproved immeasurably by the ad-
dition, of this exciting work.

Eduardo Reck Miranda:
Computer Sound Synthesis
for the Electronic Mosician

Focal Press, 1998, 208 pages,
softeoverfCO-ROM, itlustrated, ap-
pendices, bibliography, CD-ROM in-
stritctions, index, [SBN
0-240-51517-X; available from Focal
Press {an imptint of Butterworth-
Heinemannp), Linacre House, Taxdon
Hill, Oxferd OX2 8DP, UE; tele-
phone (+44-1865} 314637; Fax (+44-
18651 3140%1; electronic mail
bhuk.orders@ropp.co.nk; or Focal
Press, 225 Wildwood Ave., Woburn,
Massachussetts 01801-2041, USA

Reviewed by Paschall de Paor
Limerick, freland

This book is one of several published
by Focal Press in its Musie Technol-
opy Serics (Francis Rumsey, ed ). It is
targeted primarily for university and
college courses in the field and work-
ing professionals seeking to update
or expand their knowledge {as stated
in the preface), This review is based
on that stated obiective.

Computer Music fournal



The boak is divided into gight
chapters, with two appendices, ref-
erences, index, and instructions fer
using the CD-ROM. 1t discusses
scveral synthesis rechnigues, pro-
vides examples for implementatior,
2nd outlines how o construct one’s
own instruments.

The preface is, as one would ex-
pect, an overview of the book, with
some tantalizing information on
each chapter. However, some details
are nnnecessary here {for instance,
stating Fourier's theorem), and some
need clearer explanation {the auther
states that additive synthesis is “ex-
pensive” to run—on page X and later
on page 125—meaning in computa-
tional and net financial terms).
Plainly obvious to the experienced
reader but not to the novice, assump-
rions or interpretations of this kind
need to be explained more fully.

Tn chapter 1, *Computer Sound
Synthesis Fundamentals,” Mr.
Miranda consigns the initial two
small paragraphs to explaining the
fundamental behavior of scund and
the recording chain. This is really
not cnough—ir assumes a greater
knowledge on behalf of the reader
than is stated at the outset. And
some of the explanations, in their
simplicity, will lead to fundamental
misunderstandings by the reader
isuch as the basic explanation of an
znalog synthesizer). Other topics
also contain potential for misunder-
standing; for exzmple, the state-
ment that an “analog oscillater
produces only a sinusoidal wave-
form” (page 141, Perhaps the carliest
examples did, buc this is clearly no
Ienger the case! Furthermore, some
argumentative factual emors are
present: “[the] first programming
language specifically designed for
sound synthesis was Music IIT¥
{page &). Mustc I was specifically de-
signed for sound synthesis. Music I
was the first to include unit genera-

tors {UJGs) and the ability to patch
these together to form a nerwork for
synthesis. A small detail, perhaps,
buc again, the intended veader will
pick up on such things [certainly, T
would wonder about Music 1 and ).
And, of course, the hook is about
synthesis, so therefore one expects
details on the subject itself o be ac-
curate, One may state that Music TH
was the first of its kind, but it must
be contextualized, and in this case it
was not. [t js another example of a
well-intentioned, but inaccurate
statement of fact. 1also wonder
about the order of information pre-
sented. For example, the sampling
theorem and quantization poise pre-
cedes Nyquist information. The se-
ries editor {Mr. Rumsey) handles
thase and other related topics excel-
lently in his own book {Sound and
Recording: An Intreduoetion, 2nd
edition, 1994, and includes much-
needed graphical cxamples and ex-
planations. Finally, other smaller
problems, no less imporeant to a
studens, include spelling [Hers in-
stead of Hertz, ete )

Chapter 2 dcals with the software
on the accompanying CD-ROM, and
in enougl detail to enable the reader
to effectively use it. However, one
must consider the prudence of plac-
ing this so early. Clearly the author
wishes the teaders to be sufficiently
familiar with the scftware to enable
them to work through the provided
examples, This is understandable
and generally a good idea. However,
it does interrupt the flew of the
book. It could easily have lived in
an appendix, with instructions at
the beginning, to aliow the reader
work through it if he or she wishes
to make use of the examples [giving
the readers a cheree). In Mr.
Mizanda’s case, they do not have
this choice: skipping chapters is not
a valid option. Furthermore, having
just covered the fundamentals of
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sound synthesis, the reader is
iaupched into an cxplanation of
software operacion and functonal-
ity, introducing terminology and
techniques not yet covered. This
could lead to confusion.

In chapter 3, “Loose Modeling
Techniques,” Mr. Miranda for some
reason devises a taxonomy of sound-
synthesis techniques, However, |
am not sure this is the place to do
it. Subjects such as AM, FM,
waveshaping, wavetable, Walsh
functien syathesis, and Binsry syn-
thesis are classified 25 leose model-
ing. Further research by the reader
will not return many references to
this term, and consequently i apens
the possibility for confusion. A very
useful clement here, though, is the
inclusion of examples using the ac-
companying soltware,

In chapter 4, “Physical Modeling
Techniques,” Mr. Miranda rightly
points our that his inclnsion of
sorone techniques in this section
might cause controversy. There ex-
ists & legitimate azgument for in-
cluding subtractive synthests, but
this is really not the place to do it.
An introducrory text such as this
should be devoid of such conten-
tious issues.

Cne of the main tenants of com-
puter music and sound synehesis is
Fourier analysis/synthesis. Afrer
skipping through it in chaprer 5
(*Time-Modeling Techniques”), Mr.
Miranda eomes back to it in chaprer
6 [“Spectral Modeling Techniques™},
which is the right place to do it.
However, additive synthesis is gener-
ally one of the first synthesis meth-
ods used to initiate novices into the
field of sound synthesls; it involves
the usc of Pourier analysis and is cas-
ily understocd. Mr. Mitanda Jeaves
additive synthesis quite late in the
book, for ne apparent reason, thus
depriving the reader of a gentle intro-
duction as opposed to 2 jolting one.
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In chapter 7, “Instrument and
Sound Design ” Mr. Miranda secms
to disparage 2 “highly irrational ap-
proach to sound design” {page 145]
by suggesting one should base new
instrements on well-documented
acoustic theories. This is acceptable
only if nsed in the initial stages of
learning. After all, ane of the key
enticernents and powerful applica-
tions of sound synthesis fand stated
as such clsewhere by the 2uthar) is
the ability to use any source of in-
formation for synthesis parameters.
However, the author states closelv
thereafter that these new instru-
ments should serve as a “point of
departure,” s0 it is a small detail,
but one that could shape how e
reader perceives instrument design.
The inchision of a detailed working
example {based here on formant syn-
thesis using a subrractive technique]
is excellent, but might have been
even better if some further experi-
ments were also included [for ex-
ample, encouraging the reader to oy
adding another formant here, a dif-
ferent namber there, and so on].

