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Vorwort

Benjamin Helmer

KiSS - Kinetics in Sound & Space: Hinter diesem Akronym
verbirgt sich das 2019 gegriindete Graduiertenkolleg der Part-
nerhochschulen HfMT Hamburg und HAW Hamburg unter

der Leitung von Prof.Dr. Georg Hajdu und Prof. Thomas Gérne.
Mit dem Entschluss der Behoérde fiir Wissenschaft, Forschung,
Gleichstellung und Bezirke der Freien und Hansestadt Hamburg,
das Programm zu férdern, wurden an beiden Institutionen
entscheidende Weichen gestellt, um dem Gebiet der kiinst-
lerischen Forschung — in dem sich das Kolleg weitestgehend
bewegt — mehr Gewicht zu verleihen.

Wie der Name schon verrat, stand im Fokus der Forschungs-
gruppe die Auseinandersetzung mit den Dynamiken von
Raumklangen und Klangraumen. Hierflir war es den beteiligten
Hochschulen ein Anliegen, eine heterogene Gruppe ins Leben
zu rufen, die sich dem breit angelegten Themenkomplex
aus unterschiedlichen Fachdisziplinen im Sinne einer Transdis-
ziplinaritat annahern konnte. Somit traten rund um «Kinetics
in Sound & Space> nicht nur kiinstlerische und wissenschaftli-
che Disziplinen in kritischen Diskurs mit- und zueinander, son-
dern wurde auch der Grundstein fir diesen fachlich breit aufge-
stellten Band gelegt.

Die Diversitat umfasste dabei unterschiedliche Fachbereiche
einerseits und die (klinstlerisch)-wissenschaftliche Arbeit
bzw. Methodik in Form zweier Promotionsstudiengédnge anderer-
seits. Mit KiSS wurden sechs Qualifikationsstellen an den
Partnerhochschulen geschaffen, die mit der Durchflihrung eines
Dissertationsvorhabens verbunden waren. Fachlich waren
diese angesiedelt in den Bereichen Musiktechnologie/Multimedi
ale Komposition, Medientechnik, Musikwissenschaft und
Theaterwissenschaft. Eingebettet waren sie in die Promotions-
studiengénge an der HfMT Hamburg des Dr. sc. mus. (Doctor
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scientiae musicae) und Dr. phil. (Doctor philosophiae). Erstge-
nannte ermdoglicht — seinerzeit als erster Promotionsstudien-
gang an einer deutschen Musikhochschule — eine kiinstlerisch-
wissenschaftliche Promotion und unterscheidet sich daher
strukturell und methodisch vom Dr. phil.. Dieses Spannungsfeld
innerhalb des Graduiertenkollegs bereicherte die kritische Refle-
xion zum Beispiel zwischen klinstlerischer Forschung und
Methoden der historischen Musikwissenschaft. Wissenschaft-
lich und kiinstlerisch betreut wurde das Projekt von Prof.Dr.
Jacob Sello, der auch Mitinitiator fiir die Griindung und Antrag-
stellung war, Prof. Dr. habil. Nina Noeske, Prof. Sabina Dhein,
Prof.Dr. Julius Heinicke und Prof. Friederike WiBmann (HMT
Rostock).

Im Zentrum der Arbeit stand die Erforschung der Dispositi-
ve der (digitalen) Blihne: Dies umfasst das Spektrum rein physi-
scher Bewegungsablaufe, wie sie von Tanz und Theater bekannt
sind, bis hin zu virtuellen Raumklangbewegungen, die durch
ausgekligelte Computersimulationen ermdglicht werden. Ver-
mittelt werden diese Extreme zum Beispiel durch Motion-
capture-Technologien, die Bewegungen von Interpret:innen und
Performer:innen in Datenfllsse Uibersetzen.

Das Kolleg selbst kann in seiner Vielfalt als ein heterogones
Ensemble ! aufgefasst werden, das anhand des transdisziplina-
ren Ansatzes ein Netzwerk rund um den Themenkomplex
Kinetics in Sound & Space spinnt und offenlegt. Somit ist auch
dieses Buch eine Mdglichkeit, die direkten oder indirekten
Verbindungen der Forschungsansatze zwischen den oben ge-
nannten Teildisziplinen zu erkennen, die Positionen nachzu-
vollziehen, anschlieBend zu wechseln und gegeniiberzustellen.

Ausgangspunkt flr die formale Anlage und Grundstruktur
des Buchs ist das Kolloquium Kinetics in Sound & Space, das
ein Lehrformat des Kollegs darstellte. Ein in regelmaBigen
Absténden stattfindendes Kolloquium war eine Plattform fur
den Austausch der Promovierenden und Mitarbeitenden des
Projekts zum aktuellen Stand ihrer Forschung und lud dariiber
hinaus international renommierte Gaste ein, die sich inhaltlich
mit den Themen Raumklang und Klangraum beschaftigen
und auf dem Gebiet der kiinstlerischen Forschung bewegen.
Diese Gaste sind als Wissenschaftler:innen, kiinstlerische

Forscher:innen oder Kiinstler:innen auf einem der Fachbereiche
tatig, in denen das Graduiertenkolleg angesiedelt war.

Dieser Band prasentiert sich entsprechend als eine Moment-
aufnahme, ein Screenshot dieses Kolloquium-Formats. Er
setzt sich zusammen aus jeweils einem Artikel der Promovieren-
den des Graduiertenkollegs — Alessandro Anatrini, Dr. Gregory
Beller, Kristin Kuldkepp, Jacob Richter, Elise SchobeB und
Stefan Troschka — und wird erweitert um Beitréage der Projekt-
leiter Prof.Dr. Georg Hajdu und Prof. Thomas Gérne sowie
um einen Gastbeitrag von Dr. Gerriet K. Sharma, der auch als
geladener Gast im erwahnten Kolloquium teilnahm.

Fir den Abschluss des Forschungsprojekts wird mit diesem
Buch einerseits ein Einblick in die Arbeiten der Mitwirkenden
ermaoglicht und damit jeweils ein Beitrag zum aktuellen Stand
der einzelnen Forschungsgebiete prasentiert. Andererseits
offenbart sich die Gestaltung des Bandes selbst als eine Form
kunstlerischer Forschung: Raumklang und Klangraum werden
hier widergespiegelt. Unter der Leitung von Prof. Heike Grebin
und Lea Sievertsen inszenierte ein Team Studierender der
HAW Hamburg die Aspekte von Raum, Bewegung und Klang
in Design und Layout.

1__ Focault, Michel (1978, Neuauflage 2000). Dispositive der Macht.
Uber Sexualitédt, Wissen und Wahrheit. Merve Verlag (Hg.). Berlin. S. 119.
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Foreword

Benjamin Helmer

KiSS - Kinetics in Sound & Space: This acronym stands
for the research group founded in 2019 by the partner uni-
versities HFMT Hamburg and HAW Hamburg under

the direction of Prof. Dr. Georg Hajdu and Prof. Thomas
Gorne. With the decision of the Behorde fiir Wissen-
schaft, Forschung, Gleichstellung und Bezirke der Freien
und Hansestadt Hamburg to fund the program, decisive
steps have been taken at both institutions to lend more
weight to the field of artistic research — in which the pro-
gram largely operates.

As the name suggests, the focus of the research group
was the examination of the dynamics of spatial sounds
and sound spaces. For this purpose, the participating uni-
versities were concerned to establish a heterogeneous
group that could approach the broadly conceived complex
of topics from different disciplines in the sense of trans-
disciplinarity. Thus, around <Kinetics in Sound & Space>
not only artistic and scientific disciplines entered into
critical discourse with and among each other, but also the
foundation for this broadly based volume was laid.

The diversity included different subject areas on the
one hand and the (artistic-)scientific work or methodology
in the form of two doctoral programs on the other. With
KiSS, six qualification positions were created at the partner
universities, which were linked to the implementation
of a dissertation project. In terms of subject matter, these
were located in the areas of music technology/multimedia
composition, media technology, musicology, and theatre
studies. They were embedded in the doctoral programs at
the HFMT Hamburg of Dr. sc. mus. (Doctor scientiae mu-
sicae) and Dr. phil. (Doctor philosophiae). The former - at
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the time the first doctoral program at a German conserva-
tory — enables students to earn a doctorate in the arts

and sciences and therefore differs structurally and meth-
odologically from the Dr. phil.. This field of tension
within the research group enriched the critical reflection,
for example, between artistic research and methodo-
logies of historical musicology. The project was scientifical-
ly and artistically supervised by Prof. Dr. Jacob Sello,

who was also co-initiator for the foundation and applica-
tion, Prof. Dr. habil. Nina Noeske, Prof. Sabina Dhein,
Prof. Dr. Julius Heinicke and Prof. Friederike WiBmann
(HMT Rostock).

The work focused on exploring the dispositives of the
(digital) stage: this encompasses the spectrum of purely
physical movement sequences, as known from dance and
theatre, to virtual spatial sound movements made pos-
sible by sophisticated computer simulations. These ex-
tremes are mediated, for example, by motion capture tech-
nologies that translate movements of performers into
data flows.

In its diversity, the research group itself can be under-
stood as a heterogonous ensemble! that spins and re-
veals a network around the thematic complex of Kinetics in
Sound & Space by means of a transdisciplinary approach.
Thus, this book is also an opportunity to identify the direct
or indirect connections of the research approaches be-
tween the above-mentioned subdisciplines, to trace the
positions, and then to switch and contrast them.

The starting point for the formal layout and basic struc-
ture of the book is the colloquium <Kinetics in Sound &
Space>, which was a teaching format of the program. The
colloquium, which took place at regular intervals, was
a platform for the exchange of ideas amongst the project’s
doctoral students and collaborators on the current state
of their research, and also invited internationally renowned

guests active in the field of spatial sound and sound spaces.

These guests are active as scientists, artistic researchers,

or artists in one of the areas in which the research group
was located.

12

This volume presents itself accordingly as a snapshot; a
screenshot of this colloquium format. It is composed of one
article each by the PhD students of the research group -
Alessandro Anatrini, Dr. Gregory Beller, Kristin Kuldkepp,
Jacob Richter, Elise Schobef3, and Stefan Troschka — and
is expanded by contributions from the project leaders
Prof. Dr. Georg Hajdu and Prof. Thomas Go6rne, as well as a
guest contribution by Dr. Gerriet K. Sharma, who partici-
pated as invited guests in the aforementioned colloquium.
For the conclusion of the research project, this book on
the one hand provides an insight into the work of the
authors and thus presents a contribution to the current
state of the individual research areas. On the other hand,
the design of the volume reveals itself as a form of artis-
tic research: spatial sound and sound space are reflected
here. Under the direction of Prof. Heike Grebin and Lea
Sievertsen, a team of students from HAW Hamburg trans-
lated crucial aspects of space, movement and sound into
design and layout.

1__ Focault, Michel (1978, Neuauflage 2000). Dispositive der Macht.
Uber Sexualitédt, Wissen und Wahrheit. Merve Verlag (Hg.). Berlin. S. 119.
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Georg Hajdu

As the initiator of the doctoral research project Kinectics in
Sound and Space (KiSS), my aim is to situate it in the broa-
der framework of questions surrounding artistic research and
the study of creativity. The text below is partially a rebuttal
of an essay written by a dear colleague who, as a composer
and musicologist, expressed a certain scepticism vis-a-vis the
nascent discipline of practice-based research. However, as a
composer working in the field of music technology, | have never
felt a schism between my artistic and my research activities.
On the contrary, one could not have existed without the other.
In the 1980s, as a student at the Cologne Musikhochschule |
had the great fortune to study with Clarence Barlow whose
124-page <Bus Journey to Parametrons, published in 1980 ab-
out the genesis of his computer-generated piano composition
«Cogluotobiisisletmesi>, was a formidable example for artistic
research in and on music/technology and served as a blueprint
for what to expect in terms of a doctoral thesis (although it was
never successfully submitted to this end). My interactions with
Gyorgy Ligeti and his students in Hamburg during the same
decade have also shown the value of the combination of art and
science, and just recently | remembered how Douglas Hofstad-
ter’s book «Gédel, Escher, Bach> published in 1979 was all the
talk during this period. Much has happened since in the fields of
cognitive psychology, creativity, and Al, but much remains to be
answered about what makes us this highly creative species, ca-
pable of making the most unlikely connections between things
and turning this into art and science. This consideration should
always be at the core of each artistic research project, and this
is also what connects the six projects that were undertaken
within the framework of KiSS. The participants in this project
were an improviser, a sound artist, two music technologists, a
dramaturg, and a musicologist working on topics as diverse as
their fields, but with an open mind it also becomes apparent
how they all relate to each other.

| am both an artist and a scientist. As a scientist | have
done research at the Institute of Genetics at the University of

Colognel, as an artist | create sounding works that are being
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realised in the form of scores and performances. In both capa-
cities, | understand my work, in a broader sense, as knowledge-
creation. In this, | have never felt that the biologist Georg Hajdu
is a fundamentally different person from the composer Georg
Hajdu or that the approach through which this knowledge-
creation takes its course differs fundamentally from discipline
to discipline. For both are based on one and the same source:
creativity. In his book <The Act of Creation> (in German <Der gétt-
liche Funke. Der schépferische Akt in Kunst und Wissenschaft»)
philosopher Arthur Koestler discussed what is common in the
creative process and noted a continuum from art to science. In
doing so, he stated that the mental activities in which creativity
manifests itself resembles a dream or daydream. | myself have
often experienced this state as a trance, in which a part of my
thinking seems to detach itself and | thus arrive at results whose
genesis | can hardly trace in retrospect. That essential contribu-
tions to art and science were made in dreams has been shown
many times: In 1865, for example, the German chemist August
Kekulé succeeded in solving the riddle of the ring structure of
benzene in a dream. Kekulé’s contemporary Robert Schumann
not only contributed his famous piece <Trdumerei> (English:
daydream), but in his diaries he also gave an account of how
he used a melody which came to him during sleep.

So what could be more obvious than to regard art and
science as two sides of the same coin and to connect them in
a new discipline, i.e. artistic research (AR)? AR has existed as
an academic discipline since the first half of the 20th century
and it was founded on the increasingly analytical discourse of
artists like Kandinsky, Klee, or Schénberg in the first half of
the 20th century, which on the one hand is linked to the self-
examination of romantic and pre-modern artists and on the
other hand is characterised by the pioneering work of scientists
like Hermann von Helmholtz, who turned to the material and
immaterial objects of the arts with scientific methods. But are
science and art epistemologically synonymous? For Koestler,
it is the transition of the subjectivity of the beautiful to the
objectivity of the true that sets the disciplines apart. Only, can
this distinction between arts and science be maintained at all,
or did it ever exist in this pure form? In the science discourse,
for example, it is said that scientific research must be objective
and verifiable. But the very pillar of scientific knowledge, na-
mely working with hypotheses, calls this dogma into question.
Many hypotheses turn out to be false after a while or may not
be testable at all, such as the tenets of string theory. Numerous
mathematicians and theoretical physicists also acknowledge
the aesthetic dimension in their search for beauty, simplicity,
and symmetry in their formulae.

Or vice versa: Can there not be an analogous consideration
of a work of art as a hypothesis that can be falsified or verified,

? Thus, the work of Johann
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Christian Bach sounds to my ears like an unfinished hypothesis,
brought to completion only by Wolfgang Amadeus Mozart, and
obviously my assessment coincides with that of the general
public as most of J.C. Bach’s 250+ works will no longer be
played in public concerts.

It is striking how the two major strands of musicology, his-
torical and systematic, prefer to call a creative act either an
invention or a discovery. The term invention focuses on the in-
dividual achievement such as Wagner’s invention of the Tristan
chord which can be identified by a particular moment in history;
the term discovery, in turn, posits that something has already
existed potentially, it just needed to be recognised, as with the
Bohlen-Pierce scale which was discovered independently by
three different researchers in the 1970s and 1980s. However,
from an epistemological perspective, a discovery has elements
of an invention and vice versa.? As the previous examples de-
monstrate, categories lose their contour and become fluid when
put under scrutiny. This becomes ever so apparent in the field
of AR which has the potential to put categorically-minded re-
searchers out of their comfort zone.

Béla Barték was both a researcher and composer, who
got his inspiration from, among other things, meticulously col-
lecting, transcribing, and transforming folk songs. In keeping
with Bartdk’s spirit, music departments in North America have
placed composition on an equal footing with musicology as an
academic discipline, with a score considered a research achie-
vement equivalent to a dissertation in text form. This openness
goes back to the U.S. composer Roger Sessions (1896-1985),
who, after a stay in Europe, first worked at Princeton University
from 1933 and later taught at Berkeley. Harvard University also
followed this example. In Europe, there was a different strand of
development since the 1950s, which was initiated—separately
from conservatories and universities—in centres and research
institutions such as Hermann Scherchen’s Studio Gravesano
or IRCAM founded by Pierre Boulez. It is only since the 1980s
that we see universities, first in England, the Netherlands, and
Scandinavia, later also in German speaking countries, opening
up to the subject and beginning to practice AR. Since 2013, the
HfMT Hamburg has been the first German university of music
and drama to offer the possibility of conducting a doctoral
project in AR as part of its Doctor scientiae musicae program.
Since the approach is new, we were free to determine the con-
tent of the program and there was only the requirement of the
Hamburg science and research authority that the written part
were to outweigh the artistic project (as difficult as this may be
to verify quantitatively). Since this year, a number of doctoral
projects have been brought to a very satisfactory conclusion,
including one by the Australian composer Samuel Penderbayne,
who was the first to explicitly address the discourse of AR in his
dissertation. In the meantime, two ArtSearch symposia as well
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as lecture series, workshops, and seminars have been held at
the HfMT, some of them with high-ranking representatives of
AR (including the Dutch AR theorist Henk Borgdorff).

In the almost 10 years of the doctoral program, some em-
pirical values have been gained, which can be summarised
as follows: It is not the calling of every graduate of a master’s
program to successfully carry out a doctoral project in AR, and
the approaches and methods used are as varied as the artistic
projects associated with them. Even though these facts have
already led to prophecies of doom that AR offers a dubious
platform to mediocre artists, it is here to stay. The discourse
has already progressed a great deal, and the results stand on
their own. In this context it is worthwhile mentioning Pender-
bayne’s manifesto on AR, which articulates 7 statements of
what he considers central to this field and which was produced
in response to our seminars and workshops.®

To conclude this short essay, I'd like to attach a series of
images documenting my workflow in a project called <A Space
Journey> that the HfMT multimedia department and its theatre
academy is conducting together with the department of astro-
physics at the University of Hamburg, aiming at the creation of
a full-evening music theatrical experience. Eight teams each
consisting of composer, director, and scientist have been formed
to create a 10-minutes scene. My contribution based on the
novel Solaris by Stanistaw Lem are three fragments consisting
of prolog, intermezzo, and epilogue interspersed between the
other contributions. The images represent the musicification
of the cosmic web with its filaments and galaxy clusters, the
simulation being provided by astronomer Dr. Denis Wittor. The
AR consisted in finding an appropriate musical expression for
moments of great density (clusters) and the space in between
(voids) in the cosmic web. The Bohlen-Pierce scale used for the
composition was chosen for its unfamiliarity and the availabi-
lity of acoustic instruments that were created for the scale as
an outcome of AR. The study of the Bohlen-Pierce scale also
shows great similarity to fields such as exobiology where the
possibility of alternative lifeforms is subject to scientific scrutiny.
The astronomy project was initiated by Rea Alp from Hamburg
Innovation who connected us with Prof. Marcus Briiggen, one
of the directors of the astrophysics department.

My gratitude goes out to the BWFGB, the Hamburg author-
ity for science and research, for their generous support of the
KiSS project and to Benjamin Helmer for his amazing skills in
coordinating it, as well as to my colleague Prof. Thomas Gérne
from the Hamburg University of Applied Sciences for his wil-
lingness to share this exciting path with us.
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Fig.1 Original image with filaments
and galaxy clusters

Fig.2 The same image with grey values rotated by 180 degrees
(selecte galaxy clusters are marked in green)
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Fig. 3 Conversion of the selected galaxies into spectral data
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Fig. 4 Transcription into notation by Macaque (software by the author)
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Fig. 5 Arrangement for Bohlen-Pierce orchestra

SSI

npley S1009

J9Y0Jeasal JIIST)Ie UR S Opatd 1(]/\[



THE
AWAR
THE

Al
THE

Alessandro Anatrini



In diesem Beitrag sollen anhand von Beispielen aus meiner
kiinstlerischen Praxis die Aufgaben der als «KI-Tools> bezeichne-
ten technologischen Mittel im kreativen Prozess analysiert
werden, die aufgrund der Art der von ihnen eingesetzten Tech-
nologie eine starke qualitative Konnotation aufweisen. Im
Wesentlichen sind es zwei zugrundeliegende Thesen: Die Art
der Technologie, die diese Mittel verkérpern, unterscheidet
sich deutlich von denen der Vergangenheit, namlich all jenen
technologischen Geraten, die ein quantitatives (d.h. sicheres,
zuverlassiges und Uberprufbares) Ergebnis liefern. KI-Werk-
zeuge werden als zentrales Element dessen konfiguriert, was als
bezeichnet wurde, da sie sich aus
den subjektiven Weltvorstellungen ihrer Nutzer speisen. Sie
nehmen daher den Charakter aktiver Mitwirkender in dem
Prozess an, der das Kunstwerk formt, und verlagern den Schwer-
punkt von den Medien auf die Werkzeuge, die die Botschaften
des kilinstlerischen Schaffens vermitteln. Um diesen Perspektiv-
wechsel, der sich unweigerlich in neuen Denk-, Schaffens-
und Genussweisen multimedialer Kunst niederschlagt, vollstan-
dig zu verstehen, ist es offensichtlich notwendig, berholte
hermeneutische Kategorien zu verwerfen. Solche Kategorien, die
das Ende einer nicht naher definierten «digitalen Revolution>
postulieren, neigen dazu, die Kunstkritik auf eine ahistorische
Dimension zu reduzieren, in der alles, was mit Technologie
zu tun hat und jenseits einer nicht ndher definierten Wasser-
scheide liegt, vereinfachend als bezeichnet wird.

This paper, building on examples from my artistic practice,
analyses the responsibilities within the creative process

of the technological means, here called — <Al tools>, which
by their nature implement and exhibit a strong qualita-

tive connotation. The underlying thesis is essentially two-
fold: Firstly, that the nature of the technology embodied

by these means is clearly distinguishable from those of the
past, namely all these technological devices deliver a
quantitative (i.e. certain, reliable, and verifiable) result. And
that these Al tools are configured as a pivotal elements

of what has been called as much as
they are fuelled by the subjective world representations of
their users. Furthermore, that they therefore take on the
nature of active contributors within the process that shapes
the work of art, shifting the emphasis from the media to
the tools that convey the messages of the artistic creation.
Secondly, in order to fully understand this shift in perspec-
tive —which is inevitably reflected in new ways of thinking
about, creating, and enjoying multimedia art — it apparently
becomes necessary to dismiss outdated hermeneutical
categories. Such categories, postulating the end of an unde-
fined «digital revolutiony, tend to flatten art critique onto an
ahistorical dimension, in which everything that has to

do with technology and is located beyond an unspecified
watershed, is simplistically labelled as
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The Awareness of the Tools
in the Neural Media Praxis

Alessandro Anatrini

Introduction

In recent years we have witnessed an exponential growth
of interest in the myriad of practices that include technol-
ogies such as sentient networks, machine learning, and
deep learning in order to regulate, control and augment the
creative process. This trend has given rise to what has been
defined as neural media praxis as the artistic interaction that
takes advantage of such technologies (Choi et al., 2021). Itis
evident that the skills and awareness required for an artist to
make sense of the end products of theirwork have increased
dramatically, and are far from obvious. This makes it more
necessary than ever in the field of digital art, to address what
Agostino Di Scipio defines as the responsibility of the tools
(Di Scipio, 2006). For the purpose of this essay we will be
using the term <Al tools> to refer to the tools that neural
media praxis utilises, often configured as meta-control tools,
implying the presence of some form of intelligent system
and therefore operating in a qualitative domain.

To avoid an indiscriminate generalisation, itis necessary
to place the discourse about media in a specific context to
understand its trans-disciplinary dimension and to intro-
duce those minimal conceptual tools that will be useful to
us in the course of our investigation. The fil rouge that binds
together all the contributions to this volume is Kinetics in
Sound & Space, so I find it necessary to begin by giving a
personal definition of the theme in light of what has been
said above. Space is intended as the physical element that
represents the territory of my artistic work, to which I will
refer later. But above all space of information is a map, an
intangible element, which is the result of a different way of
representing the knowledge to which AI tools give form.
Kinesis, and therefore movement within this virtual space,
thus assumes for me the value of a mental journey through
all the possible itineraries traced on the map and at the
same time cancelled out by the simplification of the space to
which they refer. To substantiate all this, however, we need
concrete examples. To this end I will examine the task of
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automatic synthesiser programming (ASP) in the context
of my own practice, suggesting how it can be interpreted
as a particular aspect of human-computer interaction (HCI)
rather than as a purely technological challenge. This will be
used to argue how today our mediation with technology,
rather than being aimed at optimising the reliability of Al
systems, should instead be aimed at optimising the reliabil-
ity of the collaboration between artists and AI tools, which
passes through an awareness of the nature of the means we
use and the fact that they are designed according to certain
criteria. These considerations have a strong impact on the
ecosystem in which our actions as artists are embedded,
and this must lead us to ask ourselves what message we are
communicating when we make room for these technologies
in our practice. Can we identify general characteristics that
represent the audible and visible traces of the use of these
technologies in the works we produce through them?

Let us begin this journey by trying to define what a
trans-disciplinary approach is by going back to its origins.

On Cybernetics or the Pre-
History of Trans-Disciplinary

Interdisciplinary and trans-disciplinary are often terms
that are used interchangeably even though they do have
different meanings. The International Bureau of Education
of UNESCO give us these two definitions:’

Interdisciplinary learning refers to the concept of learning
a single subject from multiple perspectives [...]. Trans-disci-
plinary education is the education that brings integration of
different disciplines in a harmonious manner to construct new
knowledge and uplift the learner to higher domains of cognitive
abilities and sustained knowledge and skills [...].

We can therefore say that they are based on different levels
and ways of integrating disciplines within the same con-
tinuum. The term interdisciplinary suggests an interactive
approach, while trans-disciplinary suggests a holistic ap-
proach in the sense of creating a unity of intellectual frame-
works beyond the disciplinary perspectives (Stember, 1991).
In otherwords awhole that is different from the sum of the
single parts. This definition echoes the famous statement
attributed to the mathematician Stanislaw Ulam concerning
the study of chaotic systems, according to whom using a
term like nonlinear sciences is like referring to the bulk of
zoology as the study of non-elephant animals. Trans-dis-
ciplinary is all about the non-elephant animals. This idea
is far from new and the cybernetic movement can be seen
as a model for the trans-disciplinary approach.

UNESCO International Bureau of
Education, 2020. What is the difference
between interdisciplinary and trans-

1

disciplinary education? The digital classroom,
transforming the way we learn. https://

annmichaelsen.com/2020/01/31/what-is
-the-difference-between-interdisciplinary
-and-transdisciplinary-education/
(accessed January 31, 2022)
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Between the 1940s and 1950s, a situation arose that was
in some ways analogous to the present one: a whole range
of technologies and tools became available and ideas from
different disciplines began to converge. Applications ranging
from the control of ballistic missiles to the formalisation
of the functioning of biological systems brought together
the efforts of scientists, mathematicians, biologists, soci-
ologists, linguists, psychologists, and others to study and
design complex systems: this type of trans-disciplinarity
would become later what I am referring to as cybernetics.

For the purposes of this contribution we will propose not
one but two definitions of cybernetics: one technical, the
other socio-cultural. On the one hand, it is the science of
feedback, understood as information that travels in a system,
passes through its environment, and is reintroduced into the
system: in this sense, it will be the science that will set the
ground for the development of what we can today define as
intelligent systems. On the other hand, rather than being a
complete discipline, it is a paradigm, a framework that we
use to <think with»> rather than <think about», the progenitor
of the trans-disciplinary approach. Only by retracing the
epic of cybernetics — adopting the scheme proposed by
Katherine Hayles, who identifies three different cybernetic
waves — will we be able to integrate these two definitions
(Hayles, 1999).

The first wave, inaugurated by Norbert Wiener under
the influence of Arturo Rosenblueth (Rosenblueth et al.,
1943), would then gather around the nucleus of the Macy
Conferences (1944-1953), also gathering scholars from the
world of social sciences such as W. Ross Ashby, Margaret
Mead, and Gregory Bateson amongst others. What will be
called first-order cybernetics remained mostly in the engi-
neering domain and the concepts explored in this phase are
homeostasis and more generally self-regulating systems. If
we exclude the significant influence of Bateson, who applied
the concept of feedback to the study of anthropology and
psychiatry issues, as well as to a general view of reality,
STEM scholars found a direct application of the concepts of
this wave in control systems, they consequently moved away
from it to found disciplines such as computer science, robot-
ics, and artificial intelligence (Heylighen & Joslin, 2003). The
second wave revolved around the concept of second-order
cybernetics, arecursive application of cybernetics on itself.
The observer becomes a participant and consequently re-
sponsible for what he/she pays attention to and attributes
value to within a system, thus overcoming the objective/
subjective dichotomy. If the concept of homeostasis is ex-
emplified in the thermostat that controls the temperature
of a room, the autopoiesis — a key concept of this phase,
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theorised by biologists Humberto Maturana and Francisco
Varela? —, can be represented by the visual system of a frog.

In a seminal paper on which Maturana himself collab-
orated, Lettvin et al.® it was demonstrated that for evolu-
tionary survival the frog developed a visual apparatus that
does not capture images of reality for the brain to select
and process, but on the contrary, the brain only processes
what has already been selected by the visual apparatus, thus
constructing the vision of reality that the frog perceives.
This results in a highly constructivist epistemology, where
the very concept of a system is a construction of our brain
to explain the causal links of reality and ensure survival.
The third wave is linked to studies in the field of artificial
forms of life using computer simulations. The research
revolves around the Santa Fe Institute and focuses on the
concept of emergent behaviour as the ability of a complex
system to exhibit macroscopic properties that are difficult
or impossible to predict on the basis of the laws governing
the individual components of the system. This strand has
found multiple applications including in the field of ecology,
challenging the linear ecology model that assumes a stable
condition of the natural ecosystem, and in biology through
the study of artificial life forms (Chan, 2020).

Inview of this minimal cybernetic vocabulary, it is neces-
sary to start a reflection that has a significant impact on the
centrality of man and its tools within the system represented
by artistic practice in its complexity. We define it as the pro-
cesses aimed at creating an immaterial or physical artefact,
which emerges as awork of art and as such is enjoyed. If we
take for example dexed, software emulation of the legendary
Yamaha DX7“ it will be chosen, consciously or not, by all
those users who want to explore the potential of FM syn-
thesis. If instead, we wanted to look at the physical model
synthesis it is the wrong tool because it does not implement
this class of algorithms. In this sense, itis a technologically
determined tool, or a first-order system, on which goals
have been imposed. When such a system engages with
a second-order system such as a human, the result is an
interaction. If, on the other hand, we use tools configured
as an intelligent system, they can adjust their goals. These
are second-order systems, they do not just react, they can
also learn, like a human. When two second-order systems
engage, the result may be a conversation, an exchange about
goals and means: and this is exactly the reason why awhole
series of ethical issues arise when we talk about Al

To sum up, it can be deduced that this type of system,
instead of creating tools that are merely designed for spe-
cific and deterministic purposes, shapes active collaborators
through whose mediation we can achieve goals that we might
find hard even to imagine. In other words, we are witnessing

2 Maturana, Humberto R.; Varela, Fran-
cisco J. (1980). Autopoiesis and Cognition:
The Realization of the Living. Dordrecht:

D. Reidel Publishing Company

3 Lettvin, Jerome Y.; Maturana, Humberto
R; McCulloch, Warren S.; Pitts, Warren H.
(1959). What the Frog’s Eye Tells the Frog’s
Brain, Proceedings of the IRE 47 (11):
1940-1951

4 The Yamaha DX7 was the first commer-
cial synthesiser to implement FM synthesis.
Frequency modulation synthesis, or FM
synthesis, is a sound technique where the
timbre of a simple waveform is modified

by modulating its frequency with a modu-
lation frequency, resulting in a complex
waveform with a different timbre.
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a shift from quantitative manipulation of numerical data
towards something with a strong qualitative connotation,
actively and constantly shaped by the needs of each user.

Logic, Tools, and Cultural Specificity
The above reflection raises the question of whether cyber-
netics and artificial intelligence can be mistakenly conflated.
Cybernetics and artificial intelligence are often considered
to be the same thing, but actually, they are different ways

One of the important things about the synthesiser was
that it came without any baggage. A piano comes with a whole
history of music. There are all sorts of cultural conventions built
into traditional instruments that tell you where and when that
instrument comes from. When you play an instrument that does
not have any such historical background you are designing
sound basically. You’re designing a new instrument. That’s
what a synthesiser is essentially.