In the final chapter, *Towards the
Cutring Edge”, the author's research
area [artificial intelligence and
sound synthesis! is clearly demon-
srrated. Also covered are parallel
compttting and its ramifications for
synthesis. Both of these are very
usehul zdditions, and add consider-
ahly to the value of this baok.

The choice of software on the CD-
ROM is ulzimately the author's
choice, and he strikes a good bal-
ance between the two pladorms his
target audience will probably use
[Macintosh and PC), There is much
else available, but this set should
give the reader a goed indication of
the possibilities.

An area too often overlooked is
the music, and there is no discogra-
phy included. Mr. Miranda rightly

104

states that “the art of sound synthe-
sis 18 as important for the clectronic
musician as the art of orchestration
is for composers of symphonic mu-
sic” [though why be chose "musi-
cian” instead of “composer” for the
electronic field remains to be dis-
covered). However, actually hearing
examples of certain synthesis tech-
niques is extremely valuable, not
Icast because it dernonstrates appli-
cation and musical context, which
can help toward choosing an appro-
priate technique and confirming
theory with practice. Even a small
list would have sufficed. However,
there are several musieal references
in the book which should allow the
committed reader te more fully ex-
plore synthesis applications and mu-
sical consegquences.

This type of baok should provide
pointers to other information. More-
over, one expects any tome which
purperts to “introduce cempurer
sound-synthesis technigues and syn-
thesis progranuning to students, re-
scarchers, musicians, and
enthusiasts” ta include reference to
some, if not all, of the standard texes
in the field. Here, this is not the
case. One of the most significant
tand widely used} books in the ficld
is missing—Commter Music, by
Charles Dodge and Thomas Jerse, is
certainly still extremely relevant [in
its second edition)—yet Mr. Miranda
chose not to include it. Another mo-
table absenree is Curtis Roads’s
Computer Music Tatorial, also
highly relevant to the target reader.

One of the biggest disappoint-
ments with this book is the absence
of 5 conclusion or summary chapter,
uniting the various strands, With
such a vast array of techniques and
information presented, there is
clearly a need to swm ap ail that has
gone before. The reader suddenly
finds him or herself at the end, with-

out any sort of summation. This fur-
ther detracts from the uscfulness of
the book for its stated purpose.

The absence of Csound is notable.
Such an introducrory text could cer-
tainly have included the mest
widely used, understood, referenced,
and freely available synthesis engine
out there. Practically all the synthe-
sis techniques discussed in the book
are available in Csound, apd it runs
om a wide range of platforms. Mr.
Miranda deems it unimportanc in
absentia, and this, of course, is his
prevogative. To be fair, there are two
references e Csound in the secrions
on parallel programming and on the
Composer’s Deskrop Project (CDP).
The basis of Csound, the so-called
Music N languages, is discussed via
PCMusic [though the student will
find little reference ro this in the
general muosie technology litera-
ture]. A positive point, however, is
the discussion of CDP. This very
important project is too often over-
lacked, and Mr. Miranda gives it
cradible coverage.

There are so many bumps in the
infermation and its presentation
that I find the book to be uneven.
Certainly, it is 2 useful addition 1o
the Tepertaire, especially the arvifi-
cial intelligence section, but its in-
consistencies detract from its ability
to serve as a good introduction; it
really needs to be used in conjunc-
tion with znother text, There is no
question but that Mr. Miranda
knows his sound synthesis, and this
is obvious to an experienced reader.
However, he doss not know how to
communicate this clearly enough,
which is unfortunate, as he has a lot
te offer and his book has so much
poiential.
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Recordings

Caipirvinha Masic Architettura
Series: Vol. 1 Savvas Ysatis and
Taylor Denpree: Tower of
Winds; Vol. 2 Tetsu Fnoue:
Waterloo Terminal; Vol. 3 David
Toop: Museum of Fruit

Compact discs, 199811995,
Caipirinha Music caiZ007 {vol. 1),
cai2016 (vol. 2), cai2022 {vol. 3);
avatlable from Caipirinha Musie,
1120 Fifth Ave., No. 154, New
Yorl, New York 10128, USA; tele-
phone [212) 410-5117; fax [212) 987~
8940 electronic mail
caipixinha@caipirinha.com; Werld
Wide Web www.caipitinha.com

Reviewed by Kim Cascone
Pacifica, Californie, [JSA

Axrchitecture is frozen music.
—Madame de Stael

There secms to have always been an
aesthetic conpection between archi-
tecture and music/sound. Pythagezas
claimed he could “hear” structured
space and proportion; medieval court
rausicians flled open space with live
music; and Gregorian singers like-
wise filled reverberant cathedral
spaces with their ehanting voices, El-
evator music keeps people relaxed in
2 confined space and, currently, we
are sonifying architectural con-
structs in cyberspace, It is apparent
that throughout history humans
have spent a great deal of energy
mapping sound onto architectural
spaces. Conversely, many examples
exiat of composers using number sys-
tems such as the golden rule and the
Fihonacei series, both well known
for their applications in architecture.
A good example of this type of data
exchange is the work of
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transarchitect Marcos Novak (http:f/
www.cdaucta.edufPages/
novak.html}, who has built time-
variant post-Euclidean virtual struc-
tuzes from audic data. The computer
has liberated dzta from being con-
fined to separate containers, and we
are now able to explore warlds of
space and audio that had previousty
been thought unreachable.

Caipirihna Productions has cre-
ated an interesting series of releases
that focus on the more poetic rela-
tionship between music and archi-
tecture. Rather than being direct
mathematical mappings of sound to
space, the series describes a more
fluid relationship where the music
is inspired by the spase it is in-
tended to represcar.

Tower of Winds, by Savvas Ysaris
znd Taylor Deupres, is the first re-
lease in the series, and is based on a
seulptural tower designed by archi-
tect Toya Ito. The structure is set in
a roundabout near the Yokohama
Train Station, Japan. The tower is
not really a building pex s, but a
structure that “reacts” te its envi-
ronment by illuminating itsclf via
computer-controlled lighting. The
computer “listens” to the ambient
anvironment and interprets wind
speed, direction, and time of day, us-
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ing the information ta conerol the
lighting of over 1,280 lamps, a dozen
neon lights, zand 30 floodlights set
sround its perimeter. The patterns
that emerge from the interaction
with its environment portray “small-
scale changes, the remporary minute,
and the chanee enconnter a3 what
defines the city.” The architectural
stucture, therefore, doesn’t perform
the function of heing an “inhabited
space,” but is an indicator of ambi-
ent noise and wind pattems. The
structure mirzors small-scale activi-
ties of the environment such as rraf-
fic lights, vending machines, and
illaminated advertisements which,
in Mr Iro’s agsthetic, defines the city
more than its buildings do. The mu-
sic an the Totver of Winds disc has a
similar slow-moving, pattern-based
languzge woven into its fabric. Inoi-
cate patterns flost in and ont over
large shoets of ambient textures,
mirroring the activiry of the Tower's
lights as dusk approaches in
Yokohama. Small flickers and srut-
teeing sounds jut out in angular
forms that could be construed as the
haphazard timing of human activity
centered around a train station—
driving, bicyeling, walking, buying,
eatinyg, talking, crossing the street,
looking ourt of windows, hailing
taxis, asking for directions, saving
goodbye.... All of this is punctuated
by the pattems of light that are in-
gesting this activity and tossing it
back cut inte the environment
where people subliminally tie their
actions to it. The music combines
thythms that could be found by
walking or driving; it also reflects
the time of day. Some of the eleven
pieces on the CD reflect the world of
the invisible: the squelchy patterns
that, theugh hidden from view, au-
rally reflect the actvity of the city.
The second release in the series is
Waterloo Termingl by Tetsu Inoue,
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inspired by the Channel Tunned Ter-
minal at Waterloo Station in London.
The “chunncl” terminal, designed by
Nicolas Gritashaw and partners, is
deseribed as *the firse monument of
a new railway age,” 2nd is stunning
in its intricate play of light and re-
Hective surfaces. The terminal is an
additian to the original station, and
contrasts the older part by slithering
through the urban decay like a silver
snalke making its escape toward the
channel. Mr. Tetsu's work on this
disc performs a similar action of re-
flecting glints of light and slithering
through the digital dewritus in snake-
like movements. Using over 1,000
pictures of the tevminal that were
scanned into his computer, he ex-
tracted both form and texcure from.
the photos {using the software
Metasynth] and used them in the in-
tricate design of his plece. Swatches
of static, hum, and stuttering clips of
unrecognizable music ebb and flow
in the shiny sonic skin that plays
tricks with shadow and light. These
ruptured textares and stabs of static
match the perfect fragmentation that
the architecture proposes, This re-
lease charts similar territory as the
stuttering, broken-tech work of Dval
and Microstoria, but instills a qual-
ity of organic movement that takes
the styte further.

Teday, ytapia can only be realised
in fictiona} fom.
—Itsuko Hasegawa

‘The third in this series is Museum
of Fruit by David Teop, well knewn
for his oneiric book chronicling the
are of ambient music, Ocean of
Sonmnd. This disc is based on the
work of female architect Irsuko
Hasegawa, who designed a curious
set of structures dedicated to fruit.
*Tocated in Yamanashi, Japan,
within sight of Mount Fuji, the Mu-
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seum of Frait is a cluster of three
domes—a tropical green house, an
atrium event space, an educational
workshop for teaching—built on 2
gentle slope.” The photographs that
accompany the CD are quite beauti-
ful, evoking the presence of the
buildings and the context in which
they exist. They have a somewhar
similar appearance to an cnviron-
ment found in an episode of Star
Trek: alien, intelligent structures
tossed down like seeds into serene
natural surroundings. There is a
feminine feeling to the structures,
and likewise, Mr. Toop's music
evokes a yin experience, where en-
veloping space is the predominant
elernent. Open space, moody yet sc-
rene. The composer mizes the else-
tronic sounds of Theremin and
bia-electric recordings with the
wafting, airy sounds of flutes and
steel guitar. Some of the textures
conjure Miles Davis’s more somber,
spooky electronic work, with low
drones weaving in and out of shad-
ows, twittering wah-wah guitars,
and slow-motion, gong-like percus-
sion. Other teXtures are reminiscent
of lannis Xenakis's work {in particu-
lax, Sizel! of Humar Life). All of the
tracks on this fine recording induce
a mesmeric state in the listencr, an
appropriate mental state for visiting
an environment such as the Mu-
seum of Fruit, Mr. Toop is a master
of deep atmospheric explorations,
and that is evidenced here in each of
the eight picces.

The Caipirinha Architeturra series
has been a pleasure to berome ae-
quainted with, since I have a fasci-
nation with architecture and it often
becomes the inspiration for my own
sound work. There are more releases
planned for the series, and Iam
waiting eagerly to hear more of the
architecture that artists are inspired
hy. Very highly recommended.

CDCM Computer Music Series,
Vol. 28; Larry Austin:
SoundPlays, Cityscapes,
SoundPoriraits—1993-96

Compact dise, 1999, Centanr CRC
2428; available frome CDCM, P.C. Box
50888, Denton, Texas 76206, USA;
telephone {240] 591-8123; electronic
mail cdem@sndart.comi.unt.edu;
World Wide Web www.music.unt.edu/
CDCM/{newedceat html#28

Reviewed by Philip Baczewski
Denton, Texas, USA

Velume 28 of this serics trom the
Consortivm to Distribute Computer
Music [CDCM) is the cighth release
categorized as The Composer in the
Computer Age. The composer in this
case Is Lazry Austin, well known in
computer music circles and the pro-
ducer and cofounder of the CDCM
series. This 1999 release presents
thres contrasting works which are
bound tegether in a cohesive state-
ment by Mr. Austin’s pervasive acs-
thetic and mastery of his genre,

The disc is entitled SoundPlavs,
Cityscapes. SoundPortraits—1993-
96. The music presents a fabric wo-
ven from text, context, and
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historical reference, exploring hu-
man languags and jazz language, ore-
ating distinct sonic environments,
and melding past and present.
SeundPlays is specifically
Varigtions... beyond Pierrot, scored
for a “Pierrot” ensemble and written
for the Canadian group, Thira. Fol-
Jowing it is Shin-Edo: Cityscapa$at,
a five-movement compurer music
reflection of Tokyo. Completing the
D is BluesAx, written for saxo-
phonist Steven Duke and for which
Mr. Austin was awarded the 1996
Magisterium in the 23rd Interna-
tional Electrozcoustic Music Com-
petition in Bourges. Altogether, the
mmusic on this recording ranges trom
solidly classic to definitvely jazz
with a bit of “in between.”