It’s a constantly unfinished instrument. You finish it when
you tweak it, and play around with it, and decide how to use

SSH
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of thinking about intelligent systems capable of calibrating it. You can combine a number of cultural references into one
their actions to achieve a goal. Cybernetics, as we have new thing.

seen, comprises the study of the properties of complex
systems, how they can regulate themselves and how they

. Fig.1 Boolean algebra is based on the
can therefore act to achieve a goal based on feedback from oR AND NoT pfnciples of matiomatical logic de-
the environment. These systems are not only computational: veloped by the mathematician George
they include mechanical, biological, social, and econom- 40 —[x 2 (o) —([@)x a(0)— o (1) Boole’s 1854 publication. <An investi-

. . ers s g s . @ _ s @ _ gation of the Laws of Thought>. It is the
ic systems (Wiener, 1985). Artificial intelligence, on the B study of the operations carried out on
other hand, is concerned with making machines acquire a variables that can only have two values:
behaviour, based on a stored representation of the world, A+B AB A 0 (false), 1 (true). AND, OR and NOT

I " . . . are the primary operations of Boolean
thatimitates that of humans. In addition to calibrating their logic whpi chall gh el:)th er operators can

actions in order to achieve objectives, artificial intelligence be derived from. Boole’s major work was
and cybernetics also consider the conditions under which the basis — thanks to Claude Shannon,

A . . who recognised the coincidence between
learning can take place, but from two different perspectives. the fanctioning of switching circuits
While artificial intelligence relies mainly on datasets, i.e. and propositional logic — for studies of

representations of a given phenomenon, as a means to act This observation seems to suggest that certain types of ¢'¢ctronic circuits and switching, and
. . . . . . was a decisive step towards the concep-
intelligently, cybernetics uses grounded and situated behav- tools such as synthesisers are nothing more than average
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tion of modern computers.
iour that expresses intelligence and learning capacity based
on feedback and interactions (Dubberly & Pangaro, 2015).
Among the first practical applications of cybernetics
was the development of a self-guided missile system for
the US army in the 1950s. Norbert Wiener and his team
decided to develop the necessary technology using digital
circuits instead of analogue circuits, which would only be-
come standard in the following decade. There were at least
two reasons for this: the greater precision guaranteed by
digital circuits and the possibility — based on the research
of Claude Shannon — of using Boolean algebra to describe
the state of the logic gates of such circuits.Fig- D Boolean
algebra, which later became the basis for the functioning of
every computer. From this point of view, both cybernetics
and Al share the same binary logic, and both rely on the
same principle for the result they produce: intent. The logic
is universal, the intents are culture-specific. The concept
of cultural specificity helps us to examine — without dis-
tracting technicalities — the consequences of using Al tools
for meta-controlling other digital and non-digital devices,
as it happens in the field of ASP and elsewhere. In a 2010
interview, Brian Eno® comments on the synthesiser:

5 Morley, Paul (2010). On gospel, Abba

and the death of the record: an audience
with Brian Eno. The Guardian, 17th Jan.
https://www.theguardian.com/music/2010/
jan/17/brian-eno-interview-paul-morley

(accessed February 15, 2022)

transparent instruments, ready to bend to the desires of the
musician who knows how to make use of them. Let us take
as an example those instruments that contributed to the
success of the distinctive sound of Detroit techno from the
early 80s such as Korg MS-10, Roland TR-808, TB-303,
and Yamaha DX7 just to name a few. We immediately realise
that theywere all designed and builtin a social and cultural
context, the Japanese one, which is significantly different
from that of the United States and Detroit in particular. Yet
they proved to be sufficiently flexible and transparentinstru-
ments to absorb the ethos of a specific urban subculture, to
the point of incorporating and being widely identified with
it. On the other hand, it is also evident that no instrument
is completely neutral and that each of them may already
contain modes of interaction and ways of conceiving sound
which are intrinsically connoted from a cultural point of
view: think for instance of the divergent approaches of Rob-
ert Moog and Don Buchla (Pinch & Trocco, 1998).

If we look at the current situation, regarding AI tools
used in the field of ASP, it seems that today artists no longer
explicitly define the interactions between themselves and
the instrument, but rather they design meta-systems that
will define the mode of interaction with the instrument.



This is even more justified if we think of the complexity
of an instrument as a property inversely proportional to
its ability to be controlled by the user. Consequently, the
cultural connotation of an instrument tends to have more
and more difficulty emerging as its complexity increases.
Thus, in order to give a wider range of expressive possi-
bilities — made possible by greater complexity — the need
for meta-control Al-tools increases, which mediates the
transfer of the user’s cultural input to the instrument. These
observations go in the direction of identifying Al tools as
active collaborators of the artist in the creative process,
operating on a qualitative basis due to the nature of the tech-
nology they implement. On the basis of the characteristics
of these collaborators, a legitimate fear arises that they, or
rather the means, will end up prevailing over the ends of
artistic practice, overturning the Machiavellian motto the
ends justify the means. If the end is, as we said, the creation
of an artefact to be enjoyed as a work of art, itis something
that does not pre-exist the forms of praxis, as a figure of a
purpose that predetermines the means; but it is not even
an epiphenomenon of means that can autonomously de-
termine their own goal or act without an end. As Di Scipio
reminds us, in his discourse on art, the end prevails over
the means when something is accomplished according to
a known and clear canon (Di Scipio, 2006). But when the
canons are uncertain or denied in moments ofincomplete-
ness, experimentation, or exploration, the means end up
prevailing over the scope. The adoption of AI tools in the
neural media praxis, with their peculiar characteristics, leads
us to legitimatelywonder whether the prevalence of means
over ends may not be the historically relevant perspective
to investigate in the digital arts discourse today. But we will
come back to this point later.

Automatic Synthesiser
Programming

One of the motivations of the ASP is to reduce the learning
curve necessary to be able to program a generic synthesis-
er, whether on physical or computer support. Anyone who
is familiar with these types of instruments is in fact aware
of how complex the task of programming them is, as it re-
quires a wide knowledge ranging from the architecture of
the machine to the principles of sound design. This task is
also burdened by the high number of parameters normally
available in a commercial synthesiser (commonly more than
thirty), by the fact that they do not always reflect a termi-
nology shared between different machines, and that the
outcome of certain parameters is by no means intuitive.
Pardo et al.® identify the difficulty of working with audio

Pardo, Bryan; Cartwright, Mark;

6

Seetharaman, Prem; Bongjun, Kim (2019).

<Learning to build natural audio pro-

duction interfaces», Arts 8(3):110-130
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production tools in the conceptual distance that is created
between the control interface (parameter space), the sound
actually produced by the tool (perceptual space), and how
it is qualitatively interpreted by the user (semantic space).
In this respect, the algorithmic procedures that allow the
user to automate his interaction with the tool, possibly but
not necessarily through a new graphic user interface (GUI),
serve to bridge this conceptual gap by providing higher-lev-
el and/or more intuitive control tools.Fig-2)

— Synthesiser « ~

control interface

Parameter space
automatic
Con(_:eptual synthesiser <~
Distance program

Perceptual space Semantic space

— ] —

User Q/

In a recent study’ Gordan Krekovié identified four reasons
that may lead even experienced users to consider the task
of programming a synthesiser as challenging: 1. it takes too
much time; 2. it can draw away attention from the actual
compositional activity; 3. it can be difficult as it is not in-
tuitive to learn how to use a particular instrument; 4. it is
difficult to achieve the desired outcome. He then asked the
participants in the study, all experienced musicians, whether
they agreed with these statements. Most agreed with the
first three statements but disagreed with the last one, which
only those who were less experienced tended to agree with.
This result provides empirical data on the perceived diffi-
culty of the task at hand, which was specifically attributed
to criticalities found in the user interface, the fact that each
machine can be substantially different from the others,
and limited features. Krekovié finally asked participants to

Fig.2 Representation of the conceptual
distance between the user (semantic
space), the sound that is generated from
a synthesiser (perceptual space), and

the parameter space defined by the instru-
ment’s control interface and its engine.

7  Krekovié¢, Gordan (2019). <Insights

in habits and attitudes regarding program-
ming sound synthesisers: a quantitative
studys, in: Isabel Barbancho, Lorenzo J. Tar-
dén, Alberto Peinado, Ana M. Barbancho
(eds.), Proceedings of the 16th Sound and
Music Computing Conference, 316-323
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identifywhat actions might mitigate the perceived difficulty,
asking them to evaluate four alternative systems: 1. a sys-
tem that generates random presets within a user-defined
category; 2. the user provides a description of the desired
sound and a preset is generated; 3. the user provides a target
sound and the system generates a preset that produces a
similar sound; 4. a system that provides a more intuitive
GUI. Participants rated the last two statements as helpful
and the first two only slightly helpful.

We can see that in the ASP research domain, the ap-
proach based on semantic description refers to older con-
tributions (Miranda, 1995), (Krekovié et al., 2016) and that
more recent proposals are based on the inference of synthe-
sis parameters from a target sound (Esling et al., 2020b), also
providing an innovative GUI that makes preset navigation
and the possibility of defining trajectories an intuitive task
(Esling et al., 2020a). Although these last two examples,
respectively in the hardware and software domain, in my
opinion constitute the state-of-the-art in the field of ASP,
they may present some issues in performative contexts
and other situations where a real-time interaction with the
instrument is required: 1. it is required that each instrument
is properly trained, a long process which in turn assumes
a certain familiarity in properly setting the machine that
will be used for training; 2. it is computationally expensive,
which, depending on the available machine, can make the
response of the GUI insufficiently fluid; 3. limitations in
exploring the potential of an instrument that assumes as a
starting point a target sound to approximate. The last-men-
tioned example was the starting point I took in trying to
define an approach that is flexible enough to be applied to
any software instrument and suitable for real-time use, and
whose ultimate goal is the ability to effectively explore an
instrument in an intuitive way, without having to manually
adjust only one parameter at a time.

Kinetics In Sound And
(Information) Space

Over time I became more and more interested in sound as
phenomenon rather than in music itself, and this sensibility
led me to pay particular attention to the different physical
contexts in which sound manifests itself and how it can
be transformed into music. The acoustic properties of a
place can be measured using various techniques includ-
ing the recording of impulse responses (IR)® which can be
used for convolution operations, for example, to obtain a
reverberation that imitates the acoustic characteristics of
the environment in which the IR was recorded;® but for my
purpose, this was still not enough. Iwanted to uncover what

8 Animpulse response is the frequency
response of a linear time invariant system
(LTI) - either a physical environment or a
system - to a signal which it is exposed to.
The most commonly used signals may
include sinusoidal sweeps with constant
intensity, or short duration pulses with
specific characteristics, known as maximum
length sequences (MLS).

9 Convolution is a mathematical opera-
tion on two functions (f and g) that pro-
duces a third one (f * g) that describes how
the profile of one function changes as a
function of the other. A convolutional rever-
beration can be described as the convolu-
tion of the original sound with a geometric
function, in the form of IR which describes
the various objects that are reflecting

the sound signal.
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I felt was beneath the surface of places, and so I started to
develop routines to sonify the resonant frequencies of en-
vironments. In other words, the intention is to transform
the availability of sound into music to form what I call the
voice of a place and trace its evolution over time.

Resonance frequencies, or more appropriately modal
resonances (also called modes or eigenmodes), are a series of
standing waves caused by the reflection of sound on different
surfaces in an environment. The process of determining
the modes is called modal analysis and can be described
as the study of the dynamic behaviour of a structure when
subjected to vibration, in order to evaluate its natural fre-
quency and associated eigenmodes. In the case of complex
structures, e.g. geometrically irregular environments, the
vibration modes are previously schematised using the finite
element method (FEM)'° to get an overall result. Typically,
this type of analysis is performed on a three-dimensional
model, usually a mesh of the location we want to analyse.
(Fig- 3) A faster, less complex, but less accurate alternative is
to study the resonance peaks determined by a fast Fourier
transform (FFT)" performed on one or more IRs recorded
in the location(Fig4),

The introduction of modal analysis techniques into the
creative process has been for me one of the essential ingredi-
ents of a new artistic practice thatI call aural space augmen-
tation. The goal is not to create a faithful representation of
the physical environment from a sonic point of view, but to
augment the space of sound and visual perception by super-
imposing on the physical characteristics of the environment
a simulation of it that preserves the same complexity of the
observed context. To create a map that is both inseparable
from the territory to which it refers and different from it.
After this necessary contextualisation, let us define the steps
preceding the moment of composition:

1 in situ:

+ photographic survey of the location in order to collect
data for the creation of a 3D model via photogram-
metry

« recording of several IRs from different spots
2 acoustic analysis: modal frequencies, amplitudes, and

decay times estimation:

» mesh analysis via finite element method (FEM)

¢ IRs analysis via fast Fourier transform (FFT)

3 automatic generation of one or more synthesisers as

VST or AU plugin, to be fed with analysis data
4 exploration of the synthesiser in order to assess the

harmonic qualities of the data and study possible tra-

jectories and connections between them
5 composition:
 environment design as a complex adaptive system

10 The FEM is a mathematical method for
numerically solving differential equations
that arise in the fields of structural analysis,
heat transfer, fluid flow, mass transport,
and electromagnetic potential. In this case
it is used to determine the modal frequen-
cies of a 3D mesh.

11 The FFT is an algorithm that calculates
the discrete Fourier transform (DFT),
which is a mathematical tool for converting
a signal from its original domain (often
time or space) to a representation in the
frequency domain. Widely used for a
variety of purposes in signal analysis, it has
the property of representing the cycle
structure of a waveform as a sum of indivi-
dual sinusoidal components, each with

its own frequency, phase, and amplitude.
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Fig.3 An example of modal analysis
performed on a 3D model of the XIV cen-
tury cellar in the basement of the Fran-
cesco di Marco Datini palace in Prato
(Italy). The image on top is the point cloud
reconstruction of the cellar before to

be converted into a mesh. The image in
the middle is the finite element mesh

of the cellar calculated on the 3D model
derived from the point cloud.
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Fig.4 On the left side a plot of an IR in the time domain. On the
right side the plot of the same IR in the frequency domain,
where the peaks are clearly visible. These are a rough approxi-

mation of the modes of the place where the IR has been measured.
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The aim of this contribution is to situate the AI tools in the
context of the Kinetics in Sound & Space program in order
to identify certain characteristic tendencies of the neural
media praxis mainly in the field of music from the tools used
in it, therefore I will only go into point 4.

First of all, we need to address two questions: what kind
of synthesiser is generated as a result of point 3? How do
we control it? If we imagine an environment as a percussion
instrument, we know that such an instrument can be rough-
ly approximated as a bank of resonant bandpass filters
(Smith, 2010), where each filter implements a resonant mode
which has to be configured by providing its amplitude and
decay time or T60.'> Each mode will therefore consist of
three values: frequency, amplitude, and T60. For our pur-
poses there is no need to calculate more than sixteen modes,
so what we have to send to our instrument each time is an
array with a shape 16, 3. Since the computation of the
model matrices is subject to variables related to the creation
of the 3D mesh, and to the measurement of the IR in the
space, we will not have a single matrix, but as many matri-
ces as the variables introduced in their calculation: therefore
we need to access them easily and to be able to navigate
between them, and we will refer to them as the presets.
Hence the need for a meta-control tool, in the form of a
higher-level GUI capable of navigating and sending the data
to the synthesis tool in real-time.¥ig- 5 It should be noted
that by <navigating> we mean the ability to dynamically and
intuitively explore the potential of our instrument and not
simply scroll between the presets.

Fig.5 On the right side the GUI of the synthesiser that has been generated to render the modes of an environ-

12 T60 is the time necessary to the sound
energy density to decrease by 60 db

from its maximum peak. This value allows

to estimate how long it takes for a sound to

extinguish in a closed environment

13 Alist of lists with 16 entries of 3 values

each; technically speaking a matrix.
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ment. On the left side the 3D GUI used to arrange the presets of the synthesiser. Each point is colour-coded
and correspond to a package of modes, measured in different spots of the environment. The 3D GUI can be rota-

ted and translated to observe the presets’ distribution from different points of view. The white torus represent

the current position, the green plane serves as reference point.
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To do this, our meta-control tool needs to address simulta-
neously: parameter-based preset exploration, macro-con-
trol learning, and preset morphing. Unlike the previous ap-
proaches I have mentioned, the starting pointis the param-
eter space of the instrument and not the perceptual space
of the sounds to be approximated. Basically, the problem
of controlling the synthesis engine is reduced to a mapping
problem in a space of n-dimensions, three in our case:

- after normalisation, the shape (16, 3) of each presetis
reduced (1, 3) allowing representation of any preset as
a point of a 3D-space with coordinates x, y, z.

- once we have established a relation between input,
the spatial coordinates and output, the normalised
parametervector, we can then use linear regression to
estimate the interpolation values between the presets,
namely the parameter vectors, inside the 3D-space

» The 3D-space can thus be navigated, in various ways,
providing higher-level control to the synthesis engine.

The pros of this type of approach are that it can be extended
to any software instrument and even to an entire chain of
effects without the need for any training process. What at
first glance may seem to be a rudimentary formulation of the
problem is instead a necessary approach if we look closer
at the context in which the instrument being controlled
acts. The synthesis engine is in fact one of the agents of a
complex adaptive system or what we have learned to be a
second-order system. We already know that the behaviour
of this type of system can hardly be deduced from the laws
controlling the individual agents, so the traditional ASP
approach with a target sound is not possible unless we want
to impose one arbitrarily, in which case all the modal anal-
ysis operations would lose their meaning. Furthermore, we
have already discussed the necessity to establish a dialogue
relationship via another second-order system, — our Al
tool — rather than a mere interaction. We have therefore
constructed a tool based on dimensionality reduction and
linear regression, thus Al techniques, which automates the
input of synthesis parameters and that is able to transform
preset into point coordinates and back into preset with an
accurate degree of approximation. This tool replaces hu-
man interaction, which is repositioned at a higher level. Let
us now try to derive from this specific context some brief
general remarks about the interaction principles according
to which such AI-tools should be conceived and built in
order to establish a scenario of true collaboration between
them and their users.
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Al/Human:
A Model For Communication

One of the reasons why it has been argued that Al tools
impersonate an active collaborator and consequently, as
means of art-making, exhibit the power to prevail over goals
lies in their fundamental nature. In ordinary programming
people codify the rules that allow the system to produce a
result; in the case of Al tools, people insert the results from
which the rules are to be inferred. In this sense, the Al tools
are like digital toddlers whose task is to learn what they are
exposed to. Nevertheless, we also know that a necessary
condition for learning is that there can be room for inevitable
mistakes. In other words, we have to build our trustin tools
thatare inherently fallible. This utilitarian relationship with
the means of praxis can be reconfigured to a symbiotic one.
(Fig. 6) A relationship as interaction between the human and
the machine that happens in the knowledge domain between
different models of representing knowledge. This interaction
describes again a second-order system as the union of the
human and the machine in a symbiotic relationship. The
relation is defined as symbiotic because as a second-order
system we no longer have tools that are acted upon by a user
for mere deterministic purposes, but the definition of an
identity that can be significantly altered by even the smallest
changes, which is, and not by chance, also the definition of
what we normally identify as an ecosystem. Nonetheless,
this kind of ecosystem will not magically emerge as the
result of human-machine interaction: instead, these tools
must meet specific criteria, which are well known in the
field of human-machine interaction (HCI), and which can
be adopted without substantial modifications by the world
of neural media praxis:

« intelligibility: this is necessary in order to build a re-
lationship of trust between human and machine; it
requires that a user, whoever they may be, is able to
understand on what basis decisions are taken by the
system.

« adaptivity: this is the property that makes a system
usable in environments or situations similar to the
original, providing the same type of result.

* user customisable: the user must be able to fine-tune
the system according to their needs.

* context-aware: the system must have sufficient percep-
tion of the user’s environment and context to reason

properly.
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human augments the machine

symbiotic relationship

machine augments the human

See for instance Fig:7 which tries to provide a model of AI/
human context.

So far we have made a brief intrusion into HCI domain
in search of features that help us determine how AI-tools
should be thought of and consequently how they can man-
ifest themselves as collaborators rather than mere means
of praxis.

At this point, we conclude with some general remarks
on the common characteristics that art produced by means
of such Al tools tends to exhibit.

Perspectives beyond the
Post-Digital

We began this journey with an overview of cybernetics to
establish a minimum vocabulary, which was then used to
better frame the peculiarities of artificial intelligence and
complex systems. We then saw how the increasing degree
of complexity of information that needs to be managed in
the neural media praxis in the audio domain, be it related
to the programming of a synthesiser or to environmental
acoustic data, requires Al tools that allow us to exercise a
function of mediation and meta-control. On the basis of the
technology they make use of, the AI tools not only have a
strong qualitative connotation but also have the power to
impose themselves as means to the ends of art, becoming

Fig. 6 Representation of the symbiotic
relation human/machine. Infographics
scheme adapted from https://www.ibm.
com/design/ai/fundamentals/
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Art

Intent

World

Data

Machine

Understanding

Reasoning

Knowledge

Expression

Human

User reaction

Learning

Art

Outcome

Fig.7 A context model for AI/Human communication.
Intent: It represents the solution’s purpose. The goals and
needs of the artist

Data: The significant data a machine can be fed with
according with the purpose of the artist

Understanding: The process of exposing incoming

data to the machine

Reasoning: The machine’s logic in order to decide

on the best course of action

Knowledge: The learned attributes of the data formed
according with the overall intent of the system
Expression: How the system reacts on the user’s requests
User reaction: Human reaction to the system’s expression
Learning: The user teaches to the system how to improve
its knowledge

Outcome: The final desired outcome based on the goals
of the artist and the capability of the system

Infographics scheme adapted from https://www.ibm.com/
design/ai/fundamentals/
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active collaborators within communication between dif-
ferent models of representation of the knowledge. To put it
differently, we could provocatively say that the message is no
longer the medium but the tool itself, or to mimic Marshall
Mcluhan: The tool is the message. Let us try to broaden our
horizon for some final considerations.

In the discourse on digital arts, the concept of post-dig-
ital has often been used, even out of turn, to identify the
vast majority of multimedia artistic outcomes from the
2000s onwards. Although this hermeneutic category has
undoubtedly been appropriate and useful as a strategy of
deconstruction and critique of the digital world at the turn
of the millennium, its indiscriminate adoption denotes cer-
tain intellectual laziness. More than ever in this historical
moment, a greater hermeneutic effort is required, as quanti-
tative tools gradually give way to different qualitative tools,
to directly explore or create spaces that are both artificial
and culturally connoted, while also winking dangerously
at the illusion of control through model making. This con-
text implies deep-seated drives within the neural media
praxis and beyond. It is a fact that there we are observing
a continuous back and forth between the transformation
of the living into a thing through the packaging of datasets
that have the task of quantifying observable features of the
reality we perceive, and the attribution of the faculties of
living beings to technical instruments. The art critic and
curator Nicolas Bourriaud in a recent essay has defined it
as the oscillation between reification and prosopopoeia, the
latter being the rhetorical figure that describes the attribu-
tion of the faculty of speaking to a thing (Bourriaud, 2020).
The resulting perspective can to some extent be read as
an enrichment of the flat ontology of speculative realism, a
perspective that also has the merit of not reducing the whole
of the living to the single category of the object. Moreover,
the seemingly compulsive need to collect and document
data in order to create datasets to be used for modelling a
certain phenomenon conceals a latent tension that mani-
fests itself as a utopian desire of completeness. The archive
becomes a creative horizon, while the classically understood
concert experience is gradually transformed into relational
and hybrid experiences where the audience is called upon,
through a multitude of different strategies, to take part more
or less actively and consciously in the artistic experience:
with this, the museum in a broader sense can be considered
the format to point to more than the concert hall.

Finally, on a purely aesthetic level, the qualitative nature
of Al tools shifts the focus from the celebration of error,
of glitches — typical of certain post-digital aesthetics — to
the acceptance of unrepeatability. If the digital glitch has
been understood as the manifestation of a medium pushed
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beyond its limits to the point of breaking, AI tools produce
results whose nature of desirable outcome or error can only
be defined in relation to the specific creative context in
which the tool is employed and finds its justification.

The formulation of post-digital is historically traced back
to Nicholas Negroponte’s overused statement <The digital
revolution is over>. However, the Al revolution is far from
over and in order not to be overwhelmed by our own tools,
which are capable of performing operations far beyond
the human capacity to account for in any detail, we need to
recover from the disease of post-ism, to do so we need to
avoid conceptual systems building on negation created to
make sense of cultural phenomena. Such systems, in fact,
function as though they have been dropped into an ahistor-
ical dimension. The need to look further is also suggested
by Kim Cascone,' who was among the first to define the
characteristics of post-digital in music, from an aesthetic
point of view: | do not think a post digital critique is possible
in the digital arts [...] what we are facing now is a horse of a
very different color.

14 Cascone, Kim; Jandri¢, Petar (2021).

The Failure of Failure: Postdigital

Aesthetics Against Techno-mystification,

Postdigital Science and Education

3:566-574
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Bei dem Projekt Synekine handelt es sich um kiinstlerische
Forschung, die Kunst und Wissenschaft verbindet. Das von Greg
Beller, Klangkulinstler und Forscher, gegrindete Projekt bringt
Performer, Forscher und Entwickler zusammen, um Shows an der
Schnittstelle zwischen Musik, Tanz und Theater zu produzieren,
in denen Technik und Bliihnengeschehen eine Symbiose ein-
gehen. Durch die Kombination von Gestenerkennung und Sprach-
verarbeitung werden neue Techniken zur Schallverteilung im
Raum entwickelt. Es konnen Stimmen im Raum arrangiert, vokale
Percussionklange in der Luft ausgeflihrt, Loops und gene-

rative Prozesse manipuliert oder die Stimme durch den Koérper
multipliziert werden. Die Verbindung von Raum und Zeit

durch Bewegung verwandelt die Klangsuche in eine szenische
Erkundung. Beispiele fiir die Anwendung dieser Techniken

im musikalischen, choreografischen und theatralen Bereich
werden im folgenden Text gegeben. Ohne danach zu streben,
die Realitat erweitern oder posthumane Wesen zu kreieren

zu wollen, geht es hierbei darum, den Menschen sich selbst mit
ganz neuen Mitteln zu offenbaren.

The Synekine Project is an artistic research project

which combines Arts and Sciences. Founded by Greg Beller,
sound artist and researcher, the project brings together
performers, scientific researchers, and developers, in the
production of shows halfway between music, dance,

and theatre, in which technique and scenic play enter into
a symbiosis. By combining the capture of the gesture

and the processing of the voice, new techniques for distri-
buting sound in space are being developed. Arranging

your voice in space, making aerial vocal percussions, mani-
pulating loops and generative processes, multiplying

the voice through the body. Linking space and time through
movement transforms the search for sound into a scenic
exploration. Examples of the application of these techniques
in the musical, choreographic, and theatrical fields are
given. Without seeking to increase reality or to fabricate
post-humans, it is a question here of revealing Man to
Himself by all new means.
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The Synekine Project
The Gestures of Sound
Greg Beller

Introduction

This chapter describes an artistic research carried out over
the past ten years. Within the general framework of a re-
search activity on the augmented voice in the theatre, this
research is based on scientific facts, produces new sound
devices for the stage and is embodied in artistic creations.
The article provides a retrospective panorama of this ex-
perimental research, in a narrative oscillating between the-
oretical questions, technological innovations, and artistic
productions.

My research on the augmented voice in the theatre’
[Bellerlle, Bellerl2a, Bellerl4c, Bellerl7a] led me to take
an interest in the instinctive, expressive, and pleonastic
relationship between vocality and gesturality. The faculty
of speaking with the hands would not only result from cul-
tural origins, but would also result from a deep neuronal
relation connecting the speech to the gestures of the hands
[Iverson98]. By analogy to synesthesia, a phenomenon by
which two or more senses of perception are associated,
synekinesia would reflect our ability to associate two or
more motor senses.

For the past ten years, through residencies and artistic
creations, the <Synekine Project> has invited performers to
question the intimate relationship between vocal gestures
and manual gestures, through the manipulation of scenic
devices based on new technologies. Metaphorically, the
preeminent neuromotor link between voice and gesture is
closed by creative prostheses joining the capture of move-
ment to the transformation of the voice by artificial intel-
ligence. Linking space and time through movement then
transforms the search for sound into a scenic exploration
and whets my appetite for creation.

This article presents the Synekine Project according to
several dimensions. After the exposition of the scientific
basis and the genesis of the project, the new organology
developed is described in chronological relation with the
artistic works produced. Although it generates devices that

1  All parts in green refer to articles,
technological innovations and artistic
creations available at the following
addresses: www.synekine.com and
www.gregbeller.com
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can be used in other fields of application such as therapeutic
rehabilitation, commercial signage, or even dance and music
education, these corollary results are not presented in this
article for the sake of clarity of presentation.

Speak with your hands,
or vice versa?

There is ample evidence for the ubiquitous link between
manual motor and speech systems, in infant development,
in deictic pointing, and in repetitive tapping and speaking
tasks [Parrell4]. So it is obvious to most people to clap their
hands with every syllable spoken when we speak.?

Metaphorically, the Synekine Project proposes to com-
plete this neuronal loop by artificially establishing an exter-
nal link between vocal gesture and manual gesture. The
voice is conventionally captured by a microphone, while the
positions and dynamics of the hands are informed by dif-
ferent movement capture processes, which have changed
from one residence to another (glove-accelerometers, Gen-
ki Wave, LeapMotion, Kinect, Optitrack and Oculus Q2).
Between vocal and gestural, different computer programs
based on artificial intelligence, allow the direct manipulation
of sound by gesture by the learning of temporal relation-
ships. In both cases, the result is a new organology made
up of different intangible musical instruments offering the
user to spread her.his voice in space, to multiply it, to seg-
ment it or to manipulate it.

Fig.1 Group of performers LabSEM participating in the syllable game, Montreuil 2015

A new organology of invisible
instruments

Taking advantage of the instinctive nature of the voice-ges-
ture link, and taking advantage of new technologies allow-
ing the joint capture of the sound of the voice and the co-
ordinates of the gesture in real time, the Synekine Project

Try reading this text while tapping

2

on your table.

SSH

J8|18g Bain

108[01d aupauAs ay |

14



has deployed across artistic productions and residencies,
a new organology of sound, invisible and intangible instru-
ments belonging to the category of new Human-Machine
interfaces. Motivated by artistic practice, the development
of this organology is presented here in a genealogical form
mixing innovations and creations.

’g —

Genesis: Expressivity, Sensors,
and Luna Park

During my thesis on generative models of expressivity and
their applications for speech and music, an artificial intelli-
gence algorithm based on a corpus of expressive sentences,
allowed me to generate an emotional speech, by modulating
the prosody of a neutral utterance [Beller09a, BellerO9b,
Beller10]. During the development of this synthesiser of
the emotion in the voice, I felt several times the desire to
control the prosody by the gesture. After all, gesture seems
to naturally accompany speech, so why not the other way
around?

Atthe same time, another research team at IRCAM was
developing one of the first instrumental gesture sensors
allowing the measurement of the dynamics of a bow by
integrating small accelerometers and gyroscopes. The data
related to movement is transmitted in real time by wifi to
a computer which triggers sounds and modulates effects
according to the dynamics of the gesture [Bevilacqua06].

In 2010, as part of the creation of Luna Park, a musical
theatre work by Georges Aperghis, I integrated these sen-
sors into gloves and developed a first instrument called
SpokHands, which literally made it possible to speak with
the hands [Bellerlla, b ,c, d].

SpokHands — Talking with the hands

SpokHands allows the triggering and modulation of voice
samples by aerial percussion and hand elevation. Like a
vocal Theremin, SpokHands offers the performer the option
of three-voice polyphony (her.his own and both hands) or
control of text-to-speech parameters. In this case, the nat-

Fig.2 Author’s signature drawn with
his voice, using Sound Space, Paris 2015

52

ural division of a conductor’s brain is used, the left brain
(right hand) for the segmental part, and the right brain (left
hand) for expressivity. The percussive gestures of the right
hand trigger pre-selected syllables whose pitch and inten-
sity are modulated by continuous gestures of the left hand.

e -

Fig. 3 Gloves accelerometers allowing the capture of the gestural dynamics used
in the creation of Babil-on, Marseille, Théatre des Bernardines, 2013

Richard Dubelski, percussionist and actor, practised this
new instrument for a year to play rhythms written by the
composer. This practice led him to develop a particular
aerial percussion technique aimed at triggering soundsin a
temporally precise mannerwithout hurting himself. Indeed,
the absence of haptic feedback from a physical object could
cause, in the long run, pain in the handles which acted as a
stop to the percussive movement.

After the creation of Luna Park, I continued the research
work on gestural control of speech synthesis as part of an
artistic research residency at IRCAM entitled The Synekine
Project [Bellerl4al].

Babil-on: From speech to time
Babil-on, for solo and electronic voice is an augmented mu-
sical theatre performance. The composition benefited from
Ircam’s artistic research residency program and the piece
was premiered by Richard Dubelski in Marseille, at the
Théatre des Bernardines, in 2013, as part of CMMR 2013
Like a close-up, a Speech character discovers her.his
own voice, cuts it up, superimposes it, spreads it around
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her.him, multiplies it, and reveals the emotional charge
intrinsic to the language. Starting from pure vowels and
gradually introducing elements with a more complex struc-
ture, such as consonants or even the semantic meaning, the
dramatic framework of Babil-on weaves the fate of this

allegorical character starting from the ontogeny of language
(babbling) to finish in an extrapolation of the phylogeny of
languages (Babylon). The performer is equipped with a
gesture capture system allowing her.him to manipulate her.
his voice in real time. Everything takes place like a techni-
cal demonstration except that an insidious truth appears
gradually. Babil-on is a metaphor for the destiny of Man
who cannot stop growing, accumulating, and complicating
Her.His situation, to the point of no longer being able to
enjoy it without causing Her.His own loss.

A pair of button-rings have been added to the sen-
sor-gloves allowing for the picking and erasing of voice
samples on the fly. Thus, SpokHands and the triggering of
pre-made sounds evolved into Hand Sampling, in which the
vocal flow is cut and recombined in percussive gestures.

Hand Sampling

The Hand Sampling allows the performer to cut her.his voice
in real time, and recombine immediately through gesture. It
involves percussive gestures that will segment and trigger
vocal fragments. The length of these fragments can vary
from syllable to sentence. The order of the re-played seg-
ments can be sequential, random, or palindromic, which

Fig.4 Greg Beller playing with the
Hyper Ball, a ball of vocal sounds during
the creation of Babil-on V2, in 2016,

in Vancouver, Simon Fraser University.
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allows different playing modes. In addition, the quality of
the gesture influences the quality of the sound perceived,
making the instrument expressive.

To the fast capture of the dynamics of the gesture by the
accelerometer gloves has been added the relatively slow
capture of the absolute position of the hands in space, by
the use of depth cameras of the Kinect type. This made it
possible to obtain, in addition to the fine temporal precision
ofthe percussive type triggering, the continuous control of
sound processes according to the posture, and the spatial
position of the hands. On the other hand, the sensor brought
other constraints such as a reduction in the playing area,
only a single performer possible, the need for a phase of
calibration and detection of the skeleton, the risk of infrared
disturbance by lights. The Body Choir uses the hand posi-
tion to control a choir effect and the Hyper Ball to control
a granular synthesiser.

Body Choir — Multiplying the voice,
through the body

The Body Choir transforms a singer into a choir. This virtual
choir accompanies the singer according to her.his gestures
and the postures s.he adopts. Singing involves movement of
the body. This movement is captured and used to magnify
the singer’s musical intentions.

The posture of the body and the sung note modulate in
real time the harmony, the number of voices, or the spatial
density of the choir.

Fig.5 Dalila Khatir singing with the
Body Choir - TEDxParis 2017 on
November 6 at GRAND REX, Paris,
France, photo credit Brightness.
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HyperBall — Sound design at the
source of choreographic movements

The Hyper Ball is a new musical interface involving the whole
body. It takes the form of a virtual sound ball, which the
participant waters with her.his voice and modulates with
her.his gesture. The position, size, and orientation of the
ball influence the height, density, and volume of the sound
generated. This type of musical activity, by its constitution,
causes choreographic movements.

Fig. 6 Four performers playing with the Hyper Ball:
Richard Dubelski, Stéfany Ganachaud, Jean-Pierre Drouet,
and Martin Seigneur

In 2016 in Vancouver, Simon Fraser University, during
ISEA2016, I created and performed a second extended
version of the work, Babil-on V2. From a technical point of
view, the design chain is accelerated, I directly operate new
prototypes in development. The Kinect V2 replaced the V1
offering better acuity in capturing movement, greater flex-
ibility of use and the possibility of following the hands of
several people at the same time. Another pair of button-rings
have been added to the sensor gloves.

From a compositional point of view, this second pair of
button-rings offers me free navigation through the structure
of a work in which the duration of each scene is flexible
according to my own perception of time. From there, from
the table to the stage, a change of writing paradigm takes
place and I evolve in an open form that can break with the
linearity of the pre-defined musical structure. Now, an im-
provised form can emerge from the dynamic choices made
by the performers in a situation of comprovisation with these
instruments. Finally, from an experiential point of view, the
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handling of these prototypes in a performance situation,
when I do not have extraordinary musical or theatrical skills
(in the sense of classical formations), plunges me into a
state of intense concentration where a certain performative
tension emerges. Beauty can reside in the exposure of the
fragility of being faced with a new situation. The pleasure
of seeing a protagonist in a learning situation can be in-
creased tenfold if the latter looks like, or even belongs to, a
member of the audience. Therefore, I am moving towards
the establishment of a situation of comprovisation involving
performers from all horizons and whose common point is
the presence to directly and explicitly address the question
of performative time and its perception.

THIME: From time to memory:

TIIME was created at the end of an artistic residency at
Sceéne44, in Marseille in 2014, with the percussionist Rich-
ard Dubelski, the dancer Stéphany Ganachaud, the circus
acrobat Jean-Charles Gaume, and the videographer Yann
Philippe, in dialogue with Dr. Jennifer Coull, cognitive neu-
roscientist specialising in the study of the functional and
neuronal substrates of temporal attention and synchroni-
sation.

TIIME stages three performers who play gestural, sound,
visual, and temporal mirror effects, in an apparent collective
improvisation which emerges from temporal themes: per-
ception, memory, movement. Thus emerges, for example,
the figure of Kent Cochrane, the most famous amnesiac in
history, who died in 2014, paradoxically taking with him
a huge amount of knowledge about memory. The public
strolling around the three performers, themselves compose
the time frame of a show whose form remains open. On
the wall, a clock moves faster or slower, causing a subtle
variation in our sense of duration.

Technically, the temporal relationship between vocal
and manual gestures is modelled by artificial intelligence.

Fig.7 TIIIME, scene44, N + N Corsino,
Marseille, 2014 with Richard Dubelski,
Stéphany Ganachaud, and Jean-Charles
Gaume
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On stage, a performer feeds a machine with her.his own
vocal and gestural catalogue, then Wired Gestures restores
fragments of this vocality in a way that is synchronous with
the recognition and tracking of new gestures.

Wired Gestures — Artificially linking
gesture and voice

Wired Gestures dynamically links voice to gesture, in an
artificial way. The machine simultaneously records a voice
gesture and a manual gesture. It learns the temporal rela-
tionship between the two. Then it reproduces the voice,
when the performer repeats the same gesture. The nuances
of timing in the gesture are then heard as prosodic varia-
tions of the voice, and it becomes possible to break down
the expressivity.

Visual extension, Gesture Scape records jointly and
categorises voice, gesture, and video. Then new gestures,
either manual or vocal will activate the visual and auditory
archive. Video capture is introduced as a referential element
of sound time. Not only does the manual gesture reproduce
the sound of the voice, it can now also reproduce the image
of the performer at the time of recording. Gesture Scape
can be seen as the visual extension of Wired Gestures. The
performer dances with her.his double, in a dialogue made
of unison and counterpoint with the past, finding her.his
inspiration in the lapsus of memory.

Gesture Scape — Dancing
with yourself

Gesture Scape jointly records voice, gesture, and video.
Then, new gestures will activate this memory. The partic-
ipant animates the video, by reproducing the same gesture,
or by repeating the same associated sound. S.He dances
with her.his double, in a dialogue made of unison and coun-
terpoint, inspired by lapsus of memory.

From the development of these two devices, based solely
on the dynamics of the gesture and not on its location, was
born the desire to be able to arrange and organise it in space.

Symbolically, a wave of the hand, placed above the head,
to say goodbye, differs from a refusal, however expressed
by the same gesture, but located below the shoulder. From
a performative point of view, the staging of learners manip-
ulating learning machines has necessarily questioned the
situation of memory.

The Memory Palace:
From memory to the process

Three installations and a choreographic performance, all
entitled The Memory Palace, were created during the FACTS
- Bordeaux and EXPERIMENTA - Grenoble festivals in
2017, with the support of IRCAM and ADAMI. This work
cycle benefited from an artistic research residency at Idex
- University of Bordeaux, in scientific companionship with
the LaBRI.
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Fig. 9 On the left, a member of the public interacting with the Memory
Palace in its installation version, Experimenta, Grenoble, 2017.

On the right, Valencia James dancing in the scenic device, Echappée
Volée, Domaine des Fontaines, 2017.

The Memory Palace, described by Frances Yates in 1966 in
Ars Memoria, is a mnemonic device practised since antig-
uity, then disappeared during the Renaissance. This makes
it possible to memorise long lists by arranging the elements
of these in imaginary places [Yates66].

Fig. 8 Jean-Charles Gaume
practising the Gesture Scape,
Marseille, Scene44, 2015
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To make the construction of an interior architecture sensi-
tive, I gave a sound body to memorywith the Sound Space,
a choreographic musical instrument linking space and time
through movement. The surrounding space becomes a key
zone in which the voice can be deposited and awakened by
the gesture.

Sound Space — Linking space
and time, through movement

The Sound Space is a choreographic musical instrument. It
transforms the physical space surrounding the performer,
into a zone in which s.he can place her.his voice and awaken
it by gesture. By drawing her.his voice, s.he creates a unique
soundstage, while evolving within it, in a creative process.
The space then vibrates with a sound quality in line with
the quality of movement. The Sound Space won the prize
for technical excellence during the Guthman competition for
new musical instruments.

Parable of the mnemonic, the installation of the same
name transforms the place in which itis exhibited into a col-
lective sound sculpture. Each participant is involved in the
creation of a work of which he constitutes one of the many
voices. Her.His gestures act as a revealer of the invisible
sculpture. He can contribute to it by depositing elements
of stories, sounds, or even songs that he can immediately
recall in a creative process. A virtual but yet very audible
forum, The Memory Palace acts as an indicator of the borders
of the intimate, confronting the participant with the direct
and immediate use of her.his voice imprint by others. In this
mediation, the physical space, however empty, resonates
with the different memories delivered by the participants
in a temporal polyphony.

Two sound installations based on the principle of Sound
Space were presented. The first uses a Kinect V2 for the
localisation and recognition of gestures, an ambient micro-
phone as well as a video projection which materialises the
sound traces of the participants on a screen. The second
uses the microphone and an ad hoc system of geo-locali-
sation in the confined space of mobile phones. This second
version allows everyone to leave audio messages for others
by simply wandering through the space with their phone,
after installing a small dedicated application.®

Within the installation, the dancer Valencia James de-
livers a musical choreography involving personal memories,
ancestral traces, and imaginary characters. The choreo-
graphic process consists of the progressive materialisation
of a memory palace by the deployment at different points
of the stage of characters combining sound quality and
quality of movement. Then, a free wandering generates by

The concept has been taken up by the

partner company of the residence, NFC
Interactive, which develops it in applications

for commercial signage.

3

interpolation a new sound space which in turn provokes
new states of the body. Everything happens as if the dancer
were making an improvisation with herself and the traces
of memory that she has just placed on the stage.

This dramaturgical structure in three stages (discovery of
anew device; development of an ad hoc language; expression
of something else with this language) fascinates me in its
capacity to attract an audience and to take it somewhere
to finally surprise it there. If the something else refers to
the discovery, the device or the elaboration of language,
this linear structure resonates and loops in mise en abyme
generating meaning. This is the case, for example, in the
musical theatre solo Fissures, in which fragments of a text
on amnesia are arranged in a spatial and repetitive cut-up.

Birth of a Tree: From Process
to Language

Currently as a doctoral candidate Scientiarum Musicae in
the KiSS program - Kinetics in Sound & Space —at the HfMT
—Hochschule fiir Musik und Theatre - Hamburg, Germany,
I continue the voice-gesture exploration in two directions.

From a technical point of view, new technical gesture
capture devices are gradually being tested and integrated,
such as the Genki Wave accelerometer rings, the Opti-
track Motion Capture system or the Oculus Quest 2 virtual
reality headset. I develop the Spatial Sampling paradigm
[Bellerl5a], the constantly renewed interest in the device
Sound Space in different artistic configurations stems from
its adaptability. Indeed, it is an empty and silent box at the
start, just like the musical sampler. So other instruments
were derived from the hybridization of these two concepts
and tested in the creation of Birth of a Tree. They are the
basis of the creative improvisation process of the Air Sam-
pling series.

Air Sampling is a series of improvised performances in
which a sound source is sampled and distributed in space
in real time. In the first performance #001, the sound source
is given by Lin Chen on percussion and vocals. Greg Beller,
playing the Sound Space, Spatial Trigger, and Spatial Looper
instruments, records and plays the samples in space. He
then plays them in an improvised musical choreography,
performing with Lin Chen a duet of which she is the only
source. The interactive video was produced by Janina Lukow.

In the 1980s, the sampler revolutionised music produc-
tion. This electronic music instrument, whose memory is
empty at the beginning, allows the musician to create his
own universe from percussion samples, ensembles, groups
ofinstruments, or orchestras and can also serve as a platform
for musical creation.

SSH

J8|18g Bain

198l0.1d aupjsuAs syl

I9



Spatial Sampler

The paradigm of the Spatial Sampler is to substitute the
midi keyboard which classically indexes the samples, with
spatial coordinates describing the positions of the hands.
The Spatial Trigger allows the automatic segmentation of a
sound and its distribution in space by the gesture, then the
selection of one of these fragments according to its position
and its triggering by aerial percussion. The spatial looper
allows the mixing of several sound loops according to the
proximity of the hands, as well as the generation of music
from the fragments distributed in space.

Many musicians are now familiar with the looper or live
looping. One of the main difficulties in this artis dealing with
multiple layers of samples (usually dealt with a guitar pedal).
The Spatial Looper transforms the space surrounding the
performerinto a spatial sequencer and makes it easier to not
only access the different layers but also to remember them.

Virtual reality allows me to manipulate Spatially Situat-
ed Media within an environment comparable to a variable
geometry editing station which facilitates the organisation,
access, and memorisation of the digital materials, arranged
sounds, videos, texts, data.

The Fault: Repairing languages

From an experimental and theoretical point of view, cogni-
tive exercises of instinctive production of pairs ofvocal and
manual gestures reveal inter- and intra- individual similar-
ities. The ventriloquist’s strategy of mimicking articulators
with the hand seems natural, as does the localisation of
vowels on a frontal plane. Some pairs of gestures seem to
be more robust than others, from one culture to another,
during transfer exercises from one individual to another,
orwith respect to our ability to reproduce them identically.

Fig.10 Air Sampling # 001, Festival
Blurred Edges, Hamburg, Germany,
2020 with Lin Chen and Greg Beller,
Interactive video by Janina Luckow.
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The identification of invariants allows the construction of
a hypothetical universal expressive proto-language. By con-
straining the succession of possible sounds by choreograph-
ic rules applied to gestural sequences, this expresso-logical
cradle would repair a chaotic phylogenesis of our languag-
es which suffer from the divorce between meaning and
sound. The creation of The Fault (creation 2023) is the voice
of this research on language.

Opening
Like Giordano Bruno elaborating his fantasy machines to
provoke the imagination, the nexialist* approach of the
Synekine Project aims to establish protocols that generate
creative processes in a holistic approach mixing Arts and
Sciences. The course oscillates between meetings with sci-
entific researchers, technical development phases, experi-
mentation residencies of new scenic devices, and crystalli-
sation of performative situations in shows or installations.
Cognitive saturation, the discovery of new devices and in-
terdependence in improvisation situations are processes
that give ephemeral access to a certain reality experienced
by the protagonists on stage. Performers from all walks of
life are busy learning, listening to, and manipulating new
stage devices whose rules are exposed to an audience that
can perceive the part of risk, comedy, failure, and success.
The machine never implies a bond of subordination but
rather constitutes the place of a stimulation, a co-creation,

Fig.11 Sixteen singers playing the syllable
game. Here the instant of the photo
corresponds to the explosion of the plosive
in the syllable <Be>. Hamburg, HfMT,
2021

4 Nexialism is a science that aims at

the integration of all branches of knowledge
against the compartmentalization into
specific fields. A. E. van Vogt in his book
the Fauna of the space.
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an exchange. Performers from theatre, dance, circus, or
music are invited to work on their relationship to the pres-
ent, to presence, and to the other in a multidisciplinary
and introspective practice of the bodies. Going beyond
the comfort zone and the field of expertise contributes to
the collective elaboration of a danger zone from which a
performative tension can emerge.

Following the example of Antonin Artaud’s theatre
of cruelty, the emphasis on expression takes precedence
over the drama, which can sometimes seem fragmented,
even multiple. The dramaturgies, essentially musical and
emotional, can be generated by algorithms, composed, or
influenced in real time by the spectators. A network of mise
en abyme between scientific facts, scenic situations, and
poetic speeches, invites everyone to weave the wool of a
narrative constantly oscillating between content and form.
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Das Musikgenre der freien Improvisation wird oft als ein vages
und nicht vollstandig identifizierbares oder klassifizierbares
betrachtet. Aufgrund der sehr unterschiedlichen und persén-
lichen Spielweise die jede:r einzelne Musiker:in praktiziert

und des Echtzeitcharakters des kiinstlerischen Ergebnis, das
verschwindet oder zumindest in der Wahrnehmung verandert
wird, sobald die Auffliihrung beendet ist, wird die freie Impro-
visation als widersprichlich, frei von Vorschriften, chaotisch und
als persoénlicher Modus Operandi angenommen. Diese Un-
definierbarkeit der freien Improvisation, die Vielfalt, Freiheit und
personliche Spielweisen verspricht, erscheint jedoch aus
antirassistischer, antikolonialer und feministischer Perspektive
eher kontrovers. Die weiBen patriarchalischen Werte, die
durch die Diskurse und Praktiken der freien Improvisation ge-
tragen werden, mussen widerlegt werden, um verschrankte
Raume und Kinetik zu schaffen und kreieren, die die gelebten
Erfahrungen der marginalisierten Improvisatoren:innen
widerspiegeln. Dieser Beitrag wird daher einige der diskriminie-
renden Aspekte in Praktiken und Diskursen der freien Im-
provisation beleuchten und die Schlisselbegriffe Freiheit, Viel-
falt und Personalisierung der Improvisationstechniken
hinterfragen. Durch die theoretische Analyse und das Einweben
mehrerer Stimmen in und durch diese Meditation hebt die-

ser Text die akute Diskrepanz zwischen der Wahrnehmung der
freien Improvisation in der Mainstream-Literatur und -praxis
und den gelebten Erfahrungen unterreprasentierter Gruppen
von Improvisator:innen hervor.

Free improvisation is often considered a vague and not fully
classifiable music genre. Because of the very diverse and
personal playing style of each musician and the real-time
nature of the artistic creation, which then disappears or is
modified in perception as soon as the performance finishes,
free improvisation is assumed contradictory, free of pre-
scriptions, chaotic, and a personal modus operandi. How-
ever, the undefiniablity of free improvisation that pro-
misesdiversity, freedom, and personal playing styles seems
rather controversial when approached from anti-racist,
anti-colonial, and feminist perspectives. The white patriar-
chal values that are carried through the free improvisation
discourses and practices must be rebutted in order to
create entangled spaces and kinetics that would actualise
the lived experiences of marginalised improvisers. This
paper sheds light upon some of the discriminatory aspects
in free improvisation practices and discourse, and will
interrogate the key concepts of freedom, diversity, and per-
sonalisation of improvising techniques. Through a theo-
retical analysis and the weaving of multiple voices through-
out this meditation, this text highlights the acute disc
repancy between the perceptions of free improvisation in
mainstream literature and practices, and the lived
experiences of underrepresented groups of improvisers.
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Creating Entangled Spaces and

Kinetics in Free Improvisation

Meditation on Discriminatory Aspects
of Present-Day Free Improvisation

Kristin Kuldkepp

Introduction

Free improvisation is often considered a vague and not

fully classifiable music genre. Because of the very diverse

and personal playing style of each musician and the re-

al-time nature of the artistic creation, which disappears

or is modified in perception as soon as the performance

finishes, this mode of musicking is assumed contradictory,

free of prescriptions, chaotic, and a personal modus oper-

andi.’ The diversity of improvisation styles and conceptual 1 Musicking — a term that covers

motives that drive a musician to free improvisation vary musical activities from composing to per-

. Iv. this h dth thor/ ician t ‘et forming, from humming to listening.

immensely, this has prompted the author/musician to reject 1, usic here used as a verb rather than

fitting their lived experience of improvising into a musical anoun. <Musicking is often used in the

category which they have deemed to fall short in defining context of free improvisation, because of
hei . d 1 2 its strong emphasis on «doing> music in its

their practice adequately. various modes. In free improvisation it

However, personal playing styles are influenced by is difficult to set borders between per-

various social and cultural factors, which can and should forming, «ad hoc: composing, and listening

b 1 di d ich rel d d . 1 as well as its social aspects, so this term
e analysed in order to enrich related academic as well as |, ;yiges conceptualising for this musical

non-academic endeavours. As philosopher Edgar Landgraf practice. See Small (1998) <Musicking:

suggests, the scarcity and inadequacy of writings about The Meanings of Performing and Listening>.

f L e e . d hin th h 2  For accounts on the personal mode of
ree improvisation is rooted not so much in the unapproach- . ovising, see Bailey (1993) dmprovi-

able nature of that musical practice, but rather in an unwill-  sation: Its Nature and Practice in Music,

ingness to put the aesthetic categories [...] in their proper Nachmanovitch (1990) Free Play: Im-

! I d hi ical Land £ 9011: 2) Whil provisation in Life and Art> and Johnstone
cultural and historical context. (Landgraf, :2) L€ (1979) dmpro: Improvisation and the
substantial parts of the sparse existent writings mirror the Theatre.
prevailing white masculine subject position, therefore the
urgency and necessity to describe and analyse lived expe-
riences that differ from these experiences becomes clear.

This paper seeks to approach some essential aspects
of free improvisation from an intersectional feminist per-
spective, and to shed light on and correspond to my lived
experience as an active practitioner on double bass and live
electronics, an artistic researcher with the focus on creating

entangled kinetics and spaces in free improvisation, and a 70

woman. The following should be received as a waymarker
in my ongoing artistic research project of posthuman on-
to-epistemological meditations on aspects of free improv-
isation. It serves as a dialogue with my previous meditation
<Free Improvisation as Experience: A Pragmatic Insightinto
Improvisational Gesture> (2021). This particular waypoint
could be perceived as radically different to the former as
it seeks to explicate the ontology of free improvisation in
the context of the elusiveness, instability, and uncertainty
that accompany every improvisational undertaking. While
not profering a prescriptive answer about how to create
entangled kinetics and spaces capable of enriching free
improvisation practices as well as related academic dis-
cussions, I do hope to shine a light on problems surround-
ing concepts of diversity, freedom, and personalisation in
free improvisation. By doing so I want to open the door for
further interrogation of these concepts and ideally their
eventual deconstruction. This meditation might, therefore,
come over as a rather theoretical analysis, in which the
voices ofvarious fellow musicians and academics are woven
together. I hold, however, that such theoretical meditations
are necessary in the context of the further development of
feminist posthuman thought in this field.

Thoughts Regarding Free
Improvisation

In the aforementioned meditation, I considered different
prominent perspectives describing free improvisation. I
followed the philosopher Marcel Cobussen in his analysis;
free improvisation practice as a collection of multiple individual
acts that is not bound to a singular demarcation or theory but
is by its nature a very diverse and all-encompassing activity
(Kuldkepp, 2021:103) as well as different voices from other
practitioners and theorists in order to reflect upon the idea
of multiple individual acts. For example, for improviser and
academic Tina Krekels free improvisation performance
could be characterised as a very tightly-meshed network
of different contributions. (Krekels, 2018: 1) I introduced a
personal account from improviser Derek Bailey given in
his book <Improvisation: Its Nature and Practice in Music>
(1993) and analysed the thoughts from saxophonist Evan
Parker, double bass player John Edwards, and electronic
musicians Toshimaru Nakamura and Ikue Mori amongst
others.® Though heavily influenced by the aforementioned
artists and texts, I approached this musical practice from
my own personal perspective; I started with a conviction
that it is impossible to generalise free improvisation in a
useful manner.

3  For Parker and Edwards, see
Payne-Frank (2017) <Free Improvisation:
Still the Ultimate Underground Music?,
for Nakamura et.al., see Hopkins (2009)
<Amplified Gesture - An Introduction to
Free Improvisation Practitioners and
their Philosophy> and interview with Mori
in Mori (2009).
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Free improvisation is regarded as a musical activity that
in each performance shifts the borders of what is proper
improvisation, an activity that is characterised as a musical
practice the methods and practices ofwhich are undergoing
constant transformation. Itis thereby often believed that im-
provisation escapes the restrictive strictures of the Western
musical canon. Improvisation is also assumed to give the
musicians a degree of freedom to explore their own creative
flow which results in specific extended playing techniques
that are the outcome ofyears of experimentation with their
material i.e. their instrument. As such, free improvisation is
considered to be a fundamentally personal way of musicking
that does not follow rules or capitulate to categories and thus
cannot be conceptualised in an academic manner.

However, in Kuldkepp 2021 I introduced a term incom-
plete-complete gesture to be able to theorise about this prac-
tice without seemingly running into a hypocritical conflict
of fixing a practice that I previously declared as unfixable.
(Kuldkepp, 2021: 107) Without detouring into this conceptin
the present paper, the incomplete-complete gesture allowed
me to playfully highlight the epistemological as well as the
ethical importance of this conflict when writing about free
improvisation. I developed this term following on from
pragmatist philosopher Giovanni Maddalena’s concept of
complete gesture, in order to elaborate and explicate a per-
spective that would overcome the central ethical difficulty
encountered by a considerable number of practitioners and
theorists in defining this musical practice.* Namely the
perceived difficulty of having to renounce the ethical values
of elusiveness, freedom, and the practice of practice, that
are believed to be settled in the free improvisation canon.®
With the incomplete-complete gesture, I utilised the in-
herent ontological vagueness of free improvisation and the
characteristics of this real-time performance practice as
the context of my analysis; thereby resolving the tension of
definitions that are always too strict and often fail to describe
the musical practice adequately (Kuldkepp, 2021: 108) with
a neologism that opens up a space for further theoretical
analysis.

Using the inherent qualities of free improvisation as
precise methodological tools, it becomes not only possi-
ble but also necessary to develop an academic as well as
non-academic discussion which can create spaces outside
the canon. A canon that had to be avoided by any means
necessary.

Thus, agreeing with Landgraf that the elusiveness, un-
certainty, and instability that are often used to describe
free improvisation themselves apply a quite precise de-
scription and knowledge of the phenomenon it contests it
cannot describe, (Landgraf, 2011: 3) and provide an access to

Follow up Maddalena’s discussion about
«complete gesture> in Maddalena (2015).
<The Philosophy Of Gesture - Completing
Pragmatists’ Incomplete Revolution».

4

5 Bailey, 1993: x. <l couldn’t imagine

a meaningful consideration of improvisation
from anything other than a practical and

a personal point of view. For there is no
general or widely held theory of improvisa-
tion and | would have thought it self-evi-
dent that improvisation has no existence
outside of its practice.
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the ontology of that musical practice. Established through
practice and writings, academic as well as non-academic,
it seems that this mode of musicking not only cannot es-
cape the fixity, but that itis necessary to make space within
this fixity for underrepresented groups to contribute and
thereby create different kinds of spaces and kinetics cor-
responding to their lived experiences. Thus, there might
be various ways to return to and to fulfil the promise free
improvisation offers performers; the freedom, elusiveness,
uncertainty, and instability as well as a certain creative drive
to use these characteristics as the strongest musical means.
In order to begin thinking about ways in which innovative
spaces and kinetics could arise, an intersectional reck-
oning needs to occur about the structures that have been
preventing marginalised improvisers from exploring their
personal freedom, shifting their borders and transforming
their modes of musicking.

It was a year ago, in May 2021.

| belong to several groups for improvised music,
for free music,

for experimental music

and so on...

on facebook.

These groups are themselves small universes:
one meets different people there,

and more specifically

a diverse contingent of improvisers

with different backgrounds,

several aims,

and an amount of playing styles

that one cannot imagine.

There was a posting that made me really observe,
what one calls

a social media discussion.

A group of improvisers

published an album with a title

<Let The Free Be Man»

One can easily find it in google search...

In my previous meditation I also took a closer look at <Im-
provised Music after 1950: Afrological and Eurological Per-
spectives> (1996) written by improviser and scholar George
E. Lewis, in which he analysed thoroughly the social and
cultural contexts of various improvisers and introduced the
terms Afrological and Eurological. (Lewis, 1996: 93) These
terms acknowledge and highlightvarious social and histor-
ical factors that influence the musicians’ attitude towards
improvisation as well as the cultural background from which
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the different playing styles stem. Itis necessary to approach
free improvisation critically by considering the socio-his-
torical background of a performance, the description of the
practice, and the cultural context of the musician. The hal-
cyon promise of freedom and diversity with regard to free
improvisation appears hollow when regarded within an-
ti-racist, anti-colonial, and feminist discourses.

=] [m]
by P
[=]x

Disturbed Spaces is a series of disturbed spaces near
to naked nameless female statues to be found everywhere
within city-structures. Follow up here:

Whiteness in Free Improvisation —
Diversity Under the Scope

The following will not necessarily be new knowledge to
those already taking an active part in deconstructing the
historical norms and practices of the prevailing discourse
around free improvisation. However, it is important for my
ongoing artistic research project of posthuman onto-epis-
temological meditations to unravel some of the mostimpor-
tant of these premises. The concepts of freedom, diversity,
and personal creativity, traits held to be central to free im-
provisation, are always viewed through the pervasive prism
of whiteness ontology and masculinity. It is imperative to
name and interrogate these influences if we are to develop
anything approaching inclusivity within the discourse or in
the practice of free improvisation.

Lewis refers to awhiteness ontology in American white
composers’ communities in the 1960s that predicated jazz
music as an epistemological other. (Lewis, 1996:103) He uses
a term from academics Margaret R. Somers and Gloria D.
Gibson who connected power and knowledge production
to the representational narrativity in scientific disciplines
and its importance for identity constitution.® They suggest:
[e]lvery knowledge discipline needs an «epistemological other>
to consolidate a cohesive self-identity and collective project
(Somers and Gibson, 1993: 1) and state that the narrative
explanation has been prevalent in the social sciences and
historical disciplines. Thus, accepted knowledge is pro-

6 Representational narrativity and re-
presentationalism have been critiqued by
feminist, postcolonial, anti-racist, and
other studies that interrogate the humanist
ideal of (European white) Man as exclu-
sive and superior knowledge holder. This,
however, remains the prevailing model

in most of the academic disciplines and thus
grants no access or space for the know-
ledge and experiences of marginalised
groups. For example Karen Barad, a feminist
and queer philosopher and quantum
scientist, states: <The idea that beings exist
as individuals with inherent attributes,
anterior to their representation, is a meta-
physical presupposition that underlies

the belief in political, linguistic, and epi-
stemological forms of representationalism.
[R]epresentationalism is the belief in the
ontological distinction between represen-
tations and that which they purport to
represent; in particular, that which is repre-
sented is held to be independent of all
practices of representing. This taken-for-
granted ontological gap generates
questions of the accuracy of representa-
tions.> (Barad, 2018: 225) While Barad

is offering an alternative of a <performative>
understanding of discursive practices,
which challenges the representationalist
worldview, Somers and Gibson provide

a coherent analysis as to how representa-
tional narratives have rendered marginal-
ised groups, such as women or non-western,
as «<irrational> or canomalous>. (Somers and
Gibson, 1993: 50) 74

duced by written narratives that were imposed [...] on the
chaos of lived experience.” (Somers and Gibson, 1993: 2)
They continue, however, that the step from the representa-
tional to ontological narrativity, which scholars of various
disciplines have advanced, has posited the crucial problem
of how the knowledge is constructed: social life is itself
storied, (Somers and Gibson, 1993: 2) thus the knowledge
and the representation of the lived experiences of margin-
alised groups has been appropriated by prevailing (white)
academic models.®

This brief tour of the problematics of representation be-
comes relevantwhen looking atJohn Cage’s characterisation
of jazz music. He describes jazz as the primitive (yetimprov-
ing) work of children: <But jazz is still young, and still evolving;
jazz could benefit from serious study of <our> models. (Lewis,
1996: 104) Manywhite composers of this period concer with
Cage, however, they refer not to aesthetic incompetence
or failure measured against presumed objective musical
categories, but rather to the prevailing model of thought
namely that academic white composed music is superior to
the other, ie. to the socio-political project of jazz music.® By
reproducing the representational stories about jazz music,
the white musical communities then had occasion to define
themselves as the creators of serious music in contrast to
other music making practices; namely the practices that had
a historical legacy of struggle against white superiority. The
noteworthy observation here is that the defining practice of
whiteness ontology does not identify whites as some sort of
coherent group that has similar social or musical aspirations,
itinstead defines just what they are not:

[Tlhere is (almost) nothing to analyze, for a key strategy
of whiteness is to avoid definition and explicit presence. [...]
Defining, for whites, is a process that is always directed out-
ward upon multiple <others», but never inward upon the definer.
Drawing definitional lines around the identities or <others>,
constructs for whiteness the powerful and naturalized status
of being, simply, not the others. (Fiske, 2016: 42-4)

Thus, whiteness ontology establishes a power dynamic that
dominates the Eurological discussion about jazz music. In
calling jazz music still young and still evolving, the prevail-
ing attitude towards that musicking misses the structural
complexities and deep social and musical aspirations. It also
misses jazz music’s creative liberation of the performing
musicians from the composer dictates. It is arguably the
case that the composer communities of the time did indeed
understand the importance of this music to contemporary
developments in music making practices, but to admit this
would have been dangerous to the established white norms.