Variations. .. beyond Pierrar is
aptly titled. While drawing upon
Arnold Schoenberg’s 20th-century
classic, these Varfgifons are reflec
tive of their inspiration, but not du-
plicative. This commission
prompted Mr. Austin to re-examine
a work which he admits was influ-
ential in his own musical develop-
ment, The result, while closely
mapped to Pierrot fanaire, builds
upon the original work’s concept.
Such historical reflection is net un-
precedented in Mr. Aostin’s catalog.
His realization of Charles Ives's
Universe Symphony {1974-1993]
from Ives's sketches and his
Sinfonic Concertente: A Mozartean
Episodz [1986) retlect his interest in
exploring and reinterpreting his mu-
sical forebears.

Variations extends the dramatic
contexr of its madel. Mr. Austin's
wotk is intended to be theatrical in
live performance, including costum-
ing, stage dircetion, dramatic inzer-
action of the players, and theatrical
lighting. A glimpse of the setting
can be scen on the dise’s cover,
which everlays photos from Thira’s

performance onto a photo of the
front of a Japanese kabuki theater {a
very nice cover design by Lou
Harrison of the North Carolina
State University Graphics Lab). The
piece daes not suffer, however, in
the recorded medium. The drama of
the work is conveyed through Mr.
Austin’s combination of vocal, in-
strumental, and compurer music,
with an emphasis on text provided
by the computer music track, which
presents the set peems in four lan-
guages (English, French, German,
and Japanese). The computer-pro-
cessed readings are also a player in
the drama. Through gentle manipu-
larions and spadal orientadion, the
computer music becomaes a lively
presence in this musical milicu.

Tao form his Variations, Mr. Aus-
tin selected lines from 20 of the
original 21 poems set by Schoenberg
{for philesophical and aesthetic rea-
soms, he chose not to set “Red
Mass”]. He has set the refrains from
the rondels as well as additional
texe he selecred and adapted. The re-
sult evokes the original, but also
provides the composer with his own
palette from which to base his
sound-play. In a conversation with
the composer, he described the pro-
cess hy which he also mapped the
original instrumental textures onto
his varjations. This process influ-
enced the creation of “moon scores”
{pun intended) for the players, con-
sisting of concentric eltipses of mu-
sical staves containing precomposed
gestures from which they freely con-
structed their performance. Like its
model, Variations is in three parts,
with the compurer-mediated recita-
tiens providing the focus for coordi-
naring the performance.

I found Variations to be an in-
triguing and evocative work. It is ex-
cellentiy performed on this CD. The
piece prompted me to revisit Plerrat
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Liznaire, an interssting cncounter,
since tny more mature and exper-
enced ears immediately grasped
Schoenberg's work with an under-
standing that was not Fet present in
my academic exposure to the picce
2t 2 much earlier age. Mr. Austin’s
composition is a fascinating Jate
20th-century reflection of this piv-
otal carly 20th-cencury work.

Shin-edo: CityscapeSet stands in
marked contrast to the preceding
piece. It is 3 computer music sound
poem in five movernents, drawn
from Mr. Austin’s expericnecs while
in residence ar the Kunitachi Col-
lege of Music’y sonology departraent
in Japan. $hin-Ede, a renm appar-
ently coined by Mr, Austin to mean
“new-inlet,” presents the rich sonie
landscape expurienced by the com-
poser while residing in an unfamiliar
city. To those of us wha regularly
stop in our tracks, risking the
askance stares of passers-by, trans-
fixed by some unique combination
of envirormental zcoustica, this mo-
sicis o decided treat. These tracks
are hest listened to in a good stereo
enviromment or, better yet, with a
quality set of headphones. My first
listening was less than ideal, but 1
was still impresscd with the sound
portralt painted by this work. A sce-
ond listening with headphones im-
mersed me in its sonic landscape,

My personal favorites from this
set are Rifkugien Gurden and
“Tamagawa-josuf desu.” The
former imovement 21 is a subdle de-
piction of falling rain with the
muted calis of birds making their
way through the foreground veil of
water. It is the audible equivalent of
stepping into a Monet painting.
“Tamuagovd-josul desu” 1s a quite
different but equally compelling
sound journey. It is Mr. Austin’s 40-
min train-ride from his apartment
to Kunitachi College, condensed
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into a 7.5-min skeech, The usc of
movement through the stereo space
is notable, placing the lstener in
the midst of speeding traing and
busy stations. It is the somposer’s
interpretation of this jowmney that
roakes it interesting, combining re-
curring train ostinati wich episodes
of tranquil repose.

Computer tape works are not a
rarity among Mr., Austin’s output,
but he has shown a definite inclina-
tion to write far live performers and
tape. Shin-Edo is a nice addition to
his “solo” catalog. Its text is the liv-
ing sounds of 2 vibrant city and it
provides a fitting counzerpoint to
the instrumental compositions that
frame it.

BliuesAy is perhaps the best
knewn of the three works on this
CD. It has received many live per-
formances, understandably because
of its award-winning status and its
inclusion in Mr. Dulee's repertoire.
With BluesAx, Mr. Austin revisits
his own history and reveals his deep
appreciation for jazz. In 1947, he
was one of the first to participate in
the by-now internationally famous
Jazz Studies program at what is now
the University of North Texas, His
affinity for jazz has surfaced in com-
positions such as Homecoming: 4
Canrara for Sopraro und fuzz [1958—
19591 and {maprovisations for Or-
chestra ond Jazz Soloists {1961)
frecorded on Leonord Bemstein
Conducts Muosic of Our Time, 1963,
New York Philharmonic, Columbia
Masterworks, MS6733).

Blussix features four of what Mr.
Austin kas labeled as “interpretive
sound portraits” of jazz saxophon-
ists $idney Becher, John Caltrane,
Johnry Hodges, and Charlie Parker,
Int a comrversation with the com-
poset, he described the day-long re-
cording session that provided the
source material for the compurer

108

music pare, where he asked Mr.
Duke to impravise in the style of
those jazz greats. Also included in
that session were Improvisations by
Mr. Duke in his own style, and
these serve as the basis for the three
interludes that separate the inter-
pretative portraits. The score to
BluegAx presents meticulous tran-
seriptions of these improvisations as
source materials to be interpreted
by the pedformer in cocrdination
with the computer music tape. In
live performance, digital delay and
reverh affects are applied to the
saxophone part as it is amplified and
mixed with the tape part.