7 Emphasis added.

8 Emphasis original.

9 Lewis is referring to an interview
between Cage and jazz critic Michael
Zwerin in 1966.
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Support for this perspective can be found in the writing of
Cage:

[Henry] Cowell’s present interests in the various traditions,
Oriental and early American, are not experimental but eclectic.
Jazz per se derives from serious music. And when serious
music derives from it, the situation becomes rather silly. [...]
One must make an exception in the case of William Russell.
[...] His works, though stemming from jazz [...] were short,
epigrammatic, original, and entirely interesting. It may be
suspected that he lacked the academic skills which would have
enabled him to extend and develop his ideas. (Cage, 1961: 72)

It seems that on the one hand, Cage was convinced about
academic education being the prerequisite for creating aes-
theticallyvaluable music, which suggests a trust of traditions
and the canon. The canon, however, is a perfect tool for
whiteness ontology through which it preserves established
power structures: It serves to paint a picture of great [white]
men begat by great men, reproducing a logic of selective
inclusion. [...] elevat[ing] certain voices and figures at the
expense of others. (Reardon-Smith, 2019: 2) The Western
music canon is in this way a tool of whiteness ontology to
preserve the power of existing stakeholders by excluding
the voices and reducing the visibility of marginalised groups.
The comparative omission from the canon of women, trans
and non-binary artists [and artist of particular ethnical and
social backgrounds] is read as evidence of their lack of merit
and artistic innovation. (Reardon-Smith, 2019: 2) Thus the
reproduction of the white masculine power is successfully
rendering others less visible and less worthy for sharing
the spotlight.

On the other hand the opposition that Cage presents
between Oriental and early American traditions and so-des-
ignated serious music, reproduces the main thread of the
ontology of whiteness: in reducing the value of or exoticising
the so-called vernacular (or classical music of marginalised
groups) the definition processes of whiteness, once again,
becomes clear. While whiteness is taken as the normalised
standard against which every other culture or sociality is
measured, then it seems justified for whites to define the
typical non-white. As academic Edward Said describes:

Flaubert’s encounter with an Egyptian courtesan produced
a widely influential model of the Oriental woman; she never
spoke of herself, she never represented her emotions, pres-
ence, or history. He spoke for and represented her. He was
foreign, comparatively wealthy, male, and these were historical
facts of domination that allowed him [...] to speak for her and
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tell his readers in what way she was <Typically Oriental>.'®
(Said, 1979: 6)

While Orientalism is mainly used to refer historically to
British and French cultural enterprise and colonial close-
ness, its mechanisms of creating otherness in order to de-
fine whiteness as superior has parallels with the otherness
discourse of white American composers around jazz music."
As academic John Fiske articulates:

Whiteness [...] is not an essential racial category that con-
tains a set of fixed meanings, but a strategic deployment of
power. It comprises the construction and occupation of a cen-
tralised space from which to view the world, and from which
to operate in the world. [...] Whiteness is not an essence but
a power whose techniques differ according to the conditions
of its application. (Fiske, 2016: 42)

Thus, Cage’s notable critique of jazz music does not stem
from his dislike of this particular aesthetic expression but
rather from his being demonstratively uninterested in the
evident structural resemblance of his serious music and the
other music, namely jazz.'? As improviser Anthony Braxton
describes: Both aleatory and indeterminism are words which
have been coined [...] to bypass the word improvisation and as
such the influence of non-white sensibility. (Lewis, 1996: 99)
The continuous exnomination by white culture allows this
dominant culture to appropriate elements of jazz, thereby
excluding non-white sensibilities and obscuring non-white
artistic contributions.'® Exnomination is the means by which
whiteness avoids being named and thus keeps itself out of the
field of interrogation and therefore off the agenda for change,
(Fiske, 2016: 44) additionally it is successful in earthing
challenges relating to obvious cultural appropriation.

Lewis points to exnomination in the writings and stylis-
tic attitudes of Eurological improvisation practices as well
as in experimental music:

Texts appropriating the term <experimental music> con-
struct this classification as denoting a particular group of
postwar music-makers who come almost exclusively from
either European or European-American heritage. [...[ [T]o de-
lineate a radicalized location of this tradition with-in the space
of whiteness; either erasure of (brief) inclusion of Aerological
music can then be framed as responsible chronicling and <«ob-
jective> taxonomy [...] Improvisers of worldwide stature—such
as [Charlie] Parker, Coltrane, Taylor, and Coleman—are (at best)
mentioned in passing. (Lewis, 1996: 101-3)

10 Emphaasis added.

11 See the historical connection between
<orientalism> and French and British culture
in Said, 1979: 4.

an interview between Cage and Zwerin in
1966. Cage responded to the question
about jazz music: <l don’t think about jazz,
but | love to talk, so by all means, come

12 For example, Lewis is referring to
on up.> (Lewis, 1996: 103)

13 Exnomination is a term coined by
French philosopher Roland Barthes to ad-
vance critiques of the bourgeois: <in a
bourgeois culture, [...] ideologically, all that
is not bourgeois is obliged to borrow
from the bourgeoisie. Bourgeois ideology
can therefore spread over everything

and in so doing lose its name without risk:
no one here will throw this name of bour-
geois back at it. It can without resistance
subsume bourgeois theatre, art and
humanity under their eternal analogues;
in a word, it can exnominate itself with-
out restraint when there is only one single
human nature left: the defection from

the name <bourgeois: is here complete.»
(Barthes, 1972: 138)
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Indeed, when Bailey distanced his music from the jazz
tradition, which is in his terms an idiomatic music style
that differs from free improvisation which is non-idiomatic
(Bailey, 1993: xii.) music style, he did not only create the
most long-lasting neologism to describe European free
improvisation, but he also reproduced whiteness ontology
through exnomination.

Now, Bailey does not deny the influence of jazz music
upon his improvisational style, as Lewis suggests the term
[free improvisation] was adopted [...] not to distinguish it from
jazz in the sense of critique but to better reflect the European
improvisers’ sense of having created a native model of improv-
isation. (Lewis, 1996: 112) However, through the neologism
non-idiomatic he was able to remove the need for a specific
definition of free improvisation by focusing on the inherent
characteristics of his own playing style and the collabora-
tive practices of experimenting with the canonical borders,
thereby focusing on what their practice is not. By stating that
free improvisation is not an idiomatic musical practice—such
as baroque, flamenco or jazz—he conveniently, and perhaps
unintentionally, placed this musicking practice into a ho-
mogeneous, albeit undefinable, superiority in relation to
idiomatic improvisation styles:

| have used the terms <idiomatic> and <non-idiomatic> to
describe the two main forms of improvisation. Idiomatic im-
provisation, much the most widely used, is mainly concerned
with the expression of an idiom [...] and takes its identity and
motivation from that idiom. Non-idiomatic improvisation [...]
is most usually found in so-called «free> improvisation and
[...] is not usually tied to representing an idiomatic identity.
(Bailey, 1993: xii.)

My intention here is not to criticise Bailey nor to override
the relevance of his work and writings to the present-day
free improvisation community. To this end here is a counter-
argument from Bailey himself demonstrating his sympathy
and appreciation of jazz music and its creative importance
to improvisation in Western musical culture:

There is no doubt that the single most important contri-
bution to the revitalisation of improvisation in Western music
in the 20th century is jazz. [...] for the Western musician its
greatest service was to revive something almost extinct in
Occidental music: it reminded him that performing music and
creating music are not necessarily separate activities and that,
at its best, instrumental improvisation can achieve the highest
levels of musical expression. (Bailey, 1993: 48)
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However, it is important to recognise how persuasive the
white patriarchal power structures and general humanist
universalism are in twisting even the greatest aspirations of
early free improvisers. Aspirations toward diversity as well
as to fulfil the needs of the performing musicians hitherto
denied exploration of their own personal creativity. While
the initial promise of free improvisation was to create some-
thing indefinable, elusive, and unfixable through the person-
alisation of musicking techniques and its all encompassing
neologism non-idiomatic, it seems to have fallen short and
Bailey’s diverse analysis misses a deeper understanding of
sociopolitical spaces. (Krekels, 2018: 6)

Thankfully Landgrafleads the discourse in a more hope-
ful direction by suggesting that our understanding of improvi-
sation in and beyond music has advanced greatly since Bailey’s
book. (Landgraf, 2011: 2) In recent years the possibilities of
creating spaces for marginalised groups by marginalised
groups has also become a relevant discourse in some areas
of improvisational studies. In addition to Lewis’ seminal
work addressing underlying the racist divide in improvi-
sation studies and practices Ingrid Monson, Daniel Robert
McClure and many more have also interrogated the racial
aspects, while feministimprovisers and academics including
Hannah Reardon-Smith, Tina Krekels, Ellen Waterman,
Sherrie Tucker, Julie D. Smith, and Dana L. Reason Myers
have made significant contributions toward deconstructing
the ways in which free improvisation is accommodated
under the whiteness ontology as well as patriarchal struc-
tures.'

It was later this year.

| was invited to play in Berlin,

at the concert series

called Revuelta,

organised by two dear friends of mine,
one from Spain,

other from Argentina,

both identify themselves as females.
The series had a special focus,

which | greatly welcomed.

They write:

[The series]

open[s] up a new space

for (mainly) non-male improvisers to perform.
You know,

| have a lot of friends

fellow improvisers,

that identify themselves as male

and with whom | enjoy

14 See Monson (2007) and McClure

(2016) for the discussions on racial divide.

For feminist discussions, see Reardon-

Smith (2021), Krekels (2018), Waterman
(2008), Tucker (2004), Smith (2001)

and (2004), and Reason Myers (2002) and

(2004).
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playing together,

alot.

So do | have contact with

fellow improvisers who identify themselves
as non-male,

and with who | enjoy

playing together,

a lot.

So from the personal point of view,
of course,

gender does not play a role.

But this evening was so beautiful,
the space that was created,

was safe,

was creative,

and was caring.

Wow!

:'-'f-""IEIF1
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Masculinity in free improvisation —
interrogating freedom

The intersectional analysis of free improvisation by feminist
academics provides a gateway for further discussion of the
meaningfulness and liveliness of free improvisation in our
posthuman times.'® As posthumanist feminist philosopher
Rosi Braidotti suggests, the strength of minoritarian subjects
consists in their capacity to carry out alternative modes of be-
coming and transversal relations that break up segregational
patterns. New border-crossings are being set up that aim at
actualizing the virtual knowledges and visions of [...] missing
people.’® (Braidotti, 2018: 49) The approach that feminist
posthumanities’ onto-epistemological framework gives to
free improvisation provides diverse knowledge as well as
innovative approaches for this musical practice. Thus in
this meditation, an introduction to feminist free improvi-
sation as an accompanying critique of whiteness ontology
is introduced in order to proceed in further meditations in
relation to feminist posthumanist discourse.

In <Feministing Free Improvisation> (2020), feminist
scholars Hannah Reardon-Smith, Louise Denson, and Va-
nessa Tomlinson critically approach the concept of freedom
in free improvisation in relation to academic descriptions as
well as conceptualising the shortcomings of various keyval-
ues and practices of this mode of musicking. In analysing the
key texts of mainstream discussion about free improvisation,

15 Intersectionality is a term coined by

a feminist legal scholar Kimberlé Crenshaw
to bring the attention to racist aspects of
white feminism as well as to the single-axis
framework in antidiscrimination laws that
are built upon single discrimination case
while erasing the multidimensionality of the
experiences of, for example, Black women.
Thus, Crenshaw describes: <in race dis-
crimination cases, discrimination tends to
be viewed in terms of sex- or class-privileg-
ed Blacks; in sex discrimination cases, the
focus is on race- and class-privileged
women> (Crenshaw, 1989: 140) and brings
our attention to how multi-axis discrimina-
tion of marginalised groups were appa-
rently insufficient in building a legal case
against discrimination in, for example,

the workplace. Many contemporary feminist
strands have taken <intersectionality> as
the main methodological tools for interroga-
tion the multi-axis discrimination.

16 See also: Hull et al. (1982) <All the
Women are White, All the Blacks are Men,
but some of Us are Brave.

including Bailey’s aforementioned book together with Gary
Peters’ philosophical analysis of improvisational gesture,
they address the notable lack of marginalised groups in
these foundational texts.'” We have already looked at ways
inwhich Bailey’s book fails to adequately describe the com-
plex nature of free improvisation by omitting consideration
of whiteness ontology and though his neologism non-idi-
omatic. Nevertheless, Bailey takes pains to acknowledge
the influence of jazz on both his own music and the wider
Eurological free improvisation scene. Thus I believe that
his intention in coining the term non-idiomatic was merely
to describe this musical practice as undefinable, rather than
to activate gatekeeping function of whiteness ontology.'®

Reardon-Smith et al., along with Krekels and Smith
among others, have all addressed the inadequate consid-
eration given to women as active contributors to the emer-
gent improvisation scene. Reardon-Smith et al. point out
that Bailey barely acknowledge[d] the presence of women
in the scene and certainly fail to document their practices
as meaningful contributions. (Reardon-Smith et al., 2020:
10) Krekels adds that Bailey leaves out women completely,
(Krekels, 2018: 6) and thus highlights the inadequacy of
Bailey’s text in representing the scene in its full diversi-
ty. On the discussion of freedom, Smith’s analysis shows
[tlhe opportunity for freedom [...] for women improvisers was
strangely absent from the discourse and practices of both free
jazz and free improvisation and concludes thatitis strenuous
to adequately analyse the integral women’s contributions to
the development of free improvisation and free jazz. (Smith,
2001: 114) By overlooking this integral aspect of female
contributions to creativity and innovation it becomes im-
possible to accurately describe the historical perspective
and liveliness of that musical practice. While Bailey insists
that he is merely describing personal experiences and not
proposing generalisations, the present-day importance of
this text for free improvisers not only shapes the canon,
but also creates the vision of that mode of musicking as
essentially an activity that is reproducing patriarchal power
structures.’ This reproduction of the structures which keep
marginalised groups in the shadows and limit their contri-
butions in academic text collections, is damaging on atleast
two levels in the case of free improvisation.?°

Crucially, the uncritical dissemination and reproduction
of texts such as those of Bailey’s and Peters’ along with the
dominant position given to male improvisers as the «virtu-
oso[s]> [...] for case studies (Krekels, 2018: 6) neglects the
eminent aesthetic and academic contributions as well as the
lived experiences of marginalised groups.?' This negligence
leads to the almost complete omission of improvisers such
as Maggie Nicols, Iréne Schweizer, and Joélle Léandre, who

17 Reardon-Smith et al., 2020: 10. They
refer to Peters (2009) <The Philosophy of
Improvisation>.

18 Coming back to intersectionality:
because Bailey indeed introduced
musicians with different ethnic and social
backgrounds, one could say that the
question of racism is excessive in that
context. While | already pointed out

the problematics of whiteness, other pro-
blematics araises from the fact that he
barely mentions any women, regardless
of their ethnic and/or social backgrounds.
Thus, we cannot really speak about ade-
quate representation of the emergent
improvisation scene, neither of its roots,
while only drawing on experiences from
one of the single-axis frameworks.

19 The importance is especially relevant
in practical academic studies of free
improvisation. When | was a beginner in
free improvisation and just started to
break the habits of classical music, Bailey’s
book was one of the first theoretical texts
that | had to complete in order to attend
the next lesson. | do not see a problem with
having this book in the curriculum of
improvisation studies, | do, however, find
it problematic when it is not approached
critically. Thus, for a woman beginner
improviser, it was rather strange to not find
a single reference to women. As | did not,
at this time, fully grasp the effects of
reading only about men’s experiences,
free improvisation turned for me into a
competition of personal creativity.

20 See for example Schroeder and O
hAodha (eds.) (2014) <Soundweaving:
Writings on Improvisation> which does not
include any original single contributions
by women.

21 Reardon-Smith et al. criticise Peters
for not only describing almost exclusively
the practices of male improvisers, but
also for focussing only <on the work of a
European male-dominated canon of
continental philosophers.> (Reardon-Smith
et al., 2020:10) Krekels refers to Borgo
(2005). <Sync or Swarm. Improvising Music
in a Complex Age> and see also Hopkins
(2009) for using dominantly male im-
provisers as case studies for representing
improvisation scene.
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played an important role in shaping the aesthetics and prac-
tices of free improvisation to what they are today, thereby
erasing the contributions of these women completely. A
good illustration of this is the relative invisiblibility within
historical discource of the <Feminist Improvising Group
(FIG)> whose members performed domestic chores, peeled
onions and sprayed perfume [on the stage].?? (Smith, 2001:
120) Furthermore, the almost complete absence from history
of <(Women’s Ensemble> in San Diego that raised important
issues about kinship, collaboration and cooperative listen-
ing?® (Oliveros, 2004: 55) while the all-male improvisation
group AMM is widely known and their opinions aboutim-
provisation practices now have enduring significance and
substance.?* Whilst not arguing against the significance of
AMM, it is important to adequately address aesthetics of
freedom in free improvisation as fostered by FIG’s perform-
ative attitude. It is also imperative to sufficiently analyse
the concepts of collaborative performance practice based
on care and listening which were developed by <Women’s
Ensemble>. Both of which stand in sharp contrast with the
competitive aesthetics produced by patriarchal structures.

Thus, the myth of absence that is structurally created
by omissions, can and must be rebutted by conscious cre-
ation of newwritings and remembering past academic and
non-academic texts.?® These texts, which bring attention to
the fact that absence is a constructed myth and which high-
light that marginalised groups have always been a significant
part of the improvisation scene, are crucial in opening up a
discourse allowing for the creation of entangled spaces and
kinetics corresponding to more diverse lived experiences.
As improviser and composer Pauline Oliveros described,
working with other women gave her freedom and space to
express herself, her intentions, and needs. Conversely, when
working in an all male environment she was compelled to
reproduce the patriarchal values in order to prove herself
as a bearer of these values and to conform to the role of
acceptable female within these power structures. (Oliveros,
2004: 55) Oliveros cites musician India Cooke:

My experience in the performing arts in jazz as well as
classical is that the dominant male culture has a tendency to
stereotype women in a curious light. If we are not singers we
are not always taken seriously. Playing hot and heavy could
be considered a gender-wise personal dysfunction. (Oliveros,
2004: 63)

The interrogation of the concept of a Man as an impro-
viser par excellence that fits conveniently into the general
humanist discourse, will get conceptual support from the
critical posthumanist framework which will be discussed in

22 FIG was founded in 1977 and the
members, including vocalist Maggie Nicols,
bassoonist and composer Lindsay Cooper,
pianist Iréene Schweizer, singer-songwriter
Sally Potter, and vocalist Frankie Arm-
strong, challenged actively men-centred
improvisation scene and norms.

23 Women’s Ensemble in San Diego

was founded in 1969 by improviser and
composer Pauline Oliveros. The members
included Pauline Oliveros, Betty and
Shirley Wong, Lin Barron, Bonnie Barnett,
Joan George, and Lynn Lonidier. See
Oliveros (2004).

24 British free improvisation group in-
cluding improvisers such as Keith Rowe,
Lou Gare, Eddie Prévost, and John Tilbury.

25 Referring here to Reason Myers (2002)
<The Myth of Absence: Representation,
Reception and the Music of Experimental
Women Improvisors>. The myth of ab-
sence is assumption that women are simply
not interested in pursuing a career as
creative musicians or developing their own
personal playing techniques.
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depth in meditations yet to come. The critical posthumanist
discourse will prove particularly fruitful in deconstructing
the Man as knowledge holder and world creator par excel-
lence while rebutting the Human (European white man)
superiority over all other life and non-life forms as well
as minoritarian subjects. One of the main tools that the
posthumanist theoretical framework provides us with is
the thorough critique on the notion of (European white)
Man and the general characteristics of what is considered as
human. Outlining the framework for critical posthumanism
Braidotti explicates:

The critical posthumanities provide a diversified array of
the changing perceptions and formations of the <human> in
the posthuman era. This field is not aiming at anything like a
consensus about a new <humanity», but it gives us a frame for
the actualization of the many missing people, whose <minor>
or nomadic knowledge is the breeding ground for possible
futures. The neo-materialist ethics of affirmation that sustain
the complex re-composition of minor science in the critical
posthumanities is giving us a measure of what we are actually
in the process of becoming. (Braidotti, 2018: 53)

Thus, critical posthumanism becomes avaluable theoretical
framework for marginalised groups to express and research
their social and cultural location and through that to find new
ways of knowing that are emerging from the convergence of
posthumanist and post-anthropocentric approaches and ad-
vance upon the qualitative leap [...] [to] posthuman knowledge
production. (Braidotti, 2019: 4) Though critical posthuman-
ism and its conceptual value for free improvisation will be
fully addressed in later meditations, here it is important to
notice how creating entangled spaces and kinetics which
correspond to the lived experiences of historically neglect-
ed improvisers is necessary in order to enrich the whole
free improvisation scene, to adequately approach academic
texts, and perhaps fulfil the aforementioned promise.

The reproduction of (white) patriarchal structures in free
improvisation also finds expression in improvisers’ attitude
towards improvisation and their modes of conducting the
so-called collaborative practices. The scene, being predomi-
nantly led by male improvisers in a patriarchal environment,
reproduces improvisation models that tend to be distanced
from the lived experience of marginalised groups and thus
from the idea of the personalisation of playing techniques.
While nobody really prohibits one from playing howsoev-
er one desires, the problematics here are twofold. Firstly,
being taken seriously as a professional improviser requires
conformity to certain aesthetic norms and that these norms
are covered with an aura of competition and powerwhich are
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themselves masked by invocations of indefiniteness, uncer-
tainty, and freedom. These concealed practices of power are
analogues to the whiteness methodology introduced earlier,
feminist academic Marie Thompson uses a neologism white
aurality to describe how patriarchal white music becomes a
normality as preceding sociality, discourse, meaning, power
[and] the presence of white aurality is marked by its absence.
(Thompson, 2017: 8) The reproduction of competitive aes-
thetics and binary structures within free improvisation have
become a normality and it is rather arduous to see as well
as to create other structures and possibilities that would fit
better to most of the improvisers. Secondly, when reproduc-
ing techniques and aesthetic impressions that would fit in
the aesthetic context created by the patriarchal dominance,
women’s freedom to be proud, fast, and angry is cut rather
short, and thus reproducing the playing styles that might
characterise male improvisation as creative and perfect, of-
ten receive ambivalent critiques when performed by women.
As Oliveros describes:

Values often emphasized by male musicians and their crit-
ics include technique, intelligence, structure, precision, con-
cept, drive and so forth.[...] The reviews language emphasizes
other values at stake in women’s performance. The distinction
between the qualifiers in the language used to review women
is striking. There is reference to Claire Daly’s skill, but it is
doubtful the male review would write that «Gerry Mulligan’s
lips blow sweetly> (even if they do) or speak of his <intimate
personal visions and sensual performance.> Both sets of val-
ues are present in the improvisations of men and women. Yet
gender construction sets them apart. (Oliveros, 2004: 54-5)

Feminist academic bell hooks’s phrase imperialist white-su-
premacist capitalist patriarchy provides us with a good start-
ing point in explicating how the reproduction of white pa-
triarchal power structures also influence the improvised
music. hooks describes:

Patriarchy is a political-social system that insists that males
are inherently dominating, superior to everything and every-
one deemed weak, especially females, and endowed with the
right to dominate and rule over the weak and to maintain that
dominance. (hooks, 2004: 17-8)

Being caught by the stronghold of patriarchy, it is only nor-
mal to also transfer the social environment and habits of
domination into the music. While free improvisation does
not provide any guidelines or scores that must be followed,
and as musical improvisation has been repeatedly presented
as an analogous to human behaviour, the dominance and
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competition becomes an integral part of free improvisation
playing modes and also improvisers’ attitude towards the
instrument.?® One might argue with that and stand firm-
ly on free improvisation as being inherently free of any
prescriptions, but the roles and their associated gender
characteristics, in consort with ongoing insistence upon
human superiority are not easy to be forgotten. Thus, as
Krekels describes: Free improvisation is situated inside pa-
triarchal bodies of knowledge and is divided into technique
(mastery over instrument) and performer (the one who holds
technique) and [t]lechnique isn’t just a form of skilful playing,
but it is also the performer’s representation of what they can
do. (Krekels, 2018: 82-3) Krekels brings improviser Peter
Brétzmann as an example of how he identifies himself as
other, sets himself apart from established musicking models
and thus gains indifferent superiority over other improvi-
sational styles.?” The othering in this case does not refer to
the negative Other in the sense of a dualistic divide between
for example man/woman, culture/nature, or body/soul in
which the Other of the duality is always seen weaker, less
advanced, less valuable and something that has to be taken
care of. Rather, the other here must be understood as the
superior within the methods of exnomination, which tends
to identify everything outside a particular subject/class as
something negative, thus creating a negative difference.
Negative difference is as an antipode to positive difference:
while positive difference recognises various peopels’ lived
experiences and corresponse to feminist Adrienne Rich’s
concept of politics of location, negative difference produces
discrimination against everything that seems different from
anorm.?® The norm and normality being of course whiteness
and masculinitywhich through exnomination gain a status
of standard, however undefined. Thus, when referring to im-
provisation as the most advanced technique, (Krekels, 2018:
82) and the highest level of mastery over the instrument,
male improvisers establish power structures, which on the
one hand do not really correspond to the lived experiences
of for example women, but also create hierarchical structures
and turn improvisation into a competition.?®

I am not arguing that an improviser needs no instrumen-
tal technique, rather I am wanting to focus on improvisa-
tion’s initial promise of diversity and freedom, a promise
which can only be fulfilled when interrogating patriarchal
structures and the associated omission of marginalised
groups within free improvisation practice and academic
and non-academic texts have been addressed. As Oliveros
described when improvising with <\Women’s Ensemble», she
was heard and included in consciousness as a collaborator
rather than regarded as an intrusive competitor. (Oliveros,
2004: 55) The aesthetics of care, making-with, and entan-

26 For discussions on how improvisation
is an utterly human mode of action, see
for example Bailey (1993) and Colapietro
(2013).

27 Krekels, 2018: 81. Parallel in the
<ndifference> of thought can be drawn with
Cage from above.

28 For politics of location, see Rich (1984)
<Notes Toward a Politics of Location>.

29 Krekels is referring to an interview
with Mats Gustafsson in the <The Wire> 349,
2013: 39-44, in which Gustafsson de-
scribes free improvisation as the instru-
mental technique «par excellence>.
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glement must become a dominantvision of free improvisa-
tion in order to make kinetics and spaces for marginalised
groups; the missing people.*? Itwould also afford white male
improvisers greater artistic freedom for even though they
themselves represent the humanist ideal, all musicians are
limited by patriarchal power structures.®'

Unfolding Spaces is a series of unfolding
spaces for double bass.

Conclusions

This article approaches promises imbedded in the project
of free improvisation through the critical lens of anti-racist,
anti-colonial, and feminist perspectives. Weaving voices of
feminist academics and improvisers who have been inter-
secting with the canon of free improvisation through their
lived experiences and anti-racist analyses on the production
of whiteness ontology in free improvisation has proven
fruitful in critically assesing the musical practice’s early
aspirations of freedom, diversity, and personal modes of
musicking. The objective of this paper is to till some fertile
ground from which further meditations on the entangled
spaces and kinetics of free improvisation can arise.

Lewis’ analysis of jazz as epistemological other and the
interrogation of the processes of representational narrativity
were employed to critically approach the reproduction of
whiteness ontology in the academic and non-academic
descriptions and practices of free improvisation. Exempli-
fying the production of whiteness through the interviews
and texts of John Cage, we saw that deeming jazz music
as the work of children is not an expression of his personal
artistic taste, nor is it a subjective assessment according to
any general aesthetic standards. Instead, his statements
reproduced a divide between serious music and other forms
of musicking, thus defining his music as superior to jazz.
I also introduced the term exnomination that describes an
outward identification of multiple others as still young and
still evolving, a measure against the whiteness as normality.
As perJohn Fiske, who conceptualises the whiteness ontol-
ogy and describes that there is almost nothing to analyse,
because whiteness avoids being identified while defining all
the others, we saw how Derek Bailey reproduced the same
processes of whiteness ontology. Bailey’s term non-idiomatic
improvisation acts as essentially a reproducer of white on-
tology by setting itin contrast to idiomatic music styles that

30 Referring to a feminist scientist Donna
Haraway, with <making-with> Haraway
refers to entangled nature of becoming:
<Nothing makes itself; nothing is really
autopoietic or self-organizing> (Haraway,
2016: 58) and thus human and non-human
species will always be entangled in
mutually inclusive relations of becoming.
31 hooks describes that patriarchy is
the prevailing power structure that prede-
termines the roles and scripts for both
genders (the binary here is conscious
decision, because heteronormativity is yet
another patriarchal value) and neither
hooks nor her brother could act as they
wanted to: <To indoctrinate boys into

the rules of patriarchy, we force them to
feel pain and to deny their feelings.
(hooks, 2004: 22) While patriarchy is a
structure of power that is all prevailing
and mostly invisible because of being
perceived as normality, women too can
enact patriarchy.
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can be analysed—such as jazz or flamenco—and thus cate-
gorised. The concept of non-idiomatic stands for essentially
indefinable style and thus resolves the tension of the need
for identification by simply identifying it as inherently not
categorisable. This places the concept of diversityin a rather
controversial light, while on the one hand free improvisa-
tion intended diverse and multiple modes of emergence,
it seems on the other that Bailey’s analyses overlooks how
pervasive white patriarchal power structures and general
humanist universalism are, and how successful they are in
twisting and co-opting improvisation’s greatest aspirations
for diversity and freedom.

The intersectional analysis of free improvisation by
feminist scholars proved fruitful in crossing the rock hard
thicket of patriarchal power structures that nevertheless
accompany this mode of musicking as well its related writ-
ing. As feminist scholars note, Bailey omitted to adequately
address the contributions of marginalised groups to the
improvisation scene and I introduced <Feminist Improvising
Group (FIG)> as well as <Women’s Ensemble> as examples
demonstrating that the myth of absence is false. It can be
argued that FIG indeed contributed to the conceptualis-
ation of the question of freedom in free improvisation, while
bringing a performative attitude onto the stage as a critique
towards serious male improvisation of the time. <Women’s
Ensemble>, however, contributed by bringing collaborative
practices on the table as an antipode to the competitive
attitude created by the patriarchal values. Collaborative
practice is yet another concept that nowadays is an inherent
characteristic of free improvisation as well as academic and
non-academic texts. We also saw how the presumed gender
roles and patriarchal values do not only bar marginalised
groups from prominence, but also influence their lived ex-
periences. We followed Pauline Oliveros, who described
how improvising with <Women’s Ensemble> created space
for her to explore her own creative agency and her needs
as a contrast to performing with male ensembles. Thus, the
question of freedom in free improvisation was approached
critically, highlighting that patriarchal values forbid all to
make their own choices of appearance and agency.

Finally, I also hinted toward some aspects of critical
posthumanism and how this theoretical framework will
become useful in my future analysis of free improvisation.
While Lewis and Benjamin Piekut suggest thatvarious post-
humanist disciplines can profit from being viewed through
improvisation studies since concepts—like adaptation, self-or-
ganization, uncertainty, translation, and emergence, (Lewis
and Piekut, 2016: 20) are inherently part of improvisation of
any kind, I suggest instead that we need to use the critical
posthuman framework in order to firstly interrogate the con-
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cept of Man as the improviser par excellence along with all
the discriminatory baggage that come with that belief. More-
over, we then need the critical posthumanism, and critical
intersectional feminism to create entangled kinetics and
spaces in free improvisation that would correspond to the
lived experiences of marginalised groups. The framework
of critical posthumanism will be the onto-epistemological
tool for my next meditations in order to explore the various
kinetics and spaces in free improvisation that correspond
to my own lived experiences as an active free improviser.
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IMMERSIVE
MEDI
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Der Begriff der Immersion ist stark von visuellen Eindriicken ge-
pragt. Das Eintauchen in virtuelle Welten hat seine Vorlaufer
nicht nur im Kino, sondern auch in den optischen lllusionen der
bildenden Kunst, beispielsweise dem in der Ma-
lerei oder dem Panorama des 19. Jahrhunderts. Wie aber Iasst
sich der Begriff der Immersion auf auditive Ereignisse liber-
tragen und ist damit auch das eigentliche Phanomen des raum-
flllenden Klangs beschrieben? Ist eine solche Unterscheidung
in reale und virtuelle Ereignisse liberhaupt notwendig? Eine
Untersuchung von Immersion, Prasenz und Envelopment soll
die verschiedenen Perspektiven, die bei diesem asthetischen Er-
eignis eingenommen werden kénnen, naher beleuchten.

The concept of immersion is strongly influenced by

visual impressions. Immersion in virtual worlds has its
precursors not only in cinema, but also in the optical
illusions of the visual arts, for example the in
painting or the panorama of the 19th century. But how

can the concept of immersion be applied to auditory events,
and does it describe the actual phenomenon of space-
filling sound? Is such a distinction between real and virtual
events even necessary? An investigation of immersion,
presence, and envelopment will shed more light on the dif-
ferent perspectives that can be taken on this aesthetic event.
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Immersive Medien und Klang

Jacob Richter

Well, the concert experience itself, as a physical experience,
will never be replaced by anything; I’'m quite sure about that."