The result, as performed by Mr.
Duke, is a work that would he
equally at home in a cencert hall or
a jazz chub. The effect is not of an
opposition of live performer and pre-
recorded tape, but 2 blending and in-
teraction of 3 chorus of saxophones.
This is punctuated by a BBC-re-
sorded Kenyan rainferest and
lakeside sounds, London and New
York strect spunds, and samples
from the New Orleans Heritage Fes-
tival. The composer has provided an
environmenral context for the jazz
references, from hints at jazz’s ori-
gins in I. BloesIinCameroos to the
musical pun of Kenyan birdealls in
VIf. BluesOutParker.

The majority of work on these
picces was apparently done at the
composer’s Denton, Texas studio
asing Csound, Cmix, and Rt jfor
Variations and Shin-Edg} an a NeXT
computer. The high-quality record-
ing of the live performances de-
serves special note. David
Rosenblad of Dallas Sound Lab bas
done excellent work engineering
both Variations and BluesAx, Given
the superlative performances and
excellent audio qualicy of this dise,
it is an outstanding representation
of computer music art.

Alessandro Cipriani and Stefane
Taglietti: II Pensieto Magmatice

Cempact disc, 1998, EDIFAN CD
3059; available from Edizioni
Masicali EDIPAN, Viale Mazzini 6,
0195 Rome, Italy; telephone {+33-
61322-3474

Reviewed by alcides lanza
Montreal, Quebec, Canada

Il Pgnsiero Magmarico {Magmatic
thought], for tape, piano, percussion,
and mixed choir, was created jointly
by Alessandro Cipriani and Stefano
Taglietti. The subtitle reads: “and 33
reflections of the vagabond dragon
on life taken [for granted) to be eter-
nial.” This primal mageatic thought
transcends temporality. Within this
time contipuum, the musical
phrases are enticing and evoke rich
imagery. At the same time, the
plain, spoken veices bring things to
carth and to the present. In & way,
we pereeive that as a contradiction.
Some common techniques used
are effective, like echoes and close
canonic imitations. However, it is
hard to remain enchanted with the
magic of this sonic imaginary gar-
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den when the speaking voices have
mostly prosaie contributions.

The piano and percussion estab-
lish clear temporal markings, with
intriguing sanorities, long decays
and cxtended envelopes. Some key
words are scretched using compurer
techniques and granular synthesis,
The choral components are precise
and done with dexterity,

After the slow introductory music
on track 6, the choral setting that
follows is delightful, creating mys-
terious sonorities of an eerie charac-
ter. Semantic understanding is ata
toinimurn in this section. The gut-
tural and fragmented voeal utter-
anccs create rich strata of vocal
colors, well matched by the Instru-
mental and recorded sounds. But,
the magic spell is broken by the
staid delivery of the parlato male
volce. The granular synthesis and
other digital processors used are
weleome enhancements to the solo
volee, though. The sustained choral
harmonies present in track 8 are
beautiful by themsclves, as if sns-
pended in time.

The poetry is by Bizhan Bassiri.
Some sections of the text are easy to
follow and understand. At other
times, the tape part and signal-pro-
cessing manipulation melt the spo-
ken text into the general texture.
The sense of lyricism is maintained,
as is the evolution toward tragic
moments. Key words—ozrore (hor-
ror), veleno [poison)—bring matters
pacre fnto the realm of an ancient
tragedy. In their writing for piano
and pereussion, Mr. Cipriani and
Mr. Taglietti are quite successful:
the solo and ¢nsemble moments
blend well with the choral sections.

There is a certain lack of temporal-
ity and a duality of vision in this
work that scems to reach to an un-
clear future or & ghestly past. It incor-
porates poetry and music, and elicits

visual imagery. Are we touched by
this vagebond dragon’s tongue? It all
depends on sur imagination.

Credit is given to the Coro
Aureliano, conducted by Bruna
Liguori Valenti, and to Alessandro
Tomzssetti, percussion, and Stefanc
Tagliett], piano. Mr. Cipriant cre-
ated the sound treatments and pro-
duced the final mix,

The Residents: Wormwood:
Curious Stories from the Bible

Compact dise, 1998, East Side Digi-
tz], ESD 81332; available from East
Side Digital, 530 North 3rd St., Min-
neapolis, Minnesota 55401, US4A;
telephone (612) 375-0233; fax (612}
375-9580; electronic mail
esd@noside.com; World Wide Web
www.noside.com/esd/

Reviewed by James "Eys” Harley
Moorhead. Minnesota, [JSA

The Residents released their first re-
cording on their own label, Ralph
Records, in 1972, Samta Dog is cer-
tainly one of the stranger contribu-
tions to the realm of
electroacoustics for popular music,
for that matter}, followed by The
Third Reich n Roll (1976}, a pop-
music deconstruction per cxcel-
Tence. Here was a group——a band, if
vou will—steeped in the vernacular
rmusic of the time [Caprain
Beetheart being one of the most ob-
vious of many influences), who had
creative and commercial aspirations
but who were evidently limired in
performance abilities. Instead of
jumping up on stage, they invested
in studic eguipment. Those early re-
leases are occasionally rough [or
even more than occasicnally], al-
most always extremely bizarme, but
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the satirical genius and talent for
combining sonorities is immedi-
ately apparent. While the orienta-
tion is clearly pop, the music is also
worthy of cousideration as an erigi-
nal approach to studio composition.

Over the suceeeding decades, the
Residents not only thrived {within
the limits of marginal independent
artists, upaffiliated with any mrajor
institutions or record labels), they
got good at what chey were doing.
One of the first E-mu Emulators was
shipped to their studio, and they
have gone on to build up a digital
studie capable of producing high-
quality music and interactive media
iBad Day at the Midway, from
1895, is an award-winning CD-ROM
cast in the form of a subversive
video game). They have even been
featured as part oi Apple
Computer's Think Different cam-
paign (http:/fwww apple.com
/publishingfmusic/residents/}

‘This latest album, then, is a so-
phisticated, assured piece of work.
Wormwood takes its point af depar-
ture {and most of the lyrics} from
the Bible. Like virtually 21l of the
Residents” eutput, the attraction
kere is the “dazk” side of the Good
Book, the “curious stories” that are
found scattered througheur, So, we
find songs about Saleme (How to
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Get g Head), Sodom and Gomorrah
|Pire Falll, Jererniah {Mr, Miserv),
Cain and Abel, and 50 on. Most of
the music is produced by means of
sequencers and samplers, along with
voeals and the oceasional burst of
clectric guitar. After a nurnher of al-
bums of relatively cheesy synthe-
sizer sounds, this one is positively
orchestral. The sonic definition is of
the highest quality, and the timbral
range is wide soough to hold the
listener’s interest even without fol-
lowing the lvrics. They actually
brought a gamelan invo the studio,
adding those beautiful metallic pul-
sations to Barhsheba Bathes and
Seven Ugly Cows. All of the tracks
fall into the song format, with clear
structures and regular beats, though
often with an intricate mix of tim-
bres and rhythms. The twe inst-
mental selections that frame the
disc, In the Beginning and Revela-
tion, are less constrained in soyle,
and as a result are the most inrerest-
ing, from the sonic perspective. The
apening is full of nasty snarls and
thunder, setting the mood.