Wie ldsst sich das Verhiéltnis von Virtual Reality (VR) und
Musik beschreiben? Robert Zimmermann, ehemaliger Lei-
ter der «Digital Concert Hall> der Berliner Philharmoniker,
liefertim obigen Zitat eine exemplarische Vorstellung, wie
weit (klassische) Musik und Virtual Reality noch vonein-
ander entfernt sind. Wenn vom klassischen Konzert ge-
sprochen wird, schwingt darin eine bestimmte Definition
mit. Um einmal die Enzyklopddie <Musik in Geschichte
und Gegenwart> (MGG) zu zitieren: Eben im Konzert und als
Konzert bildet Musik jene <Welt fiir sich selbst> [...], welche die
biirgerliche Version der Kunstautonomie als génzlich andere
Welt, als <Reich der Freiheit> gegeniiber dem <Reich der Not-
wendigkeits [...] verklirt.? Klassische Musik wird in einem
speziell dafiir konstruierten Konzertsaal durch professionell
ausgebildete Musiker:innen fiir ein zahlendes Publikum
aufgefiihrt, mit dem Ziel, die Werke so getreu wie moglich
wiederzugeben. Ohne dabei zu sehr in musiksoziologische
Details zu gehen, schwingt das kaum erreichbare Ideal des
Werkes, die Autonomie der Kunst und die des umfassend
gebildeten Biirgertums im Begriff des Konzerts mit. Dieser
Anspruch wird von den Institutionen ebenso an die digitalen
Medien gestellt, wie die Entstehung der <Digital Concert
Hall> zeigt:

The expectations of the professional musicians regarding
the quality of the sound and image broadcasts were uncom-
promisingly high. The orchestra unanimously agreed that the
recordings should not just be a standard download of the works,
but a live stream of the full concert experience. To do justice
to the exclusivity and exceptional quality of the music, it was
agreed that the service should not be free of charge. All sea-
son’s concerts were to be transmitted in a virtual concert hall
using its own aesthetic language. By making innovative use of
the very latest technologies, the aim was to make the essence
and works of the Berliner Philharmoniker accessible in the most

1

Heister 2016: o.S.

2

Zimmermann 2021: o. S.
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authentic way possible to a global audience that was not able
to visit a concert hall regularly.®

Was von den digitalen Medien erwartet wird, ist, das Ideal
des Konzerts so authentisch wie moglich wiederzugeben.
Dabei richtet sich der Blick auf Qualitdten wie das Bild oder
den Ton, die der Musik «gerecht> werden sollen. Interes-
santerweise scheint der oben zitierte virtuelle Konzertsaal,
in dem diese Authentizitét erreicht werden soll, dennoch
seine eigene Asthetik zu besitzen.

Der Musikwissenschaftler Christopher Small beschreibt
in seinem Buch <Musicking. The Meaning of Performance
and Listening>, wie in der westeuropdischen Tradition der
klassischen Musik das Werk als Objekt gesehen wird. Was
wertgeschitzt wird, ist nicht der Akt der Kunst, der Akt
des Schaffens oder gar dessen Wahrnehmen, sondern das
Kunstobjekt an sich.” Fiir Small ist dies ein volliges Miss-
verstdndnis von Musik, denn fiir ihn gilt: There is no such
thing as music. Music is not a thing at all but an activity, so-
mething that people do. The apparent thing <music is a fig-
ment, an abstraction of the action, whose reality vanishes as
soon as we examine it at all closely.® Dieser <Erfindung> geht
er detailliert nach und beschreibt ausfiihrlich den Verlauf
eines Konzertabends, wie im Folgenden ein kleiner Auszug
wiedergegeben werden soll:

If the entry to the foyer was impressive, that into the gre-
at inner space is dramatic. Now we have really crossed the
threshold into another world, and that world opens up around
and above us and envelops us. [...] There is wealth here, and
the power that wealth brings. But on the other hand, there is
a careful avoidance of any suggestion of vulgarity. What is to
happen here is serious and important and will not appeal to the
vulgar. Second, they allow no communication with the outside
world. Performers and listeners alike are isolated here from
the world of their everyday lives. Commonly, there are not even
windows through which light from outside may enter. Nor does
any sound enter from that world, and none of the sounds that
are made here will be allowed to escape out into it.°

Was Small in diesem kurzen Abschnitt beschreibt, ist der
Ubergang von der #uBBeren Welt unseres Alltags in die innere
Welt des Konzertes. Nicht nurvisuell, sondern auch auditiv
betreten wir einen anderen Raum.

Dieses Prinzip ldsst sich in meinen Augen auch auf den
Besuch eines virtuellen Konzertsaals, beispielsweise das
digitale Konzerthaus Berlin in VR, beziehen.” Wenn schon
der Eintritt in den virtuellen Carl-Maria-von-Weber-Saal
beeindruckend ist, so ist der Eintritt in den virtuellen Gro-
Ben Saal dramatisch. Jetzt haben wir wirklich die Schwelle

3

4 Vgl. Small 1998: 4.

6 Small 1998: 24ff.

7

Uhl et al. 2013: 51f.

Small 1998: 2.

Thoma 2019: 0. S.
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zu einer anderen, virtuellen Welt iberschritten, und diese
virtuelle Welt 6ffnet sich um und tiber uns und umhiillt uns.
Diese Adaption des oben angefiihrten Zitats von Small soll
verdeutlichen, wie dhnlich ein echter oder virtueller Be-
such eines Konzertsaals oder Konzerts sein kann. Diese
strukturelle Ahnlichkeit ist es, die der Philosoph David
Chalmers in Bezug auf physikalische und virtuelle Systeme
beschreibt und die in dieser Form auch fiir physische und
virtuelle Konzerte gelten kénnen.

Es macht aus philosophischer Sicht keinen Unterschied
zwischen realen und virtuellen Ereignissen, da man nicht
mit Sicherheit sagen kann, ob nicht alles eine Illusion ist.
Daher sind diese Ereignisse aus Sicht der Wahrnehmung
eine Abstraktion dessen, wie wir etwas — in diesem Fall das
Konzert - definieren. Um dennoch den Unterschied beider
sichtbar zu machen, benutzen wir das Attribut virtuell, um
auf den informationellen, computergenerierten Hinter-
grund hinzuweisen. Obwohl es keine generell akzeptierte
Definition von VR gibt, beinhalten die meisten einen ge-
meinsamen Kern: VR besitzt eine immersive, interaktive,
computergenerierte Umgebung.®

Um ein besseres Verstindnis dafiir zu entwickeln, was
Immersion bedeutet und in welchem Verhiltnis es zur musi-
kalischen Asthetik steht, lohnt es sich, diesen Begriffim Fol-
genden aus unterschiedlichen Perspektiven zu beleuchten.

Asthetik und Immersion

Kaum ein Begriff ist so sehr mit VR verbunden wie der
der Immersion. Schaut man sich beispielsweise die Ver-
sprechungen der Firma Oculus an, ist Immersion nur in
diesem Medium denkbar: GenieBe Filme in deinem privaten
virtuellen Kino. Schau dir Videos mit Freunden an — auch wenn
sie meilenweit entfernt sind. Und tauche in Erlebnisse ein,
die nur in VR méglich sind.? Das Eintauchen in Erlebnisse
steht stellvertretend fiir Immersion bzw. dem lateinischen
Begriffimmergere. Immersion soll den Benutzer:innen das
Gefiihl einer realen Vertrautheit trotz der Kiinstlichkeit
dieservirtuellen Welten vermitteln und sie mit allen Sinnen
und Emotionen hineinziehen.’ Wie der Kunsthistoriker
und Medientheoretiker Oliver Grau historisch aufarbeitet,
sind nicht nur die aktuellen, sondern auch historische vir-
tuelle Realitiiten essentiell immersiv." In «Virtuelle Kunst
in Geschichte und Gegenwart. Visuelle Strategien> zeigt
Grau am Beispiel des Panoramas, dass die stetig existie-
rende Tendenz des Betrachtereinschlusses, die Immersion,
[...] nicht erkannt worden [ist].'? Dabei stellt das Panorama
einen 360°-Illusionsraum und eine Weiterentwicklung des
Trompe I’ceil dar, die den Betrachter:innen den Eindruck
vermitteln, in einer anderen Wirklichkeit eingeschlossen

8 Vgl. Chalmers 2017: 311f.

https://www.oculus.com/experiences/

entertainment/; Zugriff: 09.11.2021.

9

10

-

2

Heibach et al. 2019: 50.

Grau 2002: 22.

Grau 2002: 26.
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zu sein. Der Unterschied zwischen dem Realen und dem
Virtuellen ist laut Grau jedoch der &sthetische Genuss des
Bewusstwerdens, dass es sich bei einem Trompe I'ceil um
eine Tduschung handelt, wihrend das Virtuelle unbewusst
eine Wirklichkeit imaginieren will.'®

Obgleich bereits sechsjédhrige Kinder die Fahigkeit ent-
wickelt haben, zwischen Wirklichkeit und <Als-Ob-Welt> zu
unterscheiden, existiert in der westlichen Kunst- und Medien-
geschichte eine stete Suchbewegung, diese Scheidung wie-
der und wieder mit allen bildlichen Mitteln zu verwischen, zu
negieren, die Grenze aufzuheben. In keinem Fall jedoch ist
eine Kunst fahig, die Wirklichkeit vollstdndig zu reproduzieren,
wobei wir uns stets gewi3 bleiben miissen, daB es einen deu-
tungsfreien Zugriff auf Wirklichkeit nicht gibt. [...] [Ilm Grunde
sind auch Kiinstlichkeit und Natiirlichkeit Reflexionsbegriffe.
Sie bezeichnen nicht Gegenstande, sondern Hinsichten, Per-
spektiven, Relationen. Die Umwandlung von Wirklichkeit gilt,
neben ihrer Nachahmung, seit jeher als zentrale Essenz der
Kunst - die Schaffung von Wirklichkeit, individueller, kollektiver
Wirklichkeit und ihrer vermeintlichen Auflésung.'

Dervirtuelle Raum wirkt daher laut Grau aufverschiedenen
Ebenen: Die erste beschreibt den &sthetischen Genuss der
Illusion - die bewusste Begeisterung fiir den Schein —, die zu
einer Uberwiltigung der Realititswahrnehmung™ fiihrt. Die
zweite beschreibt den Einsatz eines vollstindig ausfiillenden
Formats und die Aktivierung der anderen Sinne, wodurch
die Beziehung zwischen dem Subjekt und Objekt zumindest
fiir eine gewisse Zeit aufgehoben wird. Dieses sinnliche und
rezeptive Gefiihl des <Als-Ob> sieht Grau als Immersion.'®
Auch fiir die Amerikanistin Laura Bieger ist Immersion
untrennbar mit dem visuellen Raum verbunden:

Die Asthetik der Immersion ist eine Asthetik des Eintau-
chens, ein kalkuliertes Spiel mit der Auflésung von Distanz. Sie
ist eine Asthetik des emphatischen kérperlichen Erlebens und
keine der kiihlen Interpretation. Und: sie ist eine Asthetik des
Raumes, da sich das Eintaucherleben in einer Verwischung der
Grenze zwischen Bildraum und Realraum vollzieht. Inmersive
R3ume sind ein markanter Teil der Asthetisierung von Lebens-
welten, die unsere heutige Kultur so nachhaltig pragt. Es sind
Raume, in denen Welt und Bild sich iiberblenden und wir buch-
stéblich dazu eingeladen sind, uns in die Welt des Bildes zu
begeben und in ihr zu bewegen. Und: es sind Rdume, in denen
sich die Wirklichkeit der Welt und die Wirklichkeit des Bildes
in der unmittelbaren Wirklichkeit des Kérpers konsolidieren.!”

Ahnlich wie auch Grau untersucht sie jedoch in <Asthetik
der Immersion> reale Riume, besser gesagt amerikanische

13

14 Grau 2002: 24.

ry

5

16

17 Bieger 2007: 9.

Vgl. Grau 2002: 25.

Grau 2002: 23.

Vgl. Grau 2002: 23f.
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Stédte wie Las Vegas, Washington oder Chicago. Bieger sieht
diese Stddte als mentale Projektionsrdume beziehungsweise
als Mischformen zwischen utopischem (d. h. unwirklichen) und
wirklichem Raum'® und unterscheidet sie von technischen
Projektionen, wie die der Vorfithrung in einem Kino.'®
Nun liegt den Arbeiten von Grau und Bieger ein starker
visueller und architektonischer Schwerpunkt zu Grunde,
weshalb es nachvollziehbar ist, dass sie auf audiovisuelle
oder rein auditive Kunstwerke oder Medien nicht niher
eingehen. Auf diese verkiirzte Sicht des Begriffs der Im-
mersion weisen Christiane Heibach et al. in ihrem Artikel
<Immersion und Irritation. Emotionale und Kognitive An-
eignungsprozesse in der Physischen Technosphére.> hin:

Dass der Begriff der Immersion nach wie vor zumeist auf
kiinstliche Bildwelten angewendet wird, greift [...] zu kurz.
Denn damit wird der visuelle Wahrnehmungsmodus préamiert
- dabei ist dieser vielleicht sogar derjenige, der als Fernsinn
am wenigsten zur Immersion als Prozess des <Eintauchens»
beitragt. Tatsachlich legt die Etymologie des Begriffs nahe,
dass wir es vielmehr mit einem gesamtleiblichen Empfinden zu
tun haben [...]. Ebenso ist zu konstatieren, dass die kiinstlichen
Bildwelten, wie sie die bildende Kunst und natiirlich heute vor
allem die Technologien der Virtual und Augmented Reality
hervorbringen, nur einen Faktor immersiver Welterzeugung
darstellen. Tatsachlich haben wir es inzwischen viel mehr mit
Hybridraumen zu tun, in denen iiberall Technologien am Werk
sind, ohne dass diese explizit wahrnehmbar wiren.2°

Fiir Heibach et al. ist der Begriff der Immersion aufgrund
der sich stindig verindernden Technologien jeweils neu in
Hinblick auf die Konstruktionsprinzipien und das Erleben
des Menschen in den virtuellen Welten zu definieren.?!

Prasenz und Immersion

Zunichst soll gekldrt werden, ob die Immersion nach Hei-
bach et al. von Konstruktionsprinzipien und dem Erleben
des Menschen in den virtuellen Welten abhéngig ist oder ob
es sich nichtvielmehr um zwei verschiedene Eigenschaften
handelt. Wie B. Katalin Szab6 und Attila Gildnyi in ihrem
Artikel <The Notion of Immersion in Virtual Reality Lite-
rature and Related Sources> herausarbeiten, wird der Be-
griff der Immersion in verschiedenen Kontexten verwendet
und ldsst sich zusammenfassend in zwei unterschiedliche
Perspektiven einordnen:

Actually, [...] see the term immersion from two different per-
spectives. The first[...] takes the user’s view: the userimmerses
himself/herself in the VE [Virtual Environment, Anm. d. Autors]

18 Bieger 2007: 12.

19 Vgl. Bieger 2007: 10. Bieger geht
nicht dezidiert darauf ein, welches Ver-
standnis sie von Technik hat. Es lasst

sich jedoch vermuten, dass sie hinsichtlich
gestalterischer Techniken in der Kunst
und Architektur und technischen Apparaten,
wie dem des Kinoprojektors, unterscheidet:
«Selbst wenn es uns gelingt, ihre Wir-
kung auf Distanz zu halten und uns darauf
zu konzentrieren, mit welchen gestalteri-
schen Tricks sie das von ihnen vermittelte
Raum-Erleben herstellen, z. B. indem wir
uns perspektivische Techniken vergegen-
wirtigen, auf Beleuchtung und Farbge-
bung achten - ignorieren kénnen wir ihr
Erlebnisangebot nicht.> (Bieger 2007: 10.)
Diese Unterscheidung sollte hinterfragt
werden, denn auch im Film werden diese
gestalterischen Tricks genutzt, um Raum-
lichkeit zu erzielen, wie auch der Kinosaal
an sich durch Techniken der Verdunklung
und Dé@mmung wahrend der Filmvorfiih-
rung in eine Art <Nicht-Raum> verwandelt
wird.

20 Heibach et al. 2019: 50f.

21 Vgl. Heibach et al 2019: 50.
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and/or lets the VE immerse him/her. The second [...] takes
the creator’s view: the system, created by the designers and
developers, immerses the user.22

Vergleichen wir Heibachs et al. Einteilung in Konstruktions-
prinzipien und menschlichem Erleben mit dem vorherigen
Zitat, lasst sich auch hier die Einteilung der Immersion in die
jeweilige Perspektive des Betrachters und des Entwicklers
dervirtuellen Umgebung feststellen. Heibach et al. unter-
teilen den Begriff der Immersion jedoch nichtin diese zwei
verschiedenen Perspektiven, vielmehr ist dies einer neuen
Definition von Immersion {iberlassen.

Ein Problem, das sich aus dieser immer wieder neu zu
entwickelnden Definition von Immersion ergibt, ist, ob diese
Innen- und AuBBenperspektive von VR unter einem Begriff
zusammengefasst werden kann. Fiir den Informatiker Mel
Slater, der sich seit mehr als 30 Jahren mit VR beschiftigt,
ist Immersion eindeutig vom Begriff der Prisenz (englisch
presence) zu trennen:

| defined <immersion> as an objective property of a system,
and higher or lower immersion as the extent to which a VR
system can support natural sensorimotor contingencies for
perception [...]. In this way, systems can be classified by the
extent to which one system can be used to simulate another.
In principle, a higher level immersive system, such as a wide
field-of-view, high-resolution, stereo, head-tracked head-moun-
ted display with full real-time motion capture, and auditory and
haptic feedback could be used to simulate the experience of a
desktop VR system and therefore would be considered at a hig-
her level of immersion. Then, based on this type of classification
(which is a partial order), researchers can study how different
levels of immersion might correspond to different levels of the
illusion of being in the virtual world (the place illusion compo-
nent of presence), and the extent to which people respond as
if events in the virtual world were really happening. [...] The
whole point of presence is that it is the illusion of being there,
notwithstanding that you know for sure that you are not. Itis a
perceptual but not a cognitive illusion, where the perceptual
system, for example, identifies a threat (the precipice) and the
brain-body system automatically and rapidly reacts (this is the
safe thing to do), while the cognitive system relatively slowly
catches up and concludes, But | know that this isn’t real. But
by then it is too late, the reactions have already occurred.?®

Damit decken sich Slaters sowie Heibachs et al. Verstdnd-
nis von Immersion, dass diese durch die technischen Ent-
wicklungen beeinflusst wird, und diese jeweils eine nied-
rigere oder h6here Immersionsfihigkeit erreichen. Eine
unterschiedliche Auffassung gilt jedoch der individuellen

22 Szabdé/Gilanyi 2020: o. S. Die Autoren
schlagen fiir die Unterscheidung der

zwei Perspektiven die Begriffe immersed-
ness und immersingness vor. Da der
letztere Begriff als Beschreibung fiir die
Immersionsfahigkeit einer virtuellen
Realitat bisher kaum verwendet wurde,
scheint es nicht sinnvoll, diesen in der

hier vorliegenden Arbeit zu verwenden.
(Vgl. Szab6/Gilanyi 2020: o. S.)

23 Slater 2018: 432.
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Erfahrung innerhalb dieser immersiven Systeme, die nach
Slater nicht mehr als Immersion, sondern als Prisenz zu
bezeichnen ist. Das Verhéltnis von Immersion und Prisenz
bringt Slater daher prignant auf den Punkt:

Presence is a human reaction to immersion. Given the same
immersive system, different people may experience different
levels of presence, and also different immersive systems may
giverise to the same level presence in different people. Presen-
ce and immersion are logically separable, but | would contend
that empirically they are probably strongly related.?4

Slaters Verstdndnis von immersiven Systemen, die fiir ihn
vor allem durch VR-Systeme reprisentiert sind, erzeugen
also eben jene Illusion, wie sie auch von Grau beschrieben
wird. Und wenn Slater davon spricht, dass VR nicht einfach
so aus dem Nichts auftaucht, sondern schon seit 30 Jahren
erforscht wird,?® scheint es nur sinnvoll und plausibel, sie
als digitale Nachfolger der Illusionsrdume wie die des Pa-
noramas oder des Trompe I’c2il zu verstehen.

Als eindrucksvolles Beispiel, das diese Illusionsrdume
kombiniert, soll hier die VR-Experience The Scream VR
dienen. In dieser Experience befinden sich die Zuschau-
er:innen in einem Museumsraum, in dem das Gemilde Der
Schrei von Edvard Munch ausgestellt wird. Wenn man es
beriihrt, ziehen sich in den Farben des Gemildes gehaltene
Bénder durch der Raum, der sich allmihlich auflGst, bis man
vor einem feuerspuckenden Vulkan mit blutrotem Himmel
steht.(Vel Abb. 1und Abb.2) AnschlieBend sieht der:die Zuschau-
er:in eine peruanische Mumie, die, &hnlich wie <Der Schrei>,
die Héinde am Kopfhilt und an den FiiBen festgebunden ist.
Nachdem diese zerschlagen wird, kommen aus den Wénden
groBBe Zahnrider unaufhaltsam auf den:der Zuschauer:in
zu — kurz bevor sie von diesen zermalmt werden, wird es
schwarz und sie stehen wieder vor dem Gemilde.(Vel- Abb.
3und Abb. 4) Wenn er nun das Gemilde beriihrt, verwandelt
es sich in einen Spiegel, in dem man die dunklen Umrisse
des:der Zuschauer:in erkennt.(Vel- Abb. 5)

Dem:Der Zuschauer:in ist bewusst, dass diese Illu-
sionsrdume nicht real, sondern virtuell sind, nichtsdesto-
trotz werden die Meisten vor den auf sie zukommenden
Zahnrédern zuriickschrecken. Die Immersionsfihigkeit der
modernen VR-Systeme vermitteln uns Prisenz, dies wirk-
lich zu erfahren. Die VR-Experience The Scream VR spielt
so mit den verschiedensten Illusionsrdumen, sei es der
virtuelle Raum an sich, der Ausgangspunkt des Museums
und dem Gemalde, das sich als Trompe I’e2il in eine Vulkan-
umgebung verwandelt, um uns zum Schluss den Spiegel
vorzuhalten.

papers/presence-

terminology.htm; Zuariff 13.12.2021.

24 http://wwwoO.cs.ucl.ac.uk/research/

vr/Projects/Presencia/Consortium

Publications/ucl_cs

25 vgl.

Slater 2018: 433.
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Abb.1 Das virtuelle Gemiélde <Der Schrei> als interaktives Trompe I'ceil

Abb. 3 Chachapoya Mumie im Musee de ’Homme, Paris
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Abb. 5 Der virtuelle Blick in den Spiegel

102

Musikalische Immersion des Ichs
oder musikalische Prasenz

Wie kann das Verhéltnis von Immersion und Préisenz bei
auditiven Ereignissen verstanden werden, scheinen diese
doch nur hor- und nicht sichtbar zu sein? Fiir Anne Holz-
miiller-Riechers besitzt Klang an sich schon immersive
Eigenschaften:

Unter musikalischer Immersion ldsst sich das vollkommene
Eintauchen in einen akustisch raumerfiillenden Klang und somit
das Erlebnis einer alternativen, simulierten Raumlichkeit in der
Musik verstehen. Dieses Erlebnis geht einher mit dem Gefiihl
intensiver Involvierung des gesamten Wahrnehmungsappara-
tes, einer veranderten Selbstwahrnehmung, einem verénderten
Zeitgefiihl sowie einem Ausblenden der Realitit.2¢

Aus dieser Definition von musikalischer Immersion erge-
ben sich jedoch Schwierigkeiten; es ist eine tautologische
Feststellung, dass Immersion ein Eintauchen in etwas, in
diesem Fall in Klang, ist.

Auch wenn Holzmiiller-Riechers den Begriff der Pra-
senz nicht explizit erwéhnt, ist die Trennung zwischen dem
klanglichen Erlebnis und dem Gefiihl der Involvierung ver-
gleichbar mit der Innen- und AuBenperspektive von Szabd
und Gildnyi oder der Verbundenheit von Immersion und
Priasenzvon Slater. Fraglich ist, ob das Erlebnis einer alterna-
tiven, simulierten Raumlichkeit in der Musik und das Ausblen-
den der Realitat in diesem Zusammenhang als Immersion
oder Priasenz verstanden werden kann, denn diese Simula-
tion entsprichtin etwa der Form von Préisenz, in dem Sinne,
dass wir uns die Figuren, Orte und Geschehnisse wihrend
des Lesens von Literatur vorstellen. Fiir die Psychologen
John Waterworth et al. ist diese Form des «vor Ort sein>
jedoch keine Prisenz, sondern das eigentliche Gegenteil:

By our account, presence is literally <the perception that
something is present> and we define presence as the feeling
of being located in a perceptible external world around the
self. [...] Of course, any useful definition must exclude things,
and a useful definition of presence must have implications for
what is not presence. We have termed this absence», a state
of absorption in an internal world detached from the current
perceptual flow.%”

Es ist nicht eindeutig nachzuvollziehen, was unter dem Er-
lebnis einer alternativen, simulierten Rdumlichkeit in der Musik
genau zu verstehen ist, denn es sind nicht die Klédnge, die
imagindr bzw. absent sind, sondern der alternative Raum,
auf den diese Klidnge verweisen. Daher wire es sinnvoll,

26 Holzmiiller 2017: 77.

27 Waterworth et al. 2015: 36f.
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nicht in beiden Situationen, dem raumerfiillenden Klang
und der simulierten Rdumlichkeit der Musik, von Immer-
sion zu sprechen, sondern Letzteres als Prisenz oder gar
Absenz zu bezeichnen.

Eine dhnliche Definition von musikalischer Immersion
liefert die Musikwissenschaftlerin Marie Louise Herzfeld-
Schild in ihrem Artikel «Musikalische Immersion. <H6rend
Anwesenheit Spliren>»:

Dieser Beitrag m6chte den Vorschlag zur Diskussion stellen,
dass es sich bei spezifisch musikalischen Immersionserleb-
nissen um eine asthetische Erfahrung handelt, die sich tat-
séachlich weder auf Seiten der Musik noch auf Seiten des Ich
lokalisieren lasst und die sich dariiber hinaus nicht berechnen,
vorhersagen oder ahnen lasst. [...] Musikalische Immersion ist
[...] nichtin erster Linie (nur) durch die Medien charakterisiert,
die immersiv auf das Ich einwirken; sie ergibt sich vielmehr aus
einer spezifischen Begegnung zwischen Musik und Ich, die zu
einer veranderten Aufmerksamkeit des Ich selbst fiihrt und
damit die neue Umwelt bewirkt; eine Umwelt, die nur in der
Wahrnehmung des Ich, im Verhéltnis zum Ich, zu einer neuen
Umwelt wird.2®

Herzfeld-Schild bezieht sich im weiteren Verlauf ihres
Artikels sowohl auf Gernot B6hmes Atmosphérenbegriff
sowie auf Martin Seels Augenblickserfahrung. Gerade in
dieser sieht Herzfeld-Schild einen hohen Deckungsgrad zur
musikalischen Immersion.?® Wie auch bei der Immersion
von Holzmiiller-Riechers wird nicht von einer méglichen
Innen- oder AuBBenperspektive von Immersion ausgegan-
gen, obwohl sie eine Unterscheidung in Immersion durch
Medien und musikalische Immersion vornimmt. Verglei-
chen wir die Definitionen von Holzmiiller-Riechers und
Herzfeld-Schild, steht gerade die Selbstwahrnehmung des
Ichs im Fokus der Immersion. Diese Beschreibung der ver-
anderten Aufmerksamkeit des Ich ist dem Begriff der Présenz
bzw. Absenz nach Waterworth et al. sehr dhnlich. Gerade
Herzfeld-Schilds abschlieBende Erlduterungen, dass Musik
vergangene Geriiche, Bilder und Emotionen sowie Erinne-
rungen und Einbildungen hervorrufen, zeigen vielmehr auf
die von Szabé und Gildny beschriebene Innenperspektive
der Immersion.

Was beide Definitionen von musikalischer Immersion
wieder aufzeigen, ist die Schwierigkeit einer eindeutigen
Eingrenzung des Bereichs, der mit dieser Definition ange-
sprochen wird. Betrachten wir musikalische Immersion in
diesem Fall aus der Sicht des/der Horer:in bzw. der Innen-
perspektive, scheint es, wie schon oben erldutert, sinnvoller,
einen nicht zu allgemeinen Begriff der Immersion zu ver-

28 Herzfeld-Schild 2019: 72.

29 Vgl. Herzfeld-Schild 2019: 85.
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wenden, sondern den bereits in der Psychologie etablierten
Begriff der Prisenz/Absenz einzufiihren.

Vorerst wurde nur die <analoge> Immersion in realen
Rdumen untersucht. Daher sollte noch einmal das Zitat
von Herzfeld-Schild aufgegriffen werden: Musikalische Im-
mersion ist [...] nicht in erster Linie (nur) durch die Medien
charakterisiert, die immersiv auf das Ich einwirken [...].3° Es
wire an dieser Stelle interessant, welchen Medienbegriff
sich Herzfeld-Schild in diesem Zusammenhang vorstellt,
spannt sich ihre Analyse der musikalischen Immersion tiber
einen weiten Zeitraum ausgehend Mitte des 18. Jahrhun-
derts bis heute. Auch sie bezieht sich auf Bbhme und die
Bedeutung von Technik und Raum fiir die musikalische
Immersion. In Herzfeld-Schild, wie auch in B6hmes Ver-
stdndnis von Technik oder Medien, ldsst sich von einer eher
engen Sichtweise dieser Begriffe ausgehen.

Musikalische Immersion der Akustik
oder Envelopment

Sofern in den zwei oben angefiihrten Definitionen die Pers-
pektive des Horers vordergriindig als Immersion verstanden
wird, wo kommen Musik oder Klang in dieser Definition vor?

Holzmiiller-Riechers spricht vom akustisch raumerfiil-
lenden Klang und somit [dem] Erlebnis einer alternativen,
simulierten Raumlichkeit in der Musik.®' Die Verkniipfung von
musikalischer Immersion mit einem raumerfiillenden Klang
bezieht sich somit auf die Akustik, die Wissenschaft tiber
Schall und seine Ausbreitung.®? Wenn man diese Betrach-
tung nicht, wie oben erldutert, aus der Innenperspektive des
Ichs, sondern aus der Auenperspektive analysiert, nimmt
laut Holzmiiller-Riechers der Raum eine entscheidende
Funktion fiir Klang und Musik ein. In diesem Fall ist es
zwar richtig zu sagen, dass uns Klang umgibt, diese Art
der Definition begriindet sich jedoch mehr durch einen
historischen, an die Tradition des klassischen Konzerts
gebundenen Hintergrund und weniger durch technische
Medien.*®

Ein Begriff, der die Wirkung des Raumes auf die Musik
als akustisches Phinomen am besten darstellt, ist enve-
lopment. Der Physiker und Entwickler des ersten digitalen
Hallgeréts David Griesinger beschreibt den Effekt von en-
velopment folgendermaf3en:

Although one is aware that the attack of the kettledrums
comes from the stage or the pit, the ring of the drum and the
rumble of the bass drum come from all around the hall. The
bass viols and the cellos have the same property, particularly
when they play pizzicato. One of the joys of an organ concert is
hearing the bass swirl around the cathedral when a pedal note
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32 Eberlein 2016: 0. S.

33 Einschrankend zu Holzmiiller-Riechers
Begriff der musikalischen Immersion sollte
erganzt werden, dass dieser in Verbindung
mit der Akustik von Konzertsélen steht, da
nur diese in besonderer Weise den Schall re-
flektieren und entsprechend omnidirektio-
nal verteilen.
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is held. When the acoustics produce envelopment music has a
living quality that is highly prized by conductors and players.34

Was Griesinger mit dem Begriff des envelopment beschreibt,
kann als physikalische Interpretation der musikalischen Im-
mersion verstanden werden. Ahnlich wie auch Holzmiiller-
Riechers spiegelt es die besondere akustische Atmosphire
eines Konzertes in einem entsprechenden Raum wider. Eine
der Schwierigkeiten, diese im Zitat beschriebene Klangés-
thetik technologisch zu reproduzieren, liegt laut Griesinger
in der unterschiedlichen Beschaffenheit der Aufnahme- und
Wiedergabeumgebungen:

In a small room there is almost never sufficient late reflec-
ted energy to contribute to the background perception. The
late energy must be supplied by reverberation in the original
recording. To predict the degree of envelopment we perceive we
must be able to predict the strength of the interaural fluctuations
during the reverberant segments of the recording. Recording
engineers know that for best results the reverberation in a two
channel recording should be uncorrelated - completely different
in the left and right channels. It is the job of the loudspeaker/
room system to cause the listener to have adequate interaural
fluctuations when this condition occurs. The loudspeaker/room
system is acting as a transfer system, transferring the decor-
relation in the recording to the listener’s ears.%°

Grundlegend geht es bei dieser Art von technologischem
Transfer des envelopment darum, eine akustische Illusion
zu erzeugen: Der Hérer hat den Eindruck, sich akustisch in
dem Raum der Konzertaufnahme zu befinden und blendet
gleichzeitig den realen, den ihn umgebenden Raum aus.¢

Visuelle und auditive Immersion als
Teile des ganzheitlichen Phanomens

Wie in den vergangenen Kapiteln gezeigt wurde, hat der
Begriff der Immersion - jeweils betrachtet aus der Innen-
oder AuBBenperspektive — unterschiedliche, teils auch nicht
addquate Verwendung gefunden, je nachdem, ob es sich um
visuelle oder auditive Phinomene handelt. Dennoch sollte
auch hier wieder darauf hingewiesen werden, dass es diese
Betrachtungen aus der jeweiligen Perspektive sind, die zwar
eine prizisere Analyse liefern, dies jedoch nur fiir einen Teil-
bereich eines ganzheitlichen Phianomens. Biindelt man die
jeweiligen Definitionen, scheint es sich bei Immersion also
vorrangig um ein rdumliches Phinomen zu handeln. Damit
schlieBt die musikalische Immersion akustisch an das an,
was Grau und Bieger fiir visuelle Medien beschrieben haben.

34 Griesingero. J.:0.S.

35 Griesingero. J.:0. S.

36 Diese lllusion ist von verschiedenen
Faktoren abhéngig, unter anderem

von der Mikrofonierung wahrend der Auf-
nahme und den rdumlichen Gegeben-
heiten wahrend der Wiedergabe iiber die
Lautsprecher. In den meisten Féllen
beeinflussen sich der Klang der Lautspre-
cher und die Raumantwort von nicht
akustisch optimierten Umgebungen. Da-
raus resultierend ergibt sich einen
negativen Einfluss auf die Wirkung des
Envelopments.
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Der musikwissenschaftliche Blick auf musikalische Im-
mersion ist nicht vollstindig und sollte daher durch den
Raum erweitert werden in dem Sinne, dass er die akusti-
sche Grundlage dafiir bietet, in der die Musik als Medium
Immersion erzeugen kann. Hierfiir kénnte der schon von
Slater vorgeschlagene Begriff der Technik genutzt werden,
um einen Transfervon visueller und akustischer Immersion
sowohl im realen als auch im virtuellen Raum herzustellen.

Es ist evident, dass Musik und Technik miteinanderver-
bunden sind; daraufweist auch der Technikphilosoph Bern-
hard Irrgang in seinem Buch «Philosophie der Technik> hin:

Technik ist die Summe aller technischen Artefakte. Tech-
nische Praxis meint das Umgehen Kénnen mit technischen
Artefakten einschlieBlich ihrer Herstellung (technische Kiins-
te). Dabei kann unterschieden werden zwischen herstellender
technischer Praxis unter Verwendung technischer Mittel und
gebrauchender technischer Praxis unter Verwendung von tech-
nischen Werken. Technisches Wissen beruht auf Umgehen
Kdnnen mit technischen Artefakten. Technologie ist das Lehren
Koénnen und das theoretische Wissen vom Umgehen Kénnen
mit Technik. Es ist zundchst eine Lehre von den technischen
Kiinsten im Sinne von Handwerk, Architektur und Mechanik,
spater ihrer Mathematisierung, Verwissenschaftlichung und
Technologisierung.”

Fiir die Entstehung von Immersion werden unterschied-
lichste Techniken genutzt, allen voran die Architektur, da
aufgrund der Akustik Rdume speziell an die jeweiligen Be-
dingungen von Musik®® anpasst werden. Als Beispiel fiir
den Einsatz der von Irrgang beschriebenen technischen
Mittel und technologischer Praxis steht hier die mathema-
tische Beschreibung der Nachhallzeit durch den amerika-
nischen Physiker Wallace Clement Sabine. Sabine fiihrte
im New England Conservatory of Music Horexperimente
mit Musikexperten durch, um die akustische Qualitit von
Klavierunterrichtsrdumen zu ermitteln. Dabei stellte er
fest, dass es einen gemeinsamen Geschmack der Nach-
hallzeit fiir bestimmte Musikgattungen gab. Was er jedoch
nichtweiterfiihrte, waren Befragungen hinsichtlich der psy-
chologischen, kulturellen oder sozialen Ursachen dieser
Hoérgewohnheiten.® Der Einsatz neuer wissenschaftlicher
Techniken wie akustischer Messungen oder Nutzerbefra-
gungen flihrten wiederum zur Etablierung der technischen
Praxis der Raumakustik im Konzertbau:

One of the reasons for his investigation, and one of its first
applications, was the building of Symphony Hall, Boston, inau-
gurated on October 15,1900, for which Sabine was engaged as
an acoustic consultant. The tools for predicting the acoustical

37 Irrgang 2008: 20.

38 Welche Rolle die Technik fiir die Musik
spielt, kann schon bei Max Weber nach-
vollzogen werden. In seiner 1921 posthum
erschienenen Schrift «Die rationalen und
soziologischen Grundlagen der Musik> be-
schreibt Weber Rationalisierungsprozesse
von Notenschrift und Instrumenten in
unterschiedlichen Epochen. Durch neue
Strukturen in der Kunst und einer fort-
schrittlichen Naturwissenschaft sieht er
einen entscheidenden Faktor fiir die Ent-
stehung der modernen westlichen Gesell-
schaft. Weber 16st durch seine Arbeit
liber die Rationalisierung von Musik diese
aus ihren direkten Bindungen an Reli-
gion oder Macht heraus. Er beschreibt, wie
durch Technik - beispielsweise der In-
strumentenbau, die Fingersatztechnik bei
Bach und der Schrift in Form des Noten-
drucks ein musikalisches Massenmedium
entstehen konnte: <Erst das internationale
Virtuosentum Mozarts und das steigende
Bediirfnis der Musikalienverleger und
Konzertunternehmer, der groBen Musik-
konsumption nach Markt- und Massen-
wirkungen brachten den endgiiltigen Sieg
des Hammerklaviers. [...] Schon Anfang
des 19. Jahrhunderts war es reguldres Han-
delsobjekt geworden und wurde auf Vorrat
hergestellt. Der wilde Konkurrenzkampf der
Fabriken und Virtuosen mit den spezifisch
modernen Mitteln der Presse, Ausstellun-
gen, [...] Schaffung eigener Konzertséle
seitens der Instrumentenfabriken (bei uns
namentlich der Berliner) haben jene tech-
nische Vollkommenheit des Instruments
zuwege gebracht, welche allein den stets
steigenden technischen Anforderungen
der Komponisten geniigen konnte.> (Weber
1921: 93f.)

39 Vgl. Tkaczyk/Weinzierl 2019: 1f.
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properties of the hall were new, but its design could already be
oriented on a common <taste> — a consensus on the appropriate
listening conditions for both symphonic music and spoken dra-
ma that had begun to emerge one hundred years earlier. Sabine
used the Gewandhaus as a direct model for Symphony Hall in
Boston. But its aesthetic concept sprang from a musical taste
that evolved during a rather short historical period between
1780 and 1830, when the different performance genres assumed
different cultural functions and, accordingly, different listening
attitudes, architecture, and acoustic designs.*?

Nach Sabine wurden weitere Studien zur Bewertung von
Konzertsdlen durchgefiihrt, die zum einen ein gréBer wer-
dendes Bewusstsein des mehrdimensionalen Einflusses der
Akustik auf die Wahrnehmungsqualitit zeigten sowie die
zunehmende Notwendigkeit, zwischen physikalischen und
wahrnehmungsorientierten Kategorien zu unterscheiden.*!
Aktuelle Studien beschiftigen sich zunehmend mit einem
individuellen Vokabular, um Raumakustiken zu beschrei-
ben(Vel-Abb.6) dje die hiervorgestellten Begriffe wie presen-
ce und envelopement als besonderen rdumlichen Eindruck
definieren.*?> Warum der Begriff der Immersion im Zusam-
menhang mit der Raumakustik keine Rolle zu spielen
scheint, ldsst sich mdglicherweise durch ihre Wahrnehmung
als inaktives Element in der Musik erkldren: Rooms are not
perceptual objects themselves; they can only be perceived
through their effect on the presented signal, the sound source,
and the human receiver.*® Aus Sicht des Autors sollte der
Raum jedoch ebenfalls als eine Technik, im Sinne archi-
tektonischer Praxis, gesehen werden, die Immersion er-
zeugen kann. Denn wie bereits die Ausfiihrungen von Grau
und Bieger zeigen, kann der Raum in Bezug auf visuelle
Wahrnehmung sehr wohl immersive Eigenschaften besit-
zen. Eine weitere Erkldrung wére auch, dass der Raum an
sich keinen Klang erzeugt, sondern erst durch den Schall
der Instrumente als akustisches Phinomen wahrgenommen
werden kann. Dies macht aus physikalischer Sicht Sinn, ist
aber fiir Musik, in diesem Fall konzertante Musik, eine
verkiirzte Sichtweise, denn der Klang des Orchesters, die
Komposition wie auch der Raum bilden einen ganzheitlichen
Eindruck, wie die parallele und sich gegenseitig beeinflus-
sende Entwicklung der historischen Epochen von Musik
und Architektur zeigen.

40 Tkaczyk/Weinzierl 2019: 13.

41

42

43

Vgl. Weinzierl et al. 2020: 438.

Vgl. Weinzierl et al. 2020: 441.

Vgl. Weinzierl et al. 2020: 435.
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Zusammenfassung:
Asthetik der Immersion

Auch wenn der Begriff der Immersion erst durch VR eine
breitere Verwendung findet und vordergriindig mit dieser
digitalen Technologie assoziiert wird, ist es kein Phénomen
der Neuzeit. Immersion ist seitjeher stark mit dem Konzept
des Raumes wie auch der Illusion von Rdumlichkeit verbun-
den. Dabei sollte jedoch das Phinomen in eine Innen- oder
AuBenperspektive unterschieden werden, wodurch sich
Immersion mit den in den jeweiligen Disziplinen etablierten
Begriffen wie presence oder envelopement zusammenfassen
ldsst. Je nachdem, ob es sich um das Eintauchen des Indivi-
duums in eine immersive Welt oder um technische Systeme,
die diese Immersion fiir das Individuum erzeugen, handelt,
werden unterschiedliche Eigenschaften von Immersion
beschrieben. Daher sollten die jeweiligen Disziplinen, die
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sich mit Immersion auseinandersetzen, die jeweilig andere
Perspektive verstehen. Wenn Immersion, in diesem Fall
auditive Immersion, in VR untersucht und generiert wird,
ist es wichtig, die Hérgewohnheiten und ihre historischen
Verdnderungen zu kennen:

[Tlhe learned traditions of listening continue in and through
all media beyond the concert halls in ways that illustrate the
fragmentation of communities of taste and the continuing dif-
ferentiation of listener groups. These offer a wide array of tools
for identity formation for all ages. A concert-goer in the early
twenty-first century might share some of the ideals of a con-
cert-goer in, say, 1870, and perhaps those ideals may - or may
not - differ sharply from those of the fellow MP3 listener in the
subway. It seems that the «<multiplicity problem;, making sense
of the variety of judgments that Enlightenment theorists once
observed, has multiplied even further today. 44

Unsere Horgewohnheiten entwickeln sich durch unse-
re Sozialisation und diese wiederum ist vorgeprigt durch
Architektur, in diesem Fall Konzertarchitektur, und der
Funktion des Konzertsaals. Der Transfer in den virtuellen
Raum und dessen immersive Asthetik ist somit auch ab-
héngig von unseren soziokulturellen Vorerfahrungen — un-
geachtet dessen, ob ein audiovisuelles Konzert nachgebildet
oder lediglich Klang im virtuellen Raum konzipiert wird.

44 Thorau/Ziemer 2019: 16.
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Enthierarchisierung ist ein Wort, das nicht nur sprachlich, son-
dern auch inhaltlich schwer umzusetzen ist und das derzeit

die Diskurse von Politik und Theater tUberkreuzt. Enthierarchi-
sierung bezeichnet die Idee, Hierarchien und damit Macht-
verhaltnisse strukturell aufzulésen. Das betrifft im politischen
Kontext einen Umgang mit der sogenannten Krise der west-
lichen Demokratie — im Theaterkontext aquivalent die Kritik an
Machtmissbrauch in den Theaterinstitutionen und die damit
verbundene Forderung nach neuen Leitungsstrukturen. Auf Pro-
duktionsebene bezieht sich die Idee der Enthierarchisierung

auf den postdramatischen Diskurs Uber die Enthierarchisierung
samtlicher Theatermittel, der insbesondere im Musiktheater

mit einer sich hartnackig haltenden Heiligkeit des Werks — der
Komposition — konfrontiert ist. Der folgende Text entwirft

ein Konzept der Enthierarchisierung als permanente geistige
Beweglichkeit und untersucht dabei die Rolle von Komik als
Enthierarchisierungsstrategie genauer. Diesbeziiglich liefert das
Theater der komischen Figur (Buffon, Harlekin, Hanswurst

etc.) mit seinem Héhepunkt im 16. Jahrhundert eine interessan-
te Inspiration: In vielen Punkten mit dem postdramatischen
Theater vergleichbar, scheint jedoch die lustvolle, anarchische
Komik, welche das Uber Europa verbreitete Theater der komi-
schen Figur auszeichnete, im Verlauf der folgenden Jahrhunder-
te an die Peripherie gedrangt worden zu sein. Im ersten Teil

des Textes geht es darum, die komische Figur als performatives
Motiv in der Hierarchie zwischen Werk und Auffihrung sowie

in ihrer politischen Dimension zu analysieren: als ein Struktur-
element, das auf der Grundlage von Komikstrategien eine
permanente Beweglichkeit erméglicht. Im zweiten Teil miinden
diese Uberlegungen in eine praktische Forschung, namlich

in das begehbare Musiktheater . Diese
Produktion nimmt den Umgang der komischen Figur mit dem
Raum und mit der Logik des Werkes zum Ausgangspunkt, um
die Idee einer permanenten geistigen Beweglichkeit zu ver-
folgen: Mittels analoger Spatialisierung einer Repertoirepartitur
und schopfend aus Strategien des Anarchisch-Komischen

steht hierbei eine Enthierarchisierung des Werktextes sowie
eine Emanzipation des Publikums im Zentrum.

De-hierarchisation is a word not only hard to pronounce,
but also hard to enact, one which crisscrosses the cur-

rent discourse of both politics and theatre. De-hierarchisa-
tion refers to the practice of dissolving hierarchies there-
by restructuring power relations. In the political sphere this
centres on the search for solutions to a perceived crisis

of Western democracy, whilst in a theatrical context it de-
scribes an increasingly articulate critique of the power
abuses intrinsics to theatre institutions and to the increas-
ingly vocal lobby for new management structures. On

the practical level the idea of de-hierarchisation relates to
the post-dramatic discourse seeking to bring structural
equality to every aspect of theatre performance; this en-
deavour is hampered in music theatre by a persistent rever-
ence for the existing opus, that is, the composition. The
following text outlines a conceptualisation of de-hierar-
chisation as a permanent state of mental flexibility, examin-
ing more closely the role of comedy as a strategy of de-
hierarchisation. In this respect, the theatre of the <comic
character> (Buffon, Harlequin, Hanswurst, etc.) with

its peak in the 16th century gives pertinent inspiration. The
first part of the textis intended to analyse the <comic
character> as a performative motifin the hierarchy between
operatic work and performance event as well as in its
political dimension. Here <comic character» acts as a struc-
tural element that enables permanent mental flexibility

on the basis of comic strategies. In the second part, these
reflections lead to a practical research, namely a walk-

able music theatre performance

This production takes as its starting point the <comic
character’s> treatment of space and narrative structures to
pursue the idea of a permanent mental flexibility: By
means of analogous spatialisation of a canonic score and
taking strategies of the anarchic-comical, the focus is

here on a de-hierarchisation of the operatic text as well as
an emancipation of the audience.
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La vache qui rit

Dynamiken des Lachens: Enthierarchisierungs-
strategien im Musiktheater inspiriert
von der historischen <komischen Figurs

Elise Schobef3

Einleitung

KiSS, Kinetics in Sound & Space - Bewegung in Klang und
Raum, bezeichnet die Grundkategorien des Theaters. Der
folgende Text nimmt sich die Kategorie der Bewegung ein-
gehender vor und untersucht sie insbesondere in Hinblick
aufihre metaphysische Dimension: ndmlich Bewegung ver-
standen als geistige Beweglichkeit. Ganz konkret geht es um
die Frage: Wie ldsst sich eine solche geistige Beweglichkeit
fiir das Theater erfassen und analysieren?

Die Idee der geistigen Beweglichkeit beschreibt einen
Gegenentwurf zu festen und unflexiblen Strukturen, die
héufig mit starken Hierarchien einhergehen. Macht, Hie-
rarchien und ihre kritische Untersuchung sind nicht nur
ein brisantes Thema aktueller Demokratieforschung, son-
dernwerden auch in der Theaterwissenschaft sowie -praxis
diskutiert. So erkldrte schon vor etwa dreiB3ig Jahren das
postdramatische Theater eine Enthierarchisierung der Thea-
termittel zu seinem Kernanliegen (womit insbesondere die
heilige Kuh des Werktextes gemeint ist). Allerdings bleibt
innerhalb des postdramatischen Diskurses iiber die Ent-
hierarchisierung der Bereich der Komik unbeachtet. Das
ist fast verwunderlich, liegt doch im Begriff der Enthierar-
chisierung eine gemeinsame Funktionsweise sowohl des
postdramatischen Theaters als auch der Komik begriindet.
Diesbeziiglich liefert das Theater der komischen Figur (Buf-
fon, Harlekin, Hanswurst etc.) mit seinem Hohepunkt in
16. Jahrhundert eine interessante Inspiration: Was seine
Nicht-Literaritéit sowie seinen genrelibergreifenden Um-
gang mit Musik, Raum und Korper angeht, ist es offenbar
mit dem postdramatischen Theater vergleichbar. Allerdings
scheint die anarchische Komik, welche vor 400 Jahren das
iiber Europa verbreitete Theater der komischen Figur aus-
zeichnete, im postdramatischen Theater keine wesentliche
Rolle zu spielen.

116

Was kann die komische Figur zum Diskurs der Enthierar-
chisierung sowie zur heutigen Theaterpraxis beitragen?
Hierzu wird auf der theoretischen Ebene ein System ent-
wickelt, das die komische Figur als performatives Motivin
der Hierarchie zwischen Werk und Auffithrung beschreibt:
als ein Strukturelement, das mittels Komikstrategien eine
permanente Beweglichkeit ermdglicht. Auf der praktischen
Seite miinden diese Uberlegungen in eine Musiktheater-
produktion, die einen Aspekt der komischen Figur genauer
untersucht, ndmlich ihren Umgang mit dem Raum und mit
der Logik des Werkes. Mittels analoger Spatialisierung
einer Opernpartitur und schépfend aus Strategien des Ko-
mischen stehtin dem Beispiel eine Enthierarchisierung des
Werktextes sowie eine Emanzipation des Publikums im
Zentrum.

Abb. 2 Die diabolische Kuh
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Postdramatisches Theater
und Komik

Mit dem postdramatischen Theater handelt es sich um
einen im deutschsprachigen Raum begriindeten Diskurs,’
der allerdings schnell die ein oder andere Landesgrenze
tberschritten hat und der fiir das Theater des sogenann-
ten globalen Nordens bis heute einen grundlegenden Be-
zugspunkt darstellt. Im Zentrum, so beschreibt es Hans-
Thies Lehmann im diesbeziiglichen Standardwerk, steht
eine Enthierarchisierung der Theatermittel 2 — vor allem des
Werktextes.

Die Wurzeln einer solchen Entsakralisierung des Werkes
reichen tiefer in der Philosophiegeschichte zurilick. Das
Postdramatische befindet sich in enger Verwandtschaft mit
dem postmodernen Zeit- bzw. Wahrheitsdiskurs, der eine
fundamental neue Weltwahrnehmung ins Zentrum stellte:
Eine Aufhebung der (nun als solche wahrgenommener) Illu-
sionen unserer Geschichtsdeutung der Linearitét. Der Tota-
litarismus ist abgeschafft und die grofBen, bis dato tragenden
Lehren und Ideologien, Wissens- und Erkenntnisvorstel-
lungen brechen zusammen. Wir befinden uns in einem
Zustand der Unhintergehbarkeit radikaler Pluralitit.® Diese
Denktraditionen einer Infragestellung des Homogenen,
Absoluten - der Idee - lassen sich wiederum bis zu Hegel
zuriickverfolgen.* Durch den Wegfall des avantgardistischen
Innovationszwanges sowie die Authebung des Fortschritts-
gedankens tritt nun ein synchroner Ansatz, das Kombinieren
bekannter Muster, an die freie Stelle. Der Werkbegriffwird
nichtig oder doch mindestens neu definiert.

Fiir das postdramatische Theater heif3t das in erster
Linie, dass die Hegemonie des Dramas gebrochen und die
iiber etwa drei Jahrhunderte vorherrschende Autoritéit des
literarischen Textes in einem lang vorbereiteten Akt (via
die historische Avantgarde und die Performance-Kunst der
60er Jahre) sanft vom Sockel seiner Vormachtstellung ge-
hoben wird, um in die Gefilde der gemeinen Theatermittel
Uberfiihrt zu werden. Als Folge einer Enthierarchisierung
der Literaturgrundlage werden die Zeichen der Auffiihrung
aufgewertet: schriftlich vorab fixierte Worte sind nicht mehr
die alleinigen Gralshiiter einer zu erkennenden Autorenin-
tention, sondern gleichermafB3en vermittlungsbefugt wie Be-
wegungen, Licht oder Klang. Als Referenzpunkt dieser Ent-
hierarchisierungstheorie zieht Lehmann das ideologische
Panoptikum der Freiheit heran. Indem den Zuschauer:innen
keine Deutung des Gesehenen vermittelt wird - womit sich
zwangsldufig eine Hierarchie zwischen den vermeintlich
Wissenden auf beziehungsweise hinter der Biihne im Ver-
gleich zu den so betrachteten Unwissenden vor der Biihne
etabliert- erkennt die postdramatische Theaterauffiihrung

1 Erstmalig erwahnt bei Wirth,
Andrzej (1987)

2 Lehmann, Hans-Thies (1999): 146

3  Rehfus, Wulff (2003)

4  Vergleiche hierzu Heinicke,
Julius (2018).
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das Publikum als ebenbiirtigen Mit-Akteur einer Auffiihrung
an: als befreiende Méglichkeit der Fort-Schreibung.’ Diesen
Ansatz, dessen Wurzeln sich auf das Bildungsideal der Auf-
kldrung zuriickfiihren lassen, greift auch Jacques Ranciére
im zehn Jahre nach Lehmanns Standardwerk erschienenen
Vortrag und Buch <Der Emanzipierte Zuschauer> auf. Erver-
wendet dafiir die Metapher der Auffithrung als einer dritten
Sache, die sich zwischen dem unwissenden Lehrmeister
und dem emanzipierten Lehrling befindet und deren Sinn
niemand besitzt.® So griindet die Idee des emanzipierten
Zuschauers auf einem Konzept der Freiheit — befindet sich
die Zuschauerin in der Realzeit und der realen Situation,
so kann sie frei reflektieren, fantasieren, ordnen und er-
finden. Die geschlossene Form hingegen erweist sich unter
diesem Blickwinkel als Machtinstrument und Form der
Bevormundung.

Waihrend unter Theaterschaffenden im sogenannten
Sprechtheater das Postdramatische inzwischen als his-
torische Kategorie wahrgenommen und {iber das Danach
debattiert wird, nimmt der Diskurs im Musiktheater gerade
erst Fahrt auf.” Dabei scheint sich das Musiktheater aber
deutlich schwerer zu tun mit der Entweihung seiner heiligen
Kuh der Partitur. Das ist insofern interessant, als dass der
Oper per se eine postdramatische Dimension innewohnt.
Denn das Singen ist eine formale Vorgegebenheit im Mu-
siktheater, welche einer psychologischen, naturalistischen
Figurendarstellung zuwiderlduft. Dahingegen scheint die im
Musiktheater (noch immer) so vehement gefiihrte Werk-
treuedebatte nahezu sakrale Ziige zu tragen: Das Werk
gilt als hochste Autoritéit und jeglicher Eingriff a priori als
diesem unterlegen. Dass dabei historische Zusammen-
hénge vermischt werden, indem die dem 19. Jahrhundert
entstammende Idee des Geniebegriffs und damitverbunden
einervermeintlichen Authentizitét der musikalischen Dar-
stellung stillschweigend auf die komplette Musikgeschichte
iibertragen wird, ist die Crux dieser Diskussion. Selbst bei
Wagner lésst sich noch ein offenerer Werkbegriff finden,
als er dem Komponisten schlechthin und posthum in der
Werktreuedebatte unterstellt wird.®

Gemein ist den verschiedenen Parteien der Hang zum
heiligen Ernst: Sowohl die Werktreueverfechter als auch das
postdramatische Theater - sowie wiederum ebenso seine
Kritiker:innen — beziehen sich auf das Tragische. Einen
Anhaltspunkt dafiir liefert der Begriff des Dramas. Denn
dieser ist etymologisch doppeldeutig: Meint er zum einen
die Textform, die im Gegensatz zum Epischen und Lyrischen
steht, und bezeichnet insofern sowohl die Komddie als auch
die Tragd6die als Gattung. Zum anderen aber ist Drama der
Begriff fiir das ernste (tragische) biirgerliche Schauspiel
seit dem 18. Jahrhundert.® So bleibt mit dem Drama trotz

5

6

7

Lehmann, Hans-Thies (1999): 151

Ranciére, Jacques (2009)

Siehe hierzu mit Hartung, Ulrike (2020)

das erste Musiktheateréquivalent zu
Lehmanns Standardwerk fiir das Schauspiel.

8 Vergleiche hierzu Sollich,

Robert (2011).

9

Lehmann, Hans-Thies (1999): 562
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des post- im Namen weiterhin der Ernst die Referenz — das
zeigt sich deutlich nicht zuletzt darin, dass Lehmann der
Komik als Enthierarchisierungsstrategie im ganzen Buch
kein einziges Kapitel einrfumt. Aber auch die bald daraufer-
schienene prominente Kritik am postdramatischen Theater
von Bernd Stegemann <Nach der Postdramatik> von 2008
bezieht sich auf Aristoteles’ Poetik und zieht somit als Argu-
ment fiir ihren Vorwurf an das postdramatische Theater, es
laufe mit seiner Selbstreferenzialititins Leere, auch wieder
die Tragtdie heran: Diese erschaffe mittels der Zutaten Figur
und dramatischer Situation eine Beschreibung von Welt, die
das postdramatische Theater verkenne. (Side Fact: dass
Aristoteles unterstellt wird, einen zweiten Teil tiber die
Komddie geschrieben zu haben, diente schon Umberto Eco
als Kriminalismusgrundlage mit universeller Tragweite.)

Ein zweiter Grund fiir die Komikferne heutiger Theater-
diskurse ldsst sich in der lange zuriickreichenden Tradition
der sogenannten Allgemeinen Stindeklausel finden, die
besagte, dass die Tragddie aufgrund der gréBeren Fallh6he
dem Adel vorbehalten sei, wihrend die Komodie fiir die
einfachen Biirger:innen bestimmt ist.'® Dieses Schema,
das sich seit der frithen Neuzeit etabliert hat, beruft sich
auf Aristoteles, deutet seine Charaktereinteilungen aber
sozial, sodass am Ende — kurz gefasst— eine Konzeption der
Adligen, als die besseren Menschen steht: Thre Schicksale
haben die GréBe, um in Tragédien behandelt zu werden.
Im Umkehrschluss bedeutet das eine hhere Wertung der
Tragddie vor der Komddie - was das aufstrebende Biirger-
tum im 18. Jahrhundert dazu veranlasste, die Tragddie nun
fiir sich zu reklamieren und so ihre neue gesellschaftliche
Stellung zu untermauern. Im Musiktheaterbereich stellte
sich die Lage etwas komplexer dar, aber letzten Endes eta-
blierte sich dort ein analoger Mechanismus, indem sich die
Opéra comique zur biirgerlichen Alternative in Abgrenzung
zur Tragédie lyrique auf der einen und der aufkommenden
Operette als neuem volkstiimlichen Genre auf der anderen
Seite entwickelte.

Mit der Emanzipation des Biirgertums im 18. Jahrhun-
dert ging eine weitere Entwicklung einher, die in engem
Zusammenhang mit der philosophischen Stromung der
Aufklirung stand. Der Aufkldrung galten der Verstand und
seine Nutzung als héchstes Gut, und so sollte sich auch
die Kunst als regelhaft und nachvollziehbar, nach strengen
Kriterien analysierbar sowie klar vermittelbar darstellen.
Gottscheds Regelpoetik steht insofern exemplarisch fiir
das Bestreben der Aufkldrung, universelle Prinzipien zu
entwickeln und eine rational zu fassende Kunsttheorie zu
etablieren.! Da seine Regelpoetik eine Hoheit des Textes
propagierte, richtete sie sich vor allem gegen die in den
Komddien vorherrschende Form der Improvisation. Fiir

10 Vergleiche hierzu Miiller-Kampel,

Beatrix (2012)

Vergleiche hierzu Miiller-Kampel,

Beatrix (1996)

1

diejenigen Komddien, die nicht nach den Regeln der Ver-
nunft angefertigt sind, spricht er ein hartes Urteil, indem er
sie als nichts anders, als ein Nachahmung einer lasterhaften
Handlung, die durch ihr lacherliches Wesen den Zuschauer

belustigt bezeichnet.'? Dariiber hinaus wurde der Vorwurf 12 Gotisched, Johann Christoph (1730):

der Amoralitéit, welche den Komédien laut Gottsched als
schmutzige Zoten angeblich zu eigen war, als Kampfmittel
fiir einen «zivilisierten> Geschmack eingesetzt.'”> Diese von
Gottsched geéchtete Improvisationskomik verkorperte sich
wiederum in erster Linie in den Protagonisten der deutschen
Komddie der Wandertheatertruppen: in der komischen
Figur, hierzulande bekannt unter dem Namen Hanswurst.
Da Hanswurst und Konsorten kaum unter der angestrebten
Regelpoetik eingefangen werden konnten, wurden sie statt-
dessen gedchtet und verboten — die allegorische Vertreibung
des Hanswurst durch die Neuberin verweist symbolisch auf
das Ende einer Theaterform, die zuvor iiber Jahrhunderte
hinweg in ganz Europa verbreitet war.'

Das historische Theater der
komischen Figur und seine post-
dramatische Dimension

Das Theater der komischen Figur erweist sich fiir heutiges
Theater und Diskurse als ein interessanter Bezugspunkt,
da es eine formale Néhe zum postdramatischen Theater
aufzeigt. Die Theaterform, die ihren Héhepunkt im 16./17.
Jahrhundertverzeichnete, wird {ibergreifend oft mit Com-
media dell’arte benannt. Im Zentrum stand die sogenannte
komische Figur (Arlecchino, Hanswurst, Buffon etc.), deren
Kernkompetenz in ihren relativen formalen Freiheiten im
Spielgefiige der Auffiihrung bestand.

Die komische Figur triagt aufgrund ihrer iberregionalen
Ausbreitung verschiedene Namen, die sich aus den jeweili-
gen regionalen Traditionen herleiten. Als bekannteste und
quasi gattungsgebende komische Figur fungiert der aus der
Commedia italiana stammende Arlecchino — eine von zwei
Narrenfiguren inmitten eines Ensembles weiterer type-
nhafter Figuren. In Frankreich nannte sich die komische
Figur Tabarin und spielte auf dem Pariser Jahrmarkttheater.
Die englische Tradition der komischen Figur wiederum
schickte den Pickelhering ins Feld: eine auf dem Kompag-
nie-Schauspieler Richard Tarlton basierende Mischung aus
dem vice der morality plays, dem fool und dem clown, der
unter anderem durch die deutschen Lande zog — und dort
wiederum den schon aus Luthers Zeit bekannten Hanswurst
inspirierte, um diesen schlieBlich mit Stranitzkys Haupt-
und Staatsaktionen in Wien des 18. Jahrhunderts zu neuer
Bliite gelangen zu lassen. Vor allem im deutschen Raum
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existieren unzéhlige Namensabwandlungen und Sonder-
formen des Hanswurst wie Jean Potage, Bernadon, Hans
Knapkise und viele mehr.