This, it must be said, is no longer
music of the avant-garde or “idiat-
savant” originality. It is a well-pro-
duced, interesting, occasionally
catchy set of tunes. The voices are
clearly lacking in glitz—the tone is
more like Tom Waits in a bad
mood—though the female singer
{not clearly named in the liner
notes—oh, did I mention? The iden-
tities of the members of the Resi-
dents are protected) would not be
out of place on Broadway (or per-
haps eff-Broadway}. But, nothing
controversial here except the sub-
ject matter, and my impression is
that even here the Residents are per-
haps trying foo hard to hit the coun-
terculrure button, There were some
speradic protests during thelr tecent
tour from Christian groups, but few
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people are going to argue that there
arc cpisodes of sox and violence in
the Bible, The need to include a de-
fense of the cholee of material in
the Liner notes exemplifies the shift
from the in-your-face attitude of
their early years o the more profes-
sional orientation of today. For bet-
ter of worse, the Restdents have
reached middle age!

The live show, recently touring
throughout North America and Eu-
rope, was quite different than the al-
bum. The wide range of sonorities
on the recording were given over to
a rock formar, with electric guitar,
kevboard, hass, and drems. The or-
der of songs was alsq different,
grouped into related themes, leading
me to wish they could have devel-
gped a more integrated, theatrical
presentation. There were a few
props, lights, and eifects, but essen-
tially, the male and female singers
traipsed out one after another, sang
their songs, then moved off again. A
goed show, but a wasted opportu-
nity, I thought, OF course, one must
keep in mind that the Residents
have no giant promoters behind
them. Essentially, they are their
own producers, promoters, and per-
formers [see hitp:ff
ralpharnerica.comy).

Wormwood is a far ery from =l-
most anything vou will sce en
MTV; don't get me wrong. For se-
quenced, MIDI sampler-based mu-
sic, this 1s an impressive album. But
it's alsa a stretch from the hard-hit-
ting musical satire of the Residents’
carly days,
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Alvin Lucier: 40 Rooms

CD-ROM, 1598, iIEAR Studios,
Rensselaer Polytechnic Institurte,
Troy, New York, USA; availzble
from Electronie Music Poundation,
1168 North Lake Ave., AJbany, New
York 12206, USA; telephane [518)
434-4110; fax {518] 434-0308; elec-
tronic mail cde@emf.org World
Wide Web www.edemusic.org/

Reviewed bv Ann Warde
Caneonta. New York, USA

The car is back!

1 am sitting in 2 room ditferent
{rom the one you are in now. [
am recording the sound of my
speaking voice and [ am going
to play it back into the room
again and again until the reso-
nant frequencies of the room re-
inforce themselves so that any
semblance of my spcech, with
perhaps the exception of
rhythin, is destraved. What you
will hear, then, are the natural
resonant {requencies of the
room articulated by spesch. [re-
gard this activity not 5o much
as 4 demonsiration of a physical
fact, but more as s way ta
smooth out any trregularitics
my speech might have,

—Alvin Lacier

Thirty years ago, Alvin Lucier
coused this statement to slip {as
Nicolas Collins has noted) “from
the domain of language to that of
harmony” by purposefully revealing
the acoustical characteristics of 2
Toom. Subsequently, Mr. Lucier’s
probing and peeking with acoustival
magnifying glasses and sonic micro-
scopes has continued to invite us o
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listen to music that f5. In his cajol-
ing, he overlooks our desire to be
passive soakers-up of our audible
soundscape, and lures us into join-
ing his scarch for hitherto hidden
musical realities.

The scere of I Am Sittingina
Room specifies preeisely how o
achieve what the speaker has just
described, and then coneludes with,
“Continue this process through
many generations,...Make versions
in which one recorded statement is
recycled through many rooms. Make
versions using one or maye speakers
aof different languages in different
rooms. Make versions in which, for
each generation, the microphene is
moved to different parts of the wom
or rovms. Make versions that can be
performed in real time.”

Follewing his own goed advice,
Mz, Lucier has given us {in this CD-
ROM, for Macintosh PowerPC com-
puters only} realizations of almost
al] of these versions. In addition, we
also find slices of the realities of his
own life placed within a set of vir-
rual living rooms, concert reams,
IMusic-coMpOsing roms, Conversa-
tion reems, contrel Teoms, exhibhit
rooms, classraoms, and {to draw
from an ancestor of the word
“room,” rewe, the open land} the

rooms upon rooms of the rural land-
scape itself.

Mr. Lucier's written description of
his eomposition 40 Rooms is as fol-
Tows: "A Lexicon Acoustic
Reverberance Enhancement System
|LARES} is programmed to simulace
{forty reams of various sizes. During
the course of the performance, the
players inhabit this electronic archi-
recture, articulating the revezberation
titme and vesonant characteristics of
esch room.” The CB-ROM contains
both a segment devored to 40 Rooms
and 4 segraent devoted to the history
of Alvin Lucier. A simple interface of
black-and-white cuhes on white-and-
hlack backgrounds, designed by pra-
ducer Johnny deKam at iEAR Studios,
makes reference by its geometry to 40
Rooms and by its simplicity to Mr.
Lucier's consistent fecus on essentials.

The 40 Rooms composition offers
the obsexver several choices, We
may peer into a rehearsal, or atrend
a concert featuring 40 Rooms led by
Mr. Lucier featuring performers.
fram the Barton Workshaop en-
semble [codirected by James
Fulkerson and Nicelas Cellins), Or
we may listen to and watch the
composer talk about his comiposi-
tional methods and ideas. Technical
documents describe the LARES it-
self, which works by generating
“time-variant encrgy” to alter the
acpustical characteristics of the
space in which it is instafled. Also
included are movie clips of the
setup and testing of this system, and
discussion by acoustic archirect
Chris Jaffe about Mr. Lucier's ap-
proach to working with the LARES.