Mitihren enthierarchisierenden Strategien in Bezug auf
Theater-Autorititen wie Werktext, Logik oder inhaltliche
Normen weist das Theater der komischen Figur formale
Gemeinsamkeiten mit dem postdramatischen Theater auf.
So fasst Andreas Kotte beide als Formen nicht vorrangig
literarisch orientierten Theaters zusammen.'® Im Theater
der komischen Figur steht wie auch im postdramatischen
Theater die Auffiihrung im Zentrum: Lehmann bezeichnet
die Commedia dell’arte als theatrales — hier gemeint als
performatives — Theater und stellt damit eine Analogie hin-
sichtlich des spielorientierten Auffiihrungscharakters beider
Formen her. Prasenz statt Reprasentation: Die Fokussierung
auf ereignishafte Darstellungsmittel hat zur Folge, dass
eine Kompatibilitdt mit anderen Theaterkulturen moglich
ist. Postdramatisches Theater und das Theater der komi-
schen Figur zeigen sich nicht auf eine bestimmte kulturelle
Theatertradition beschrinkt, sondern entwickeln sich als
offene Formen, die andere — nicht-literarische — Kulturen
und Traditionen zu integrieren suchen.’®

Ein Schwerpunkt beider Theaterformen ist ihre Fokus-
sierung auf Korperlichkeit. Beim postdramatischen Thea-
ter resultiert dies vor allem aus der Performance-Kunst
und spiegelt sich auch in Lehmanns Kategorisierungen
wider (ein ganzes Kapitel ist dem Korper gewidmet). Die
Wourzeln der komischen Figur liegen in kdrperorientierten
literarischen Gattungen des ausgehenden Mittelalters bzw.
der frithen Renaissance wie Fastnachtsspiele, Farce oder
Groteske. So entwickelte sich in Frankreich in der Tradition
des Pariser Jahrmarktstheaters im 17. Jahrhundert mit dem
Tabarin eine Version der komischen Figur, deren Wurzeln
sich auch im kérperbetonten Badin finden lassen - einer Fi-
gur der bis zum Ende des 16. Jahrhunderts lebendigen Farce,
deren K6rperlichkeit grausam, aber auch spektakulér, direkt,
aber komisch daherkam und die existenzielle kdrperliche
Phénomene wie Essen, Trinken, Ausscheidungen jeglicher
Art und Sexualitit ins Zentrum stellte.'” So erscheint Eva
Erdmann zufolge aus dieser Perspektive [...] die Farce als ein
experimentelles Theater, das eher an das ausgehende 20. Jh.
ankniipft als auf das Ende des Mittelalters Bezug zu nehmen.'®
Das Theater der komischen Figur funktioniert wie das post-
dramatische Theater genreiibergreifend. Eine fundamentale
Rolle fiir die Entwicklung der komischen Figur spielte dies-
beziiglich das Pariser Jahrmarkttheater, das Hybride aller
Genres wie Tanz, Musik, Pantomime, Marionettenspiel,
Artisterie etc. erschuf (hdufig musste nicht zuletzt aufgrund
von Verboten auf andere Genres ausgewichen werden)'®.
Dazu kam der Einfluss mittelalterlicher Traditionen wie

15 Kotte, Andreas (2013): 385

16 Vergleiche hierzu Primavesi,

17 Erdmann, Eva (2003): 73

Erdmann, Eva (2003): 74

19 Vergleiche hierzu Stackelberg,
Jiirgen von (1996)

der damaligen Karnevalskultur oder der umherreisenden
Gaukler, d.h. Unterhaltungskiinstler mittels Clownerie,
Akrobatik und Jonglage. In England wiederum findet sich
als Aquivalent einer genreiibergreifenden Form die An-
ti-Masque aus der Masque of the Queen, die unter Ben
Jonson als grotesk-komische Form zwischen Tanz, Musik
und gesprochenen Texten der regeltreuen héfischen Masque
vorangestellt wurde.

Die wohl hervorstechendste Analogie beider Theater-
formen stellen die formalen Freiheiten innerhalb der Auf-
fithrung dar. In der Uberwindung theatraler Autorititen
bediente sich die komische Figur quasipostdramatischer
Strategien wie Illusionsbrechung, Selbstreferenzialitét und
nicht-linearer Narrationsstrategien. So war es ihr als ein-
ziger Figur im Ensemble moglich, formale Grenzen wie die
zwischen Fiktion und Realitét oder Bithnenraum und Zu-
schauerraum zu {iberschreiten. Es stand ihr offen, tiber sich
selbst, das Stiick oder die aktuelle Handlungssituation zu
reflektieren. Sie konnte das Publikum ansprechen und war
nichtan die dramaturgische Logik sowie Figurenkonsistenz
des Stiicks gebunden. Ihre Figur war wandelbar: Ihr war es
(als einziger auf der Biihne) moglich, in verschiedene —auch
gegensitzliche - Rollen zu schliipfen. Hanswurst & Co. durf-
ten improvisieren und konnten damit zu einem gewissen
Grad unabhiéingig vom geplanten Ablauf des Stiicks agieren.
Selbst der Tod stellte fiir diese Figur keine Autoritit dar, da
sie sich iiber die Narration stellen und sich selbst wieder
zum Leben erwecken vermochte. Kurz: Die komische Figur
wird von Erdmann als Diskursfigur der unteren Schichten und
Koérper gewordene lllusionsbrechung und damit als Symbol
des anti-illusionistischen komischen Volkstheaters charakte-
risiert.?? Aber auch inhaltlich standen der komischen Figur
Freiheiten zu, die erst wieder im 20. Jahrhundert in dieser
Ausprigung im Theaterverbreitet waren. So durfte sie spie-
lerisch gesellschaftliche Normen {ibertreten und Autorititen
aus Kunst und Gesellschaft infrage stellen. Die Ndhe der
Figur zu anderen gesellschaftlichen Randfiguren wie Narr
oder Clown oder zum Prinzip des Karnevals erkldren die
Art ihrer Freiheiten: In einem bestimmten, abgegrenzten
Spielrahmen war es mdglich, Regeln und Normen temporér
auf3er Kraft zu setzen.

Eine interessante Perspektive auf diese Freiheiten er-
6ffnen die Wurzeln der komischen Figur im altrémischen
Improvisationstheater sowie aber insbesondere in der my-
thologischen Strukturfigur des Tricksters. Von Rudolf Miinz
und Gerda Baumbach wird der Trickster als eine Figur be-
schrieben, die in Mérchen und Mythen vieler Kulturen
weltweit als Schelmentypus mit ganz unterschiedlichen
Namen auftritt und deren literarische Manifestationen sich
beispielsweise in Till Eulenspiegel oder Mephisto nieder-
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schlagen. Charakteristika und visuelle Verwandtschaft las-
sen sich zudem auch im Joker vieler Kartenspiele wieder-
finden. Die Eigenschaften des Tricksters bringen ein grund-
legendes Verstdndnis der komischen Figur mit sich: Oszil-
lierend zwischen diametral divergierenden Wesensziigen
wie gut-bose oder gerissen-dumm, dabei gestalt- (bzw.
rollen-)wandelnd und sowohl verlachend als auch verlacht
werdend, verkorpert der Trickster gleichermaB3en Tater und
Opfer, Narren und Weisen, Komiker und Tragiker21 und kann
auf diese Weise eine Doppelbddigkeit in jeglicher Hinsicht 22
erzeugen - oder, wie es Joachim Fiebach beschreibt: einen
dialektischen Pragmatismus, der die Grenzen des Norma-
tiven sprengt.?®

So verweist die etymologische Herkunft des Harlekins als
einer in verschiedenen européischen Kontexten présenten
komischen Figur auf eine weitere Ebene, die sie mit dem
postdramatischen Theater teilt: Das Sakrileg, als welches die
Freiheiten gegeniiber dem Werktext wahrgenommen wer-
den. Denn die etymologischen Wurzeln des Harlekins fith-
ren ins Ddmonische: Zum einen abgeleitet vom italienischen

21 Miinz, Rudolf (1998): 149
22 Baumbach, Gerda (2012): 246

23 Fiebach, Joachim (1986): 79

Abb. 3 Der Joker — eine Version
des Tricksters
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(h)ellecchino, kleiner Teufel, verweist die Begriffsgeschichte
zum anderen auch auf die altfranz6sische familia herlequin
— eine Schar an ddmonischen Gestalten, die erstmalig im
11. Jahrhundert schriftlich bezeugt mit Tiermasken und Ge-
schrei des Nachts einsame Wanderer erschreckte und deren
wiederum aus dem Englischen bekannten Anfiihrer Herla
cyning wir bspw. in Goethes Erlkénig wiederfinden.?* Vor
allem im Kostiim, d.h. im geschrumpften Teufelshorn seiner
Maske, vererbte sich der ddmonisch-teuflische Charakter
auf den Arlecchino weiter.?® Diese Niihe der komischen
Figur zum Diabolischen wirft insbesondere ein erklérendes
Licht auf ihre enthierarchisierende Dimension. Denn der
Teufel als Konstruktion stellte {iber Jahrtausende hinweg
eine Projektionsfigur dar, die die herrschende Ordnung
infrage stellt und bedroht. Als Zuschreibung von Seiten
ebenjener herrschenden Ordnung symbolisiert sie damit
die tiefsitzende Angst vor Kontroll- und Herrschaftsver-
lust — was sich im spéiteren vehementen Vorgehen gegen
die komische Figur widerspiegelt.

Geistige Beweglichkeit mittels
Komik: Die komische Figur als
performatives Motiv

Eine solche Angst vor Macht- und Kontrollverlust findet
sich zuweilen auch in der Rezeption von Komik. So schreibt
Nietzsche in Zarathustra: Nicht durch Zorn, sondern durch
Lachen totet man. Im Unterschied zum postdramatischen
Theater ist die Komik ein wesentlicher Teil der enthierar-
chisierenden Strategien der komischen Figur innerhalb der
Auffiihrungsebenen. Das fiigt sich zunéchst in den histo-
rischen Kontext der lachfreudigen Kunst und Kultur der
frihen Renaissance ein, die unter anderem von Bachtin
in <Rabelais und seine Welt> genauer beschrieben wurde.
Natiirlich muss dabei seine Begeisterung auch politisch vor
dem Hintergrund seines eigenen Schaffens in der Sowjet-
union gelesen werden. Nichtsdestotrotz wird die Lachaffini-
tit der frithen Neuzeit auch von anderen Analytiker:innen
aufgegriffen?® und findet sich gespiegelt in literarischen
Werken von Rabelais, Boccaccio oder Shakespeare. Bachtin
beschreibt das Lachen als eine Form der Wahrheit iiber die
Welt im Ganzen, die Geschichte und den Menschen; es ver-
mittelt eine besondere Sichtweise der Welt, sieht sie anders,
aber nicht weniger richtig als der Ernst.?” Mit der Fokussie-
rung auf eine philosophische und gesellschaftsrelevante
Dimension des Lachens bezog sich Bachtin unter anderem
auf Aristoteles, der das Lachen als evolutionére Errungen-
schaft allein des Menschen betonte. Eine solche Bedeu-
tungsebene, die Lachen mit Verstand verkniipft, finden

24 Siehe hierzu Seebold, EImar (2011)
und Schiitz, Isabelle (2009)

25 Erdmann, Eva (2003): 95

26 Zum Beispiel bei Critchley, Simon
(2004) oder Glasmeier, Michael (2011)

27 Bachtin, Michail (1987): 117
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wir iibrigens bis heute in der Etymologie des Wortes Witz,
dessen Ausgangsbedeutung sich von Wissen herleitet und
insofern urspriinglich als Synonym fiir Klugheit und Geist-
reichtum verwendet wurde.?®

Neben der grundsitzlichen Komikfreundlichkeit in der
Entstehungszeit des Theaters der komischen Figurverweist
auch dessen meistverbreitete Darstellungsform, némlich
die Parodie, auf ihre Hierarchien infrage stellende Komik.
Obwohl sich die Commedia dell’arte beziehungsweise die
Wanderbiihnen samt komischer Figuren abseits der Hof-
theaterkultur und in Abgrenzung zum Humanistentheater
etablierten, implizierte das jedoch nicht eine generelle Un-
abhingigkeit — einerseits wurden die feudalen Strukturen
schlichtweg ersetzt durch privatwirtschaftliche, anderer-
seits waren die umherziehenden Truppen teilweise von
Adligen entsendet bzw. traten sie (aufgrund der finanziellen
Rentabilitiit) auch an Adelshéfen auf.?® Nichtsdestotrotz war
die Parodie ein Mittel, um sich auf kommunikative Weise
mit dem thematischen Repertoire auseinanderzusetzen:*°
Das konnte passieren, indem beispielsweise einem text-
musikalischen Werk die Musik entzogen wurde, um so auf
die Banalitét des Textes aufmerksam zu machen (- als ein
zeitgendssisches Beispiel dieses Mechanismus’ kann Antu
Nunes’ Rheingold-Adaption 2014 im Thalia Theater stehen).
Durch schlechte Ubersetzungen eines Textes wurde dessen
inhaltliche Diirftigkeit belacht; und in der Vermischung
hofischer (ernster) Stoffe und Themen mit der komischen
Figur erfolgte eine ironische Kontamination aller iibrigen
Figuren, vergleichbar mit der Macht des Kénig Midas, indem
der Herr als auch nur menschlich und damit als seinesgleichen
vorgefiihrt wird.3

Diese enthierarchisierende Kontamination geschah im
Wesentlichen mittels einer Kérperkomik, die sich aus der
Néhe des Theaters der komischen Figur zur Farce herleitet
und die als menschliche Gleichmacherin wirkt — Kérper ha-
ben und sind wir alle ungeachtet unseres gesellschaftlichen
Status’. Harlekin, Hanswurst und ihre Kollegen waren Figu-
ren, die das Lustprinzip verkérperten und insofern von ihren
Trieben und Instinkten gesteuert agierten. Ihre korperliche
Komik funktionierte iiber das Prinzip des Kontrollverlusts
und symbolisierte den Sieg des Korpers tiber den Verstand:
Indem der K&rper zum Selbstldufer wird, ausufert und sich
in Ausbriichen aus seinen verschiedenen Offnungen entlidt,
setzt er sich iiber gesellschaftliche Konventionen hinweg
und erzeugt dariiber eine komische Wirkung.>? Insbeson-
dere, wenn diese Unkontrollierbarkeit Autoritdten oder
Wiirdentréiger betrifft, wird ihre allgemeine Menschlich-
keitim nicht-hierarchischen Sinne herausgestellt. Dariiber
hinaus spielt auch die Kategorie der Tiicke des Objekts eine
Rolle - ein K&rperteil widersetzt sich seiner Funktion und

28 Wirth, Uwe (2017): 11

29 Vergleiche hierzu Solbach,

Andreas (2015)

30 Siehe hierzu die verschiedenen
Funktionen von Parodie nach Baumbach,

Gerda (1995).

31

32 Erdmann, Eva (2003): 240

Solbach, Andreas (2015): 33
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Rolle im korperlichen Gesamtkonzept und evoziert auf diese
Weise einen Zweikampf zwischen Geist und Kérper.*® Die
beriichtigte Bananenschale und der komische Sturz, die
Widersténdigkeit des Korpers fiihren in direkter Linie bis
in den Slapstick des 20. Jahrhunderts.

Neben den konkreten Strategien des Komischen griff die
komische Figur auf eine grundsitzlich enthierarchisierende
Dimension von Komik zuriick. Zunéchst einmal ist Komik
ein komplexes und bisweilen widerspriichliches Phéinomen,
denn Komik zeichnet sich vor allem dadurch aus, dass sie
a priori nicht existent ist: Wenn niemand etwas komisch
findet, findet Komik nicht statt.>* Miiller-Kampel macht in
ihrer Ubersicht deutlich, dass Komik keine objektiv essen-
tialistische Tatsache ist, sondern im Gebrauch erscheint,
ergo in der Kommunikation: als Anwendungen komischer
Techniken und damit als ein pragmatisches, qualitatives
sowie historisch und kontextuell gebundenes Phénomen.
Das heif3t auch, dass Komik grundsitzlich verschiedene
Dimensionen beinhaltet und eherim Sinne eines Werkzeugs
sowohl system-subversiv (enthierarchisierend) als auch
system-stabilisierend (hierarchisierend) eingesetzt werden
kann -je nach eigener Zielsetzung, aber auch je nach Blick-
winkel in einer nachfolgenden Analyse. (Exemplarisch hier-
fiir steht die Karnevalsdebatte nach Bachtin: subversiv da
Hierarchien untergrabend oder stabilisierend da Ausbruch
fiir klar determinierte Zeit? Beides lésst sich auf Basis der
Komik herleiten.) Um die enthierarchisierende Dimension
der Komik abgrenzen zu kdnnen, zunéchst ein kurzes Um-
reifen ihres Gegenentwurfs, der hierarchisierenden Komik:
Bei dieser geht es um Komik als Mittel, um sich gegeniiber
einer anderen Person oder einer Gruppe zu liberheben (Su-
periortheorie). Das kann diskriminierende Hintergriinde
haben (abwertender Humor gegeniiber gesellschaftlichen
Gruppen, meist Minderheiten), aber auch moralisch-di-
daktisch begriindet sein (Ironie als prominentes Mittel im
zeitgendssischen Theater). In jedem Fall steht nicht das
Lachen mit, sondern das Lachen tiber im Mittelpunkt.

Fiir die enthierarchisierende Komik der komischen Figur
hingegen spielen Perspektivwechsel eine tragende Rolle.
Das geschieht in praktischer Hinsicht beispielsweise tiber
das Konzept des komischen Fehlers: Dieses bedeutet, dass
mittels der Abweichung von einer Norm ebenjene Norm
sichtbar wird. Auf diese Weise ermdéglicht der komische
Fehler das Einnehmen einer neuen Perspektive gegeniiber
einer Norm, Regel oder Konvention. Aber auch mittels as-
soziativer Spriinge, das spielerische Durcheinanderbringen
von Regeln und Konventionen kann diese Wirkung erzeugt
werden. In der Komiktheorie wird dieser perspektivwech-
selnde Mechanismus mit dem Begriff der Inkongruenztheo-
rie zusammengefasst. Diese beschreibt, dass etwas Nicht-

33 Ahnen, Helmut von (2006): 172

34 Miiller-Kampel, Beatrix (2012): 7
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zusammengehoriges iiberraschend zusammengebrachtwird
und dadurch ein Sprung auf die Meta-Ebene passiert—denn
das Verstehen der Nichtzusammengehorigkeit verursacht
den distanzierten Blick von au3en und somit eine systema-
tische Perspektive auf Ereignisse.

Doch die Idee einer enthierarchisierenden Komik geht
noch einen Schritt weiter, indem der zeitliche Rahmen wei-
ter gestecktwird. Denn in der Summe kénnen permanente
Perspektivwechsel durch Komik und die damit verbunde-
nen Spriinge auf die Meta-Ebene Strategien darstellen,
um Strukturen dauerhaft in Bewegung, also flexibel und
dynamisch zu halten. So beschreibt Baumbach die komische
Figur mit ihrer inhdrenten Multiperspektivitit als offene
Doppeltheit, durch die das Publikum einem Wechselbad der
Perspektiven ausgesetzt wird.*> Mit anderen Worten gesagt:
Indem die komische Figur also Eigenschaften vereint, die
auf einer strukturell enthierarchisierenden Dimension von
Komik basieren, lésst sie sich als ein performatives Motiv
beschreiben. Sie fungiert formal als ein dynamisierendes
Element, das eine dauerhafte Enthierarchisierung begiins-
tigt und in dessen Konsequenz eine Verfestigung und Er-
starrung von Strukturen vermieden wird — zugunsten einer
permanenten (geistigen) Beweglichkeit.

Um als performatives Motiv zu gelten, muss ein ent-
scheidendes Kriterium erfiillt sein: die Selbst-Enthierarchi-
sierung durch Subjektbezug des Lachens. Denn indem sich
die komische Figur selbst zum Objekt ihrer Komik machte,
verkorperte sie eine Freiheit von jeglichen machtstrategi-
schen Impulsen (was eine Eigenschaft der herabsetzenden
Komik wie auch Ironie ist). Auf diese Weise stellte sie einen
Gegenentwurf zu den Tragddienfiguren und deren Selbst-
iiberh6hung dar. Die komische Figur sieht sich selbst nicht
als hierarchisch h6herwertig zu anderen an, sondern stellt
durch ihre Komikstrategien Hierarchien per se in Frage.
Glaubwiirdigkeit gewinnt sie, indem sie sich selbst davon
nichtausnimmt. Denn das anarchische Lachen kennt keine
Grenzen, auch vor dem eigenen Selbst nicht: Im Lachen {iber
sich transportiert die Figur eine Distanz zu sich selbst-und
damitverbunden eine Flexibilitdtim Denken und Handeln.
Eine solche Distanzierung auf kognitiver Ebene (oder mit
Henri Bergsons Worten Anésthesie des Herzens) funktio-
niert aber ebenso andersherum: Distanz ist nicht nur Vor-
aussetzung fiir eine enthierarchisierende Komik, sondern
Komik kann durch Lachen auch Distanz schaffen - z.B.
zu sich selbst. Bergson zufolge dient Lachen dazu, Steif-
heit abzubauen, abzulachen und fungiert demnach als dy-
namisierender Faktor. Ergo wire der Gegenbegriff einer
dynamisierenden Komik eine gedankliche Steifheit, oder
anders gesagt: Ideologie. Ein tricksterhaftes Uber-sich-
selbst-lachen-K6nnen schiitzt so gewissermalBen vor geis-

35 Baumbach, Gerda (2012): 255
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tigem Fundamentalismus.®® Im Ubrigen gilt das auch fiir
die Kunst oder die Kiinstlerin: Da es sich in diesem Bereich
dhnlich der Religion kaum objektiv-faktisch argumentieren
lésst, kann die komisch begriindete Distanz zu sich selbst
ein Schutz davor sein, sich selbst (mit dem Beigeschmack
des Geniekults vergangener Jahrhunderte) zu ernst und zu
wichtig zu nehmen.

Politische Relevanz

Die ideologieferne Flexibilitit der komischen Figur, die
in der Konsequenz in einer Freiheit gegeniiber jeglichem,
auch dem eigenen Machtstreben miindet, provozierte im
Theater und iiber das Theater hinaus. Schon das Schicksal
der komischen Figur selbst deutet auf die Brisanz hin, die in
ihr steckte: Zeit ihres Lebens inspirierte sie Kritiker:innen
insbesondere im deutschsprachigen Raum zu hetzerischen
Hoéhenfliigen. Ihr Ende wurde dann auch mit aller Vehemenz
vorangetrieben, und so lebte sie ab dem 18. Jahrhundert ein
Schattendasein wahlweise in enger literarischer Einhegung
(Literarisierung der Commedia italiana durch Goldoni) oder
alsverharmloster Kasperle (pddagogisches Instrument einer
Kinderfrontalbildung, vor allem in Osterreich).

Die harschesten Worte fiir die komische Figur von Sei-
ten ihrer Kritiker:innen war das Begriffsfeld des Anarchi-
schen. Insbesondere vom (aufgeklérten) Biirgertum war die
komische Figur seit dem Ende des 17. Jahrhundert dieser
diffamierend gemeinten Kritik zunehmend ausgesetzt: Als
Kontroll- und Ordnungsverlust oder als unberechenbare,
widerspenstige und Produktionsausfélle bewirkende Theater-
figur bezeichnet,® reprisentierte sie einen Angriff auf die
Herrschaftsanspriiche des aufstrebenden Biirgertums — und
erhélt damit den Adelstitel einer politischen Dimension.
Denn eine solche Diffamierung als anarchisch und die im
selben Atemzug angesprochene Enthierarchisierung der
eigenen Machtanspriiche verweisen auf das philosophische
Konzept des politischen Anarchismus. Anarchismus, einer
der meist-missverstandenen Begriffe iiberhaupt, diente
(und dient immer noch) im politischen Diskurs ebenso wie
fiir die komische Figur zur Diffamierung einer unerwiinsch-
ten Position. Indem Anarchismus mit Chaos und Regellosig-
keit gleichgesetzt (und in diesem Sinne gern als Drohkulisse
gegeniiber Forderungen nach politischen Umgestaltungs-
prozessen verwendet) wird, verbreitet sich eine inkorrekte
Nutzung des Begriffs. Schon in der Ubersetzung aus dem
Griechischen wird deutlich, dass Anarchismus <absence
of ruling> und nicht <absence of rules> bedeutet. Das ist
ein fundamentaler Unterschied, und der korrekte Begriff
fiir die Abwesenheit von rules, Regeln, wire Anomie. Die
Verteufelung (ja, ein Wortspiel mit metaphorischer Dimen-

36 Bergson, Henri (2011): 15; 23

37 Miiller-Kampe, Beatrix (1996): 189
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sion) des politischen Anarchismus erscheint aus Sicht der
herrschenden Ordnung insofern plausibel, als dass er mit
seinem Alternativentwurf zu Hierarchien und Herrschafts-
strukturen - dhnlich wie der Hanswurst - ein Dorn im Auge
der biirgerlichen Gesellschaft sein muss.

Eine Verbindung vom Anarchischen zur Komik, wie es
durch die Kritik an der komischen Figur gegeben ist, wird
nebenbei auch von Lehmann postuliert: Im Epilog seines
Standardwerkes entwirft er eine Analyse des Verhiéltnisses
vom postdramatischen Theater zum Politischen, indem er
die postmodernen Machtverhéltnisse in ihrer Komplexitit,
ihrer Geflechtstruktur und Entpersonalisierung als Ursache
annimmt, um die Form des Postdramatischen als politisch
zu deuten. In diesem Zusammenhang nennt Lehmann Ge-
lachter und Anarchie in einem Atemzug und als Sinnbilder
der wirksamen Infragestellung (macht)politischer Nor-
men.*® Eine auf diese Weise gedeutete Nihe von Komik
und dem Postdramatisch-Anarchischen geht wiederum
auf Hegel zuriick: Indem die Komédie zugleich zu einer Auf-
I6sung der Kunst [fiihrt], stellt sie ergo einen Vorboten des
Poststrukturalistischen respektive Postdramatischen dar.>°

Anarchismus als politisches Konzept meint die dauer-
hafte Abwesenheit von Herrschaft, dessen Anliegen sich,
ebenso wie das Postdramatische, mit der Strategie einer
konsequenten Enthierarchisierung existierender Herr-
schaftsstrukturen beschreiben ldsst (und in diesem Sinne
auch als zu Ende gedachte Emanzipationsidee der Aufkl&-
rung verstanden werden kann). Idee statt Ideologie: Da die-
ser Prozess geméif zeitgendssischer anarchistischer Theorie
als ein permanenter und dabei stets unabgeschlossener
angenommen wird,*° stellt Anarchismus ein Werkzeug dar,
um grundsétzlich einer Verfestigung von Machtstrukturen
entgegenzuwirken. Das Problem einer solchen Verfestigung
von Strukturen spiegelt sich aktuell auf politischer Ebene
in der sogenannten Krise der reprisentativen Demokratie
im Globalen Norden wider und wird in politikwissenschaft-
lichen Diskursen rege diskutiert. Kurz gefasst geht es dabei
um ein sich zunehmende Etablieren von undurchléssigen
Machtstrukturen innerhalb der Demokratie. Diese mani-
festieren sich beispielsweise in der De-facto-Eintrittskarte
in den Bundestag durch bestimmte Berufsabschliisse (Di-
plomdemokratie, nach Reybrock), aber auch in intranspa-
rentem Lobbyismus oder der Schwéchung des Parlaments
aufgrund vermeintlicher Sachzwinge (Alternativlosigkeit
beziehungsweise TINA-Argument politischer Entschei-
dungstriger:innen).

So existieren im politikwissenschaftlichen Diskurs eini-
ge politisch-philosophische Argumentationen fiir die Not-
wendigkeit einer permanenten Beweglichkeit (mit anderen
Worten, eines performativen Motivs): In einigen politischen

38 Lehmann, Hans-Thies (1999): 450

39 Georg Wilhelm Friedrich Hegel,
zitiert nach Heinicke, Julius (2018): 61

40 Vergleiche hierzu Gordon, Uri (2010)
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Analysen auf Basis der kritischen Theorie,*' radikaler aber
noch beiJacques Ranciére und seinem Konzeptvon Politik
und Polizei in <La Mesentente>: Dort beschreibt er Politik als
stetigen Dissens oder Debatte und damit als performative
Praxis - wohingegen er mit dem Gegenbegriff Polizei eine
Institutionalisierung und die Bewahrung des Bestehenden,
also die Einigkeit aller und insofern gerade die fehlende
Debatte, bezeichnet.

Musiktheaterpraxis: Analoge
Spatialisierung des Klangs

Die Bewahrung des Bestehenden ist ein auch aus dem Mu-
siktheater bekanntes Phinomen. So miinden die vorange-
gangenen Uberlegungen in eine exemplarische praktische
Moglichkeit, das Konzept des performativen Motivs auf die
dsthetische Ebene einer Musiktheaterinszenierung zu tiber-
tragen. Genauer gesagt geht es um verschiedene Formen
der Enthierarchisierung im Musiktheater, insbesondere
der Partitur, inspiriert von den Strategien der historischen
komischen Figur.

Wie demokratisch kann Musiktheater sein? <Requiem
fiir eine Illusion — Ein begehbares Figurenkabinett nach
W.A. Mozart und J. Genet> ist ein gemeinsam mit der Re-
gisseurin Alicia Geugelin umgesetztes Musiktheaterstiick,
das frei begehbar und nicht-hierarchisch strukturiertist. Die
réumliche Anordnung ermdglicht es den Zuschauer:innen
sich zu dem, was sie sehen, ins Verhiltnis zu setzen. Mit
Sénger:innen, Ténzer:innen und Instrumentalist:innen wird
ein immersiver Raum Kkreiert, der das Publikum wimmel-
bildartig in die Figurenwelt aus Jean Genets Kosmos entfiihrt
—einer schillernden Figur des 20. Jahrhunderts (1910-1986),
die sich aus dem Verbrechermoloch in die franzosische
Kiinstlerszene katapultierte.

Das Musiktheaterstiick nimmt analog zu Genet die Form
der Komdodie als Ausgangspunkt und {ibersetzt konkrete
Strategien der komischen Figur auf eine Musiktheaterin-
szenierung: Im Fokus stehen das Verhéltnis der komischen
Figur zum Theaterraum (Offnung der Biihnensituation,
Einbezug/Ansprache des Publikums) sowie ihr Umgang mit
der Stiicklogik (Aufbrechen der Linearitidt der Handlung).
Jean Genets Dramen dienen dabei als Grundlage, um aus
ihnen ein Kabinett an Figuren zu extrahieren. Da ein ge-
meinsames Motiv seiner Stiicke das Rituelle ist - die Kirche,
das Sakrale, der Tod —, begleitet Mozarts Requiem Genets
Figuren als musikalisches Material bei ihrem Spiel um Sta-
tus, Anerkennung und Macht. Das Thema Macht zeigt sich
auch fiir die Form ausschlaggebend: Anliegen dieses Stiicks
ist es, den Werktext (die Partitur von Mozarts Requiem)
zu enthierarchisieren, eine Emanzipation des Publikums

41 Bei Bohmann, Ulf/Sérensen,
Paul (2019)

SSH

goqoyos osi|3

1 Inb ayoea e
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Ein begehbares Figurenkabinett
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zu ermoglichen sowie nicht-lineare Narrationsstrategien
ins Zentrum zu stellen. Auf der musikalischen Ebene ge-
schieht das im Wesentlichen durch zwei Mittel: einer ana-
logen Spatialisierung der Partitur sowie Improvisation als
herausragendem Mittel. Grundlage fiir die Produktion war
eine enge Zusammenarbeit zwischen Regieteam und
Komposition.

Das Mittel der klanglichen Spatialisierung ist schon
bekannt im musikalischen Diskurs. So arbeiten Neukom-
positionen, insbesondere im Multimediabereich, hdufig mit
einer Spatialisierungen des Klangs mittels Lautsprecher-
systemen. Auch gibt es Stationentheater oder andere offe-
ne Publikumssituationen im Bereich der Neuen Musik. In
Bezug auf einen Werktext sieht das ein bisschen anders aus:
Obwohl gerade im Schauspiel solche installativen Raum-
konzepte auch auf Basis von Repertoiretexten inzwischen
gingig sind, stellt ein derartiger Umgang mit einem musi-
kalischen Text vor mehr Herausforderungen.

132

In <Requiem fiir eine Illusion> bewegt sich das Publikum frei
durch einen labyrinthischen Raum, der entlang von Inseln
beziehungsweise Stationen strukturiertist. Dabei finden an
den Inseln simultan szenische und musikalische Aktionen
statt. Die rdumliche Setzung ermdglicht es jeder Zuschaue-
rin, selbst zu entscheiden, wohin und wie nah heran an
das Geschehen sie gehen mé6chte. Auf diese Weise kreiert
sich jeder Zuschauer sein individuelles Klangerlebnis, das
sich je nach Perspektive im Raum definiert. Aber auch die
Narration iiber den Verlauf des Stiicks erfolgt individuell,
nach eigener Entscheidung und nicht-linear. Musikalisch
strukturiert sich der Abend anhand der einzelnen, bearbei-
teten Teile des Requiems, wobei sich freie bzw. spatialisierte
Teile abwechseln mit gemeinsamen, d.h. tutti-Momenten
aller Figuren. Der Teil mit der komplexesten Spatialisierung
wurde auf der Grundlage des Tuba mirum entwickelt.

Fiir dieses freie und emanzipatorische Klangerlebnis ist
ein Arrangement der Partitur zentral, das auf einer aleato-
risch organisierten Improvisation basiert. Dazu zerlegte der
Komponist und Arrangeur Steven Tanoto das Tuba mirum in
einzelne Motive und Motivreihen, brachte diese klanglich
in ein gemeinsames Universum und gab schliefBlich jeder
Figur ein Repertoire an motivischem Material, das diese
zur freien Verfiigung nutzen konnte. Es existiert kein Time
Code, sondern die Motive werden frei und bei jedem Ablauf
aufandere Weise miteinander verkniipft. Natiirlich erfolgen
durch die Probenarbeit dennoch gewisse Absprachen inner-
halb des aleatorischen Prinzips: In den Proben wird eine
grobe musikalische Dramaturgie erarbeitet sowie Regeln
aufgestellt wie beispielsweise das Reagieren auf eine andere
Figur und deren musikalisches Material.

Die inhaltliche Grundlage stellen die Figuren aus den
Dramen von Jean Genet dar. Genet, enfant terrible seiner
Zeit, provozierte mit grotesk-komischen Umdeutungen
biirgerlicher Moralkonventionen. Seine Komik fuf3t auf
Selbstreferenzialitit, Inkongruenz sowie inhaltlichen Pers-
pektivwechseln auf fundamentale gesellschaftliche Themen,
die mittels Umkehrungen funktionieren. Interessanterweise
wird Genet bei Lehmann zwar thematisiert, allerdings in
Bezug aufseine Affinitdt zum Zeremoniellen, zum sakralen
Ritual - eine quasiketzerische Auseinandersetzung mit der
katholischen Kirche (die Liebe und Verlachen zugleich ist).
Auf den prominenten Aspekt der Komik bei Genet geht
Lehmann jedoch nicht ein.*?> Neben der strukturellen Komik
liegt diese stark in den Figuren, die Genet fiir seine Stiicke
erschaffen hat, verwurzelt. Die Figuren sind typenhaft (die
Zofe, der Priester, der Polizist, die Kénigin etc.) und dabei
von der Commedia dell’arte inspiriert: Es sind Figuren, die
unzulénglich sind, die an etwas (zum Beispiel sich selbst)

42 Lehmann, Hans-Thies (1999): 116
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scheitern, die aber zugleich iiber sich selbst stehen - und
dariiber wiederum lachen kénnen.