The composition begins by high-
lighting the acoustical characteris-
tics of variously sized and shaped
spaces. Sonic aggregates [for per-
formers of cello, violin, double bass,
clarinet, and trombonc) were com-
posed by Mr. Lucier in response to
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the resonant frequencies of each vir-
tua} room. The acoustical percep-
tion of space, which is a focus of
this composition, evokes his earlier
work, Vespers, In which perfermers
explete a dimly lighted space with
echolocation devices, The 40 Rooms
piece takes its listeners on a virtwal
acoustical tour of five contrasting
architectures. One by one, we step
into sets of different rooms within
each architecture in an tlusory ex-
ploration of how ¢ach functions as a
musical instrament. During the last
twa sections of the composition,
Mr. Lucier uses the LARES system
stself as an electronic sound-gener-
ating instrument, and thus con-
chudes the tour by bringing us cut of
illusion and into reality. The system
no longer simply imitates the acous-
tical respunses of specific spaces. In
these sections, it contributes its
own audible response (generated by
the suppression of feedback] to the
room in which it is being per-
formed. “It's as if Toom size be-
comes sound.”

Mr. Lucier's entite personal
archive was available for this projeet,
and because of this, the history seg-
ment has 2 wonderfu} collection of
scores, diary segments, photos, audio
excerpts, and QuickTime movie
clips of a number of Atvin Lucier's
earlier works, including Chambers,
Clocker, Music for Solp Perjormer,
Music on a Long Thin Wire, Sferics,
The (Guezn of the South, Q, AMusic
for Pure Waves. Bass Drums, and
Acoustic Penduloms, Soud on Pa-
per, and I Am Siteing in 4 Room. In
addition, it includes an Interview
with the composer by Donna
MeCabe, and a reference section that
contains a photo archive, a complete
interview transcript, a discography,
links to Web resources, and a com-
plete list of warks,
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Erich Neuwirth: Musical
Temperaments
{translated by Rita Steblin)

CD-ROM {for Windows/NT} and
text, Springer-Verlag, 1997, 70
pages, softcover, illustrated, ables,
operating instructions, glossary,
158N 3-211-83046-5; available from
Springer-Verlag, Sachscnplatz 4-6,
Postfach 89, A-1201 Vienna, Avs-
tria; telephaone (+43-1) 330-24-15; fax
{+43-11 330-24-26; electronic mail
bocks@springer.at; World Wide Web
www.springer.at/springer.pyiPagew
308Key=62781d=3588cat=3

Reviewed by Colby Leider
Princeton, New Jersey, USA

Erich Neuwirth's Musical Tempera-
ments is one of several recently pub-
lished books on the subject of tuning,
Others include Willtam Sethares’s
Tuning, Timbre, $pactrorm, Scale
[Springer, 1998) and W. A. Matthieu's
textbook Marmonic Experience (Inner
Traditions, 1997). Musical Tempera-
ments consists of a CD-ROM with an
interacrive program thar enables the
user to explore four tuning systems:
siniple just intonation, Pythagorean,
mcantone, and twelve-tone equal
temperament. The accompanying
hook is simply a printed version of
the hypertext on the CD-ROM, and,
acgording ta the auchor,
“serves...merely a8 a parallel study
aid,” The CD-ROM won the 1996 Eu-
ropean Acadernic Softwarz Award.
Musica] Temperuments presents
the wser with o hyportext environ-
ment with navigation buttuns for
traversing the material. The text de-
sign is clear and simple, and it is
gencraily casy to navigate. The ma-
terial is divided into three sections:
Introduction and Fundamental Prop-
ertics, Tuning Systems and Frequen-
cies, and appendices, The first
scction presents the basic arith-
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wmetic procedures used in working
with scales, intervals, and ratios.
The second section is subdivided
inte systematic explorations of the
selected four tuning systems men-
tioned abave. For cach, the diatonic
seale on C is logically motivated us-
ing simple constraints, followed by
a discussion of the resultant effecrs
on intervals and triads within that
svsrem. Throughout the hypertext,
graphical representarions of a one-
ocuave piano keyboard are shown,
and the user may “plav” white
notes on the keyboard in various
tuning systems by clicking on them
with rhe mouse. Unformmnately,
most of the sound samples (all of
which arc 2 homogeneous synthe-
sized sound) contain an audible
click at the end, and sometimes at
the beginming of the sample as well.
The appendix summarizes informa-
tion presented in the preceding sec-
tions, and includes tables of ratas
nged in each of the four tuning sys-
tems discussed, A shert glossary is
also included,

Although Springer-Verlag is to be
commended for publishing another
book on. tuning, Mr. Neawirth’s
book/C-ROM is not without its
faults. Unlike the books by Mr.
Sethares and Mr. Matthicu, Musical
Temperaments has no clear target
audience. The only academic audi-
ence for which it would be of value
would perhaps be students in ap in-
rroductory music-theory sequence,
in which case it could be incorpo-
rated either at the beginning ar the
cnd of the course. A course on tan-
ing and musical acoustics, however,
would find the book tao brief and
simplistic.

Even though Musica! Tempera-
raents is intentionally restricted in
scope, its overwhelming negative
fearure is its twelve-tone—or rather,
diatanic—bias. It would net have
been bevond its scope to derive

chromatie pitches in each of the
presented tuning systems and to dis-
cuss non-twekre-tone divisions of
the octave. A parcicularly telling in-
stance of this bias oceurs on page 11
in the book, when the auther Is dis-
cussing just intenation: “Unfortu-
natelv, this does not funetion as
well as one would like it to.” He is
attcmpting to motivate the transpo-
sitional “Iimitations” of just inzona-
tion a5 a segue into a discussion
about equal remperament, but such
a blanket generalization of how well
iust intonation “functions” without
reference to musical contexe is sim-
ply uninformed.

A more startling problem is the
lack of musical examples, The only
audio examples on the CD-RONL
consist of scales and intervals in the
fpur tuning systems, with the excep-
tien of a short synthesized excerpt
from the C-major prelude of Bach's
Well-Tempered Clavizs, Book One.
Hopefully, a future edition will ex-
pluit its medium more fully and offer
at least a few compositional e-
amples in various tunings. Further-
moare, since the author has chesen to
distribute Musicel Temperdmenis on
2 CD-ROM rather than on the World
Wide Web, it should compel 4 more
immediate sense of interaction than
might he possible to sceomplish on
the Internet.

Textual prohlems oecasionally ob-
scure what the author attempts 16
convey. For cxample, consider the
following, which appears om page 23
in the book: “It is ohvious that not
all of the seconds [or, in other
words, whole tones! that occur in
pure rning are egual, By whole
tone we mean of cousss a second.”

Musical Temperaments is a cim-
cise, generally clear explanation of
diaronic scales in four hiscorically
impartant tuning sysiems. Asa
brief introduction into the world of
tuning, it serves its purpose and tills
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2 needed gap in the literature. The
ambitious, however, would do well
to look elsewhere,

CyberQuilt: An ICMA CD-ROM
Anthology

CD-ROM [for Macintosh], 1998,
ICMA CDROOL; available from In-
tamational Computer Music Asso-
ciarion, 2040 Polk St., Suite 330,
San Prancisco, California 24109,
TSA; telephons [650] 493-9448; fax
[650] 493-8045; electronic mail
ICMA@email sisu edu; World Wide
Weh music.darinouth.edu/~icma/

Reviewed by Jamez Bohn
Norch Dartmouth, Massachusstts,
USA

CyberQuilt is a CD-ROM anthalogy
put out by the International Com-
puter Music Association {TCMAL,
curated by Brenda Huotchinson. The
disc containg nine works that are
roughly split between hwmorous and
staid, with some living In the gray
ares in between. All of these cre-
ations weze produced using Director
{a Macromedia authoring programl.
NoisgQrgan, by Ryan Frances-
coni, is my favorite work on the
disc, It is 2 humorous homage to fo-
turism. The interface is laid out as a
3 ® & matrix, Each square features a
black-and-white image, most of
which have a retro look to them in
terms of their content or graphic de-
sign. The 30 squares offer 15 pairs,
some clearly and closcly related
{featuring the same graphie, similar
sounds, etc.), while others are mere
1ooscly related. When you click on a
square, the image becomes animate
and a sound begins to play. The ani-
mations and sounds have varying
degrees of connection to the image
they are associated with. By going

“elick crazy,” ir is possible ro build
up a nice thick montage of sound.
The sounds shut themselves off on
their own, after a point, while many
of the animations continue.

Emrma Speaks, by Mary Simoni
and Joseph Marchant, is a very at-
tractive, playful wosk mvolving
video [Mr. Marchant), music [Ms.
Simoni), and dance {Emma Cotter—
choreography by Ms. Correr and Mr.
Marchant), The presentation takes
place over what appedrs to be
pixilated, digitally distorted images
trom naturc. The interface consists
of three computer-rendered, two-di-
mensional, stylized figurines in
dance-like positions which toggle to
different positions on MouseOver
cvents. Clicking on these figures
brings you to new vignettes. Each
scene consists of a larger movie of
Ms. Cotrer dancing in various park-
lilke settings, and a smaller movie
showing empty swing sets with the
swings I slight motion. The dance
movies feature relatively long lap
dissolves, which seem to comple-
ment the music with its lush har-
monies that elide through the use of
long release times.

So Yong Kim’s work, shedog, con-
ststs of 4 loaped black-and-white
film. The imagery is very dark, and
alludes to female grooming rituals.

Mualtimedie

The music, like the video, deals
with z lot of low-]evel repetition. It
features several layers, a number of
which are looped, Many of these
sonic layers consist of trills, sug-
gesting the monotony of the groom-
ing routines. Make no mistake
ahout it, I like shedag, 1 think itis a
well-cxecuted video worl that is in-
teresting and has something to say,
Rowever, I question its inclusion on,
this CD-ROM, as it doesn't take ad-
vantage of the medinvm in any way.
Tt i3 clearly a video work that wonld
hest be distributed on tape. Seving
the work in quarter-screen video
probably doesn't do it justice either.
Perhaps the work that takes ad-
vantage of the mediam the most in
terms of interactivity is sPhiral by
Tina [ailani. In this piece, one navi-
gates through an abstract, geemmetzi-
ca] {fractally oriented} world by
clicking arrows on the screen, much
the same as in popular video games.
Persomally, T am not very good at
navigating this sort of environment,
50 I'm afraid I can't say that T have
explored the entire work. I cheated,
though, and looked at the source
material, and found it all very inter-
esting and attzactive. Again, having
cheated, [ found that much of the
sound was created using Tom Erbe’s
SoundHack program. If my guess is
correct, Ms, Jailanj used many of
the same source files in different
combinations te create convoluted
sounds. The effect of this lends the
sound environmenst the flavor of a
registered set; that is, certain fre-
qUENCY components exist in a ma-
jotity of the sounds. These
sonorities make use of the stereo-
phonic spectrum cffectively, and at
times allude to gamelan music.
Elizabeth Hinkle-Turner's An ol-
ject of... suffers from a bad case of
excerpting. It is the third part of a
trilegy based upon the composer's
experience as a cancer surviver, This
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particilar segment deals with soci-
ctal cxpectations of feminine beauty,
in light of the composer’s experi-
ence, and consists of five move-
ments, only three of which are
presented on this anthology. By the
time this three-movement excerpt is
over, it feels as if the work has ended
roid-stream. Visval materials are pre-
dominantly treated as two-dimen-
sional sprites, and are often pixilared
and flat in terms of contrast. How-
ever, the composer chose to integrate
pixilation intc her work so that by
the tme you're through, it feels like
a trait rather than a flaw.

Walking the Faultlines, by Roger
Dean, Hazel Smith, and Greg White,
seems to be an homage to Dadaism.
The work allows you to superim-
pose several layers of sounds and

114

text, While the work s interesting
znd amusing, the interface harkens

back to the stark days of HyperCard.

The remaining works ars pre-
dompinantly humorous creations
fairly modest in scope, I Love You,
by Laurence Arcadias, is a very
funny werk in which an animared
couple interacts with cach other
bascd upon which key the nser
presses (its use of music is minimal,
though, so I'm not sure what it is
doing on this anthology}. Grace
Chen‘s Stretch consists of a short
videofsound loop ffuncy, but not all
that compelling}. Funky Funk!, by
Eirsten Beazley, consists of an ani-
mated girl wha walks progressively
faster to progressively faster funk
music [again, not funny enough to
entice one to wateh it again}.

Amazingly enough, I had abse-
Iutely no technical problems with
the CD-ROM. The machine I tested
it on was 2 240 MHz Macintosh
clone with 40 MB of RAM running
System £ {the CD-ROM does not
un on Windows or anything else].
While the projects éid run smoothly
when played from my hard drive {as
recommended), they alse plaved
pretty well straighs off the CD.

1hepe that ICMA puts out a sec-
ond CD-ROM anthology. As digi-
tally based artists become hetter
acquainted with this relatively new
media, we should begin to see the
emergence of 2 new strain of are,
one where the audience is wel-
comed into the process—empow-
ered, active not passive; an art form
unconfined by the linear.
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