So gibt es in der Inszenierung, um eine Situation bei-
spielhaft herauszugreifen, einen von Genets Drama <Die
Winde> inspirierten Moment des anarchischen Geldchters:
Nicht genau getimet, fingt eine Figur an in Lachen auszu-
brechen, das sich dann im ganzen Raum ausbreitet. Denn
die einzige Regel ist, sich anstecken zu lassen: Egal, wo sich
die Figuren inhaltlich an ihren Stationen (ihren Dramen)
gerade befinden, miissen sie lachen. Das Unberechenbare
breitet sich aus und wird, gleichsam im Sinne Nietzsches,
durch einen Mord jdh beendet.

Ausblick

<Requiem fiir eine Illusion> {ibertrégt die Idee des perfor-
mativen Motivs auf die &sthetische Ebene. Dariiber hinaus
gibt es im theaterinstitutionellen Kontext nicht wenige
Strukturen, in die eine solche enthierarchisierende Pers-
pektive ebenfalls sukzessive einsickert. Nicht zuletzt auf-
grund der sich hdufenden Skandale um Machtmissbrauch
auf Leitungsebenen werden enthierarchisierende Strategien
mehr und mehr zur logischen Alternative des in Bezug auf
Theaterleitungen bislang vorherrschenden Alleinherrscher-
modells. Sie duB3ern sich in Mitbestimmung des Ensembles,
kollektiv gedachten Leitungsmodellen oder innerbetrieb-
lichen Kommunikations- und Entscheidungsprozessen nach
dem Modell der Soziokratie. Auch was das Publikum angeht,
sowerden zunehmend neue Modelle der Partizipation und
Mitbestimmung umgesetzt (beispielsweise mittels doku-

Abb. 7 TIhre Heiligkeit
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mentarischer Theaterformen) — die Institution Theater ist
im Prozess, seine Strukturen neu zu (er)finden.

Diese hier nur in Kiirze angerissenen Entwicklungen
verdeutlichen eine Enthierarchisierungstendenz innerhalb
des Kulturbetriebs, die einen expliziten Gegenentwurf zu
den lautstark autoritdren gesellschaftlichen Strémungen
darstellt. Dass in dieser Entwicklung noch viel Luft nach
oben ist, er6ffnet einen Spielplatz der Mdglichkeiten. Denn
welche Rolle Hanswurst dariiber hinaus noch in den institu-
tionellen Strukturen und Produktionsweisen spielen kann
- ob sich eine Enthierarchisierung und die Idee des perfor-
mativen Motivs vornehmlich auf der kulturpolitischen und
organisationalen Ebene abspielt oder ob es Verquickungen
der Strukturen mit einer kiinstlerischen Dimension gibt—, ist
ein formaler Forschungsraum mit politischen Dimensionen,
der noch viel Spaf3 bereiten kann.
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Ein Klangereignis als ein starres Gebilde aufzufassen, welches
an einem Ort im Raum entsteht und wieder vergeht, er-
scheint allein schon angesichts des ihm innewohnenden fliich-
tigen Charakters als fragwiirdig. Und dennoch kénnen Klan-
ge und Gerausche aus bestimmten Richtungen wahrgenommen
werden, sie kdnnen nah oder fern wirken und nicht zuletzt
mit Attributen beschrieben werden, die ihre Gr6Be und Materia-
litét betreffen

. Doch inwieweit kann ein Klang von seiner Umgebung
raumlich hérbar abgegrenzt sein oder gar eine dem Ohr vernehm-
bare Kontur besitzen? In der Raum-Klangkomposition

wird dieser Frage kiinstlerisch nachgegangen. Ausgangspunkt
der Uberlegungen ist der Grundsatz der Gestaltpsychologie,
dass eine visuell wahrgenommene Figur stets vor einem Hinter-
grund erlebt wird. Dabei kdnnen Figur und Hintergrund nicht
immer eindeutig zugeordnet werden, wie anhand von Kippbil-
dern zu beobachten ist. Ein Kippbild ist eine mehrdeutige Figur,
die ein fortwahrendes Springen der Wahrnehmung zwischen
verschiedenen Deutungen provoziert — die Figur wird zum Hinter-
grund und umgekehrt. Das aus der visuellen Wahrnehmung
bekannte Prinzip des Kippbildes wird in dem hier vorgestellten
Stiick als Horerlebnis dargeboten. Durch das permanente
Vertauschen von Vorder- und Hintergrundgerausch wird die Auf-
merksamkeit des Publikums auf den Grenzbereich zwischen
diesen beiden Klangereignissen gelenkt. Im Vordergrund ist das
Ticken einer Uhr zu hoéren, gleichzeitig erklingt ein durch das
Ticken hervorgerufener Hall im Hintergrund. Die Wiedergabe er-
folgt tiber eine quadrophonische Lautsprecheranordnung,
die vier Orte im Raum bestimmt, an denen entweder das Ticken
oder der Hall zu héren ist. In Folge dessen springt die Wahr-
nehmung in einer raumlichen Sequenz zwischen Vorder- und Hin-
tergrund hin und her. Kldnge und Gerausche raumlich zu orga-
nisieren, bedeutet, Felder unterschiedlicher Klangeigenschaften
anzuordnen, zu bewegen und in Beziehung zueinander zu
setzen. In der Arbeit

wird untersucht, ob dabei die
Kontur eines Klangereignisses horbar gemacht werden kann.

To conceive of a sound event as a rigid entity that arises
and fades away at one place in space seems questionable, if
only in view of its inherent fleeting character. And yet,
sounds can be perceived from certain directions, they can
seem near or far, and last but not least, they can be de-
scribed with attributes concerning their size and materiality

But to what extent can a sound be spatially audibly deline-
ated from its surroundings or even possess a contour
perceptible to the ear? In the spatial composition

this question is pursued artistically. The starting point
of the considerations is the principle of Gestalt psychology
that a visually perceived figure is always experienced
against a background. Figure and background cannot always
be clearly assigned to each other, as can be observed
with the help of reversing figures. A reversing figure is a
figure which is ambiguous that provokes a continuous
jumping of perception between different interpretations -
the figure becomes the background and vice versa. The
principle of the reversing figure, familiar from visual per-
ception, is presented in the piece is here an auditory
experience. By permanently swapping the foreground and
background sounds, the audience’s attention is drawn
to the borderline between these two sound events. The
ticking of a clock is heard in the foreground, while at
the same time a reverberation caused by the ticking is heard
in the background. The playback takes place via a qua-
draphonic loudspeaker arrangement, which determines four
positions in space where either the ticking or the rever-
beration can be heard. As a result, perception jumps back
and forth between foreground and background in a spatial
sequence. Organising sounds spatially means arranging,
moving, and relating fields of different sound properties. In
the work

itwould be potentially interesting
ifwe concentrated our listening at the point of no sound
to investigate whether the contour of a sound event can be
made audible in the process.
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Vielleicht wird es interessanter, wenn
wir dahin horen, wo nichts klingt

Stefan Troschka

Zugegeben, der Titel fiihrt ein wenig in die Irre. Wahrend
in der vorliegenden Arbeit untersucht wird, ob ein Klang
einen Umriss hat, stellt sich alsbald heraus, dass selbst das
Nichts ein Etwas ist. Besser miisste es heif3en: Vielleicht
wird es interessanter, wenn wir dahin héren, wo etwas an-
deres klingt.

Kontur

Ein Gestaltfaktor, der fiir die visuelle Wahrnehmung von
Objekten von groBer Bedeutung ist, ist die Trennung zwi-
schen Figur und Grund. Ein Objekt wird erst dann in Er-
scheinung treten, wenn es sich von seinem Hintergrund
unterscheidet. Bei der Betrachtung eines violetten Punktes
auf einem wei3en Blatt Papier, unterscheidet sich die vio-
lette Flache des Punktes deutlich von der wei3en Fldche
des Blattes, auf der sie abgebildet ist.! Die Wahrnehmung
einer Figur schlie3t somit die Wahrnehmung zweier Berei-
che ein, nimlich die Figur selbst (violette Fliche) und den
Hintergrund, vor dem sich die Figur befindet (weiB3e Fl4-
che). Die wahrgenommene Trennung zweier angrenzender
Fldchen in Figur und Grund geht auf die Untersuchungen
des dénischen Psychologen Edgar Rubin zuriick. In <Visu-
ell wahrgenommene Figuren - Studien in psychologischer
Analyse> untersucht er, unter welchen Bedingungen ein Feld
als Figur in den Vordergrund tritt, wéhrend ein anderes Feld
als Hintergrund erlebtwird. Dabei ist die Grenze zwischen
den beiden Feldern entscheidend. Diese Grenze ist ihre
gemeinsame Kontur.

Wenn zwei Felder aneinander grenzen und das eine als
Figur und das andere als Grund erlebt wird, kann das unmit-
telbar anschaulich Erlebte als dadurch gekennzeichnet be-
trachtet werden, daB von der gemeinsamen Kontur der Felder
ein formendes Wirken ausgeht [...]. Das Feld, das am meisten
von diesem formenden Wirken beriihrt wird, ist die Figur, das
andere Feld ist der Grund.?

Wéhrend der Arbeit an diesem Text
finde ich Werbung mit dem Titel <\Warum
jeder Punkt wertvoll ist?> im Briefkasten.

1

Rubin 1921: 36

2

Ich werde aufgefordert, Punkte zu sammeln.
Einer der darauf dargestellten violetten

Punkte ist in Abbildung 1 zu sehen. Genau

genommen, handelt es sich dabei um eine

Kreisflache.
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Abbildung 1 zeigt ein violettes und ein weies Feld. Ihre
gemeinsame Kontur beglinstigt, dass das violette Feld eher
als eine kreisféormige Figur — ein Punkt, wahrgenommen
wird. Der Punktwird von einem weif3en Feld umschlossen.
Das wei3e Feld wiederum umschlie3t den Punkt und wird
daher eher als Grund erlebt. Rubin betont, dass man von
der Kontur [...] selbst nichts spiirt, man erfahrt nur [seine]
Wirkung, namlich, daB die Fldche als geformt hervortritt.2 Die
Form einer Fliche ist das Resultat der Kontur, wobei die
Kontur selbst im Verborgenen bleibt, denn sie [...] ist keine
Flache, sie schlieBt ein Areal ein, aber sie macht keines aus,
sie hat Linge, aber keine Breite.” Die Kontur in Abbildung 1
wird als eine Eigenschaft des violetten Punktes erlebt, der
einen kreisférmigen Umriss hat, wihrend derweif3e Hinter-
grund form- und grenzenlos erscheint.

Dass Figur und Grund nicht in jedem Fall eindeutig zuge-
ordnet werden, macht Rudolf Arnheim anhand von frithen
kosmologischen Darstellungen des Nachthimmels deutlich.
Dabei wurden die Sterne manchmal als kleine Locher im
Himmel interpretiert, [...] durch die Lichtstrahlen aus einer
helleren, himmlischen Welt zu uns dringen.’ Das Himmels-
zelt wird zur Figur - ein dunkler, 16chriger Vorhang vor
einem hell leuchtenden Hintergrund. Erstaunlicherweise
erscheinen aus dieser Sicht [...] beide Flachen in der Figur-
Grund-Situation grenzenlos.® Die Konturen wirken dabei
innerhalb eines dunklen Vordergrundes, und werden als
Unterbrechungen in der Figur erlebt - als deren geformte
Réinderin einer ansonsten grenzenlosen Fliche. Bei léngerer
Betrachtung von Abbildung 1 kann der violette Punkt auch
als Hintergrund wahrgenommen werden, was allerdings

3  Rubin 1921: 37

4  Rubin 1921: 106

Abb.1 Warum jeder Punkt wertvoll ist:

violetter Punkt vor weiflem Grund.

5 Arnheim 2000: 224

6  Arnheim 2000: 224
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ehervorsitzlich geschehen muss und etwas Konzentration
erfordert. Das wei3e Feld wird dann als Vordergrund mit
einem kreisférmigen Loch erlebt, durch das ein violetter
Hintergrund sichtbar wird. Diese Umkehrung von Figur
und Grund istin der Wahrnehmung nicht sonderlich stabil
und springt rasch zuriick zum violetten Punkt.

Figur-Grund-Anordnungen, die ein Springen der Wahr-
nehmung provozieren, werden als Kippbilder bezeichnet.
Die nach Edgar Rubin benannte Rubin’sche Vase (Abb-2) zejgt
ein helles und ein dunkles Feld, deren gemeinsame Kontur
sowohl den Umriss eines Kelches, als auch die Silhouetten
zweier Gesichter im Profil annehmen kann. Je nachdem,
wie die Kontur von der Wahrnehmung interpretiert wird,
erscheint entweder das helle oder das dunkle Feld als Figur.”
Diese Umkehrung von Figur und Grund ist ein Beispiel fiir
die Mehrfachstabilitit® der Wahrnehmung bei der Verarbei-
tung von visuellen Sinneseindriicken. Das Bild einer mehr-
deutigen Figur trifft dabei zunichst als konstanter Sinnes-
reiz auf die Netzhaut des Auges, wihrend sich die Wahr-
nehmung zwischen zwei oder mehreren Zustéinden ver-
schieben kann.

Haufig wird zuerst der Kelch als

Figur erlebt. Vgl. Rubin 1921: 32

7

8 Attneave 1971

Abb. 2 Beriihmtes Beispiel fiir Mehrfachstabilitiit:
die <Rubin’sche Vase>.

Fred Attneave hebt hervor, dass ein multistabiles Verhalten
des Wahrnehmungssystems durch zwei Merkmale gekenn-
zeichnet ist: zum einen kann zu jedem Zeitpunkt immer
nur ein Aspekt der mehrdeutigen Figur gesehen werden —
Zwischenzustinde treten, wenn liberhaupt, nur fliichtig auf;
zum anderen findet ein periodischer Wechsel zwischen den
verschiedenen Wahrnehmungen statt.® Attneave vermutet,

9 Vgl Attneave 1971: 70

144

dass diese Umkehrungen auf unterschiedliche neuronale
Strukturen im Nervensystem zuriickgehen, die die Wahr-
nehmung der einen oder der anderen Figur auslosen. Je
lénger ein bestimmter Aspekt einer mehrdeutigen Figur
betrachtetwird, desto gesattigter ist die neuronale Struktur,
die ihn hervorbringt. Diese Artvon Ermiidungserscheinung
fiihrt zur Aktivierung weiterer, neuronaler Verbindungen,
die den Betrachter einen anderen Aspekt der Figur erleben
lassen.™®

Volumen

Der deutsche Philosoph Manfred Sommer beschreibt in
seinem Buch <Sammeln - Ein Philosophischer Versuch>,
unter welchen Voraussetzungen eine Vielzahl von Objek-
ten als Sammlung bezeichnet wird und wie Objekte be-
schaffen sein miissen, um gesammelt werden zu kdnnen.
Sommer grenzt dabei zunéchst ein, dass es in erster Linie
Dinge sind, die sich sammeln lassen. Grundsétzlich sind
darunter Gegenstiinde zu verstehen, die Raum ausfiillen,
also ein Volumen haben; sie miissen begrenzt sein, eine sie
umschlieBende Form besitzen; und sie miissen eine Zeitlang
existieren." Anhand von Miinzen, Briefmarken oder Pilzen
istleicht nachzuvollziehen, dass sie auch deshalb sammel-
bar sind, weil sie {iber eine gewisse Festigkeit verfiigen, und
damit den genannten Eigenschaften geniligen. Mehr noch,
sie tragen ihre Abgegrenztheit geradezu demonstrativ zur
Schau.'? Doch auch weniger Solides und Immaterielles kann
Gegenstand des Sammelns sein.

Meeresrauschen, StraBenlarm, Chorgesang: das sind keine
Dinge, aber sie haben Volumen; sie fiilllen den Raum aus, in
dem und indem sie erschallen. Was ihnen fehlt, ist eine fest
umrissene Grenze: sie breiten sich aus und verklingen dabei;
den diffundierenden Diiften darin nahe verwandt.'®

Klidnge und Gerdusche sind demnach keine Dinge, denn
ihnen fehlt eine entscheidende Eigenschaft, die sie vom
Wesen der Feststoffe unterscheidet: es ist die deutlich ab-
gegrenzte Form. Und so widerspriichlich das erscheinen
mag, verfiigen sie doch iiber ein gewisses Volumen. Ebenso
istihnen eine zeitliche Dauer zu eigen, die im Verhiltnis zu
den Dingen jedoch wesentlich kurzlebiger ist. Aus diesem
Grund zéhlen unmittelbar wahrgenommene Klidnge und
Gerdusche nicht zu den Dingen, [...] sondern zu den Ereignis-
sen. Sie selbst zu sammeln ist unméglich.™ Es sind fliichtige
Ereignisse, ihr ephemerer Charakter widersetzt sich allein
schon dem Gedanken, dauerhaft in Form einer Sammlung
zu erklingen. Und doch ist der Gedanke nicht ganz so weit
hergeholt: Schallplatten, Kassetten, CDs und Festplatten

10

Sommer 2002: 104

1"

12

13

14 Sommer 2002: 106

Vgl. Attneave 1971: 70

Sommer 2002: 104

Sommer 2002: 106
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sind die Mittel, um eine Sammlung aus Gehortem anlegen
zu kdnnen. Dabei handelt es sich bei den genannten Spei-
chermedien wiederum um Dinge, die Kldnge, Gerdusche
oder Musik in Form von konservierten Ereignissen verflig-
bar machen. Die eigentliche Sammlung besteht [...] in der
standigen Maglichkeit, sie zu wiederholen.'®

Ein Klang wird im Moment seiner Wiedergabe mittels
eines Lautsprechers aufs Neue zum fliichtigen Ereignis,
das erklingt, den Raum ausfiillt und wieder verklingt. Kann
dieses Ausfiillen so verstanden werden, dass der Klang zwi-
schenzeitlich die Begrenzungsflichen des Raumes annimmt,
in dem er erklingt? Formt ein sonst leeres Zimmer den
Klang, der aus einem Lautsprecher tént, zu einem Qua-
der? In der Raumakustik wird dieser Vorgang physikalisch
beschrieben: In Rdumen stellen sich der ungehinderten, ge-
radlinigen Schallausbreitung immer Hindernisse entgegen,
namlich die Raumbegrenzungen und Gegenstinde im Raum. ¢
Die Hindernisse in einem leeren Zimmer beschrénken sich
auf dessen Winde, die Decke und den FuBboden. Der von
einem Lautsprecher ausgehende Direktschall breitet sich
aus und wird an den Begrenzungsflichen des Zimmers
teils absorbiert und teils reflektiert. Die Reflexionen bilden
ein diffuses Schallfeld, dessen Schallenergie sich [...] im
Idealfall gleichmaBig iiber den ganzen Raum verteilt."” Dieses
Schallfeld ist ein rdumlich ausgedehntes Gebiet'8, was die
Vermutung nahelegt, dass es durch die Winde, die Decke
und den Boden des Zimmers begrenzt wird. Im Moment
der gleichmiBigen Verteilung der Schallenergie kénnen
sich demnach die beiden folgenden Aussagen treffen lassen:
Das Zimmer hat die Form eines Quaders, und: das Schall-
feld nimmt die Form eines Quaders an. Beide Aussagen
treffen zu, je nachdem, ob man sich auf die Oberflédchen des
Zimmers bezieht, oder auf die Begrenzungen des Schall-
feldes, das sich im Zimmer ausgebreitet hat. In der Regel
wird von der Form des Zimmers gesprochen, das heift,
die Begrenzungsflichen sind formgebend fiir das Zimmer.
Das mag daran liegen, dass das Schallfeld ein Ereignis ist—
also von deutlich kiirzerer Dauer als die Wénde, die Decke
und der Fu3boden, die das Zimmer wiederum als ein Ding
kennzeichnen.

Oberflachen

Der Film Riume sind Hiillen, sind Haute'® dokumentiert die
Abhiutungsaktion der Zimmer der Obermiihle Winterthur
durch die Schweizer Kiinstlerin Heidi Bucher im Jahr 1981.
Die fiir ihr Gesamtwerk als zentral geltenden Abhautungen
sind Abdriicke von verlassenen, architektonischen Rdumen
und Interieurs des 19. Jahrhunderts. Die Haut, auf der die
Oberfldchen der Innenréume abgebildetwerden, ist][...] eine

15 Sommer 2002: 107

16 Dickreiter et al. 2014: 17

17 Dickreiter et al. 2014: 9
18 Dickreiter et al. 2014: 1

19 Bucher 2004
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diinne, bewegliche und halbtransparente Membran, die einen
exakten Negativabdruck des Raumes auf sich tragt.2° Bucher
legt feine Gazestoffe {iber die Boden, Winde, Tiiren, Ofen
und Fenster, auf denen sie anschlieBend eine Schicht aus
dickfliissigem Latex auftrigt. Die Latexschicht muss nach
ihrer Trocknung von Bucher und ihren Assistierenden unter
Kraftanstrengung abgel6stwerden — ein Akt, der die Riume
sinnbildhaft [...] von Ablagerungen und Staubschichten ver-
gangener Zeiten?' reinigt. Die Haut tragt nun die Spuren des
Gebrauchs und der Geschichte des Hauses.?? Bucher instal-
liert die so entstandenen Hautraume stehend, hingend oder
auch fliegend - wie in der Arbeit Fliegender Hautraum (Abb. 3),
an den Seilen eines Krans iiber der Obermiihle Winterthur,
dem Haus ihrer GroBeltern.

Abb. 3 Heidi Bucher: Fliegender Hautraum» (1981).

In der Folge stellt Heidi Bucher bis in die 1990er Jahre wei-
tere Hautrdume historischer Gebdude her, darunter die
der ehemaligen Nervenklinik Bellevue in Kreuzlingen am
Bodensee. Die filmische Dokumentation Bellevue Kreuzlin-
gen?? des Siidwest Rundfunks (SWR) zeigt die Abhdutungs-
aktion der Innenrdume, in denen [...] vier Generationen Psy-
chiatriegeschichte?* stattgefunden haben. Bucher fertigt hier
unter anderem den Hautraum eines ehemaligen Patienten-
zimmers an, den sie daraufhin im gro3en Saal der Kuranstalt
rekonstruiert. Im Filmbericht des SWR heif3t es dazu:

Raum im Raum. Die Haut innen oder auBBen, oder innen?
Haftend an ihr das an Wénde Gefliisterte, Gesprochene, Ge-
schriene.?5

20 Preisig 2011: 21

21 Preisig 2011: 21
22 Preisig 2011: 22

23 Bucher 2004

24 Bucher 2004

25 Bucher 2004
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Das genannte Zitat beschreibt zwei bemerkenswerte As-
pekte in der Arbeit Heidi Buchers. Der erste Aspekt betrifft
die Frage nach dem Innen oder dem Auf3en und der damit
verbundenen Zuordnung der gemeinsamen Grenze von
Zimmer und Haut. Im Sinne der Untersuchungen von Edgar
Rubin zur Wahrnehmung von Figur und Grund, handelt es
sich bei dieser Art von Grenze in gewisser Weise um eine
flachige Kontur, die in der Regel als dem Raum zugehorig
empfunden wird und die das Zimmer dementsprechend
formt. Wiahrend der Abhéutungen findet ein symbolischer
Transformationsprozess?® statt. Die Oberfliche des Raumes
iibertrégt sich auf eine diinne Latexschicht, die in der Folge
als die Oberfliche der Haut empfunden wird. Die emp-
fundenen Grenzen, die Oberflichen der Innenrdume, die
Abdriicke auf der Haut, sie wandeln sich; sie haben selbst
keine Tiefe, sondern lediglich eine Breite und eine Hoéhe.

Der zweite Aspekt betrifft jene Tiefe, die geometrisch
betrachtet keine ist. Das Gefliisterte, Gesprochene und
Geschriene sind in dem Sinne keine konservierten Ereig-
nisse, die in die Winde des Zimmers eingraviert sind wie
die Rille in eine Schallplatte. Das, was hier zwischen den
Oberflichen des Zimmers und der Haut zu finden ist, sind
Bedeutungsebenen, Sinnzusammenhénge und Geschichten,
die aufvergangene, fliichtige Ereignisse verweisen.

Konstruktion
Die Frage, ob nun ein Klang im Moment seiner Wiedergabe
die Form eines Zimmers annimmt, eriibrigt sich insofern,
dass es nicht das physikalisch beschriebene Schallfeld ist,
das als solches wahrgenommen wird. Was dagegen wahr-
genommen wird, ist ein Klangereignis, das durch die Wahr-
nehmung eines Schallereignisses bestimmt ist: Die sog.
Raumlichkeit einer Schallquelle ist nicht ihre tatséchliche
Ausdehnung, sondern die Empfindung, dass der Raum um die
Schallquelle mit Schall erfiillt ist.?” Das bedeutet, dass die von
einem Lautsprecher ausgehenden Schallwellen als ein klin-
gender Bereich um den Lautsprecher empfunden werden.
Die Réumlichkeit eines Klangereignisses ist demnach die
wahrgenommene Grof3e eines bestimmten Areals im Raum.
Ein weiterer riumlicher Eindruck, der sich beim Horen
einstellt, ist die Empfindung fiir die Gr68e des Zimmers, in
dem ein Klang vernommen wird. Das Volumen eines gro3en
Raumes wird beispielsweise anhand eines langen Nachhalls
erfahren, wihrend das Volumen eines kleinen Raumes durch
ausgeprigte Resonanzfrequenzen gehort werden kann.?®
Diese akustische Antwort des architektonischen Raumes auf
das Schallereignis 16st beim H6ren ein unmittelbares Emp-
finden fiir das Volumen des Raumes aus — weniger jedoch
fiir die Lage und die Geometrie seiner Begrenzungsfldchen.

26 Preisig 2011: 22

27 Dickreiter et al. 2014: 127

28 Vgl. Blesser und Salter 2007: 21
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Blesser und Salter stellen dem gegeniiber, dass beim Sehen
primér die Lénge, die Breite und die Hohe eines Raumes
wahrgenommen werden, woraus sich indirekt sein Volumen
ableiten ldsst. Begrenzungen werden also in erster Linie
visuell erlebt — das eigentliche Volumen ist in dem Sinne
nicht sichtbar. Beim Horen verhilt es sich genau umgekehrt:
We can not see volume, but we can hear it.2°

Konturen und Begrenzungsflichen sind geometrische
Strukturen, die primér in dervisuellen Wahrnehmung veran-
kert sind. Die Kognitionspsychologen David Olson und Ellen
Bialystok unterscheiden bei der kognitiven Verarbeitung von
wahrgenommenen riumlichen Strukturen zwischen dem
Perceptual Space und dem Conceptual Space. Der wahrge-
nommene Raum ist der Raum, der unwillkiirlich und auto-
matisch durch die Verarbeitung der Sinnesreize erfahren
wird. Dagegen ist der konzeptualisierte Raum eine mentale
Reprisentation des tatséchlichen Raumes, der durch ko-
gnitive Prozesse bewusst erfahren wird. Der Unterschied
liegt nun darin, dass eine mentale Représentation - also
die Vorstellung von Raum, bestimmte Teilaspekte einer
geometrischen Anordnung differenziert, die in der unmit-
telbaren Wahrnehmung als ein Ganzes erfahren werden.°
Olson und Bialystok argumentieren, dass die euklidische
Geometrie explizite Beschreibungen von den Strukturen
unserervisuell wahrgenommenen Umwelt liefert: dass zwei
Dreiecke dhnlich sind, wenn sie in zwei Winkeln {iberein-
stimmen, dass die Summe der Innenwinkel 180° betrégt,
oder dass zwei Dreiecke kongruent sind, wenn sie in zwei
Seiten und dem eingeschlossenen Winkel ibereinstimmen,
all das kann als mathematischer Ausdruck konzeptualisiert
werden. Andererseits stellt sich bei der Betrachtung zweier
Dreiecke auch eine unmittelbare Empfindung davon ein,
ob und in welchem MafR die Dreiecke sich dhneln: Euclid,
we suggest, worked out verbal proofs for relations that were
perceptible.>' Der konzeptualisierte Raum - so folgern Olson
und Bialystok, ist demnach bereits in der Wahrnehmung
impliziert.®? Kognitive Prozesse, die zur Vorstellung von
Raum - und insbesondere von geometrischen Strukturen
wie Konturen und Begrenzungsfldchen, beitragen, sind also
in erster Linie von der visuellen Wahrnehmung geprigt.

Der Medientheoretiker Gerhard Lischka diskutiert in
seinem Essay <Schnittstellen> die Wechselwirkungen zwi-
schen medialen R&umen und dem subjektiven Erleben,
das sich durch die Wahrnehmung einstellt. Er begreift das
menschliche Bewusstsein als eine Schnittstelle, die eine
strikte Trennung in Subjekt und Objekt aufzulésen scheint,
in der[...] Betrachter und Betrachtetes in einer innigen media-
len Inszenierung®® verschmelzen. Nach Lischka ist das sub-
jektive Raumerleben alles andere als ein passiver Vorgang,
stattdessen ist es eine Interaktion, die in jedem Moment

29 Blesser und Salter 2007: 21

30 Vgl. Olson und Bialystok 2009: 246

31 Olson und Bialystok 2009: 250

32 Vgl. Olson und Bialystok 2009:
249-250

33 Fuchs 1998
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stattfindet. Denn Raum erschlieBt sich durch das Beob-
achten, Durchschreiten oder Durchfahren und entfaltet sich
in der Zeit [...] diese wiederum dehnt oder verdichtet sich im
Raume.®* Raum und Zeit bedingen einander - sie konnen
nicht getrennt voneinander erfahren werden. Dabei ist die
Schnittstelle der erlebte Moment in Zeit und Raum.3°

Lischka unterscheidet vier Rdume der Wahrnehmung:
den tatsdchlichen Raum, den Denk-Raum, den Raum der
Trdume und Drogen, sowie den virtuellen Raum (Cyber-
space).®® Was bei Olson und Bialystok als Conceptual Space
beschrieben wird — die mentale Reprasentation oder Vor-
stellung von Raum und geometrischen Strukturen, findet
sich bei Lischka in der Bedeutung des Begriffs Denk-Raum
wieder.

So wie wir nicht nicht denken kénnen, kénnen wir uns Raum
als Nicht-Raum, als von Orten befreiten Raum nicht vorstellen.
Grenzenlos scheint er sich innerhalb seiner verwischten Kon-
turen auszudehnen, und dennoch werden wir uns diesen Nicht-
Raum als irgendeinen geometrischen Kérper suggerieren.3’

Denk-Rdume werden notwendigerweise erst durch die An-
wesenheit von Orten denkbar. Der Begriff Ort kann hier
ebenso durch Objekt, Ding oder Ereignis ersetzt werden.
Erst durch deren Anwesenheit konnen wir uns eine Vor-
stellung von den uns umgebenden Rdumen machen. Und
selbst die schiere Abwesenheit von Orten und Objekten
wiirde sich als ein form- und grenzenloses Etwas darstellen
-wie ein Hintergrund ohne Figur, der jedoch ohne jegliche
Begrenzungen wiederum nicht vorstellbar ist.

Jedem Versuch eine Raumwahrnehmung zu beschrei-
ben - sei es sprachlich oder schriftlich, liegt eine aktive
Denkstruktur zugrunde. Diese Denkstruktur basiert auf
dem subjektiv empfundenen Abbild des Raumes. Der Be-
griff Abbild verdeutlicht, dass diese Denkstruktur in erster
Linie durch die visuelle Wahrnehmung geprégt ist. Ins-
besondere Umrisse und Begrenzungen, die Flichen und
Ko6rpern Form verleihen, werden primér durch das Sehen
erlebt. Die Beschreibung einer Raumerfahrung wird sich
dementsprechend eher aus dem Vokabular des Sichtbaren
bedienen. Ein Umstand, der sich in der Verwendung von
kreuzmodalen Metaphern zur Beschreibung von Klang-
empfindungen duBert.>®

Wird ein Klang im Moment seiner Wiedergabe {iber
einen Lautsprecher in einem sonst leeren Zimmer gehért,
sowird ein klingender Bereich um den Lautsprecher wahr-
genommen. Aus der Perspektive einer zuhdrenden Person
wird der Klang also einen gewissen Bereich im Hérfeld
abdecken. Demzufolge gibt es noch einen zweiten Bereich
im Hoérfeld, der nicht durch den Klang besetzt ist.

34 Lischka1997: 125

35 Lischka 1997: 17

36 Vgl. Lischka 1997: 125

37 Lischka1997: 133

38 Vgl. Gorne, Kuldkepp und Troschka
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Ereignis
Die Begrenzungen von Kléngen und Gerduschen kénnen
anhand ihres zeitlichen Verlaufs erlebt werden. Der Mo-
mentdes Erklingens kennzeichnet den Anfang, der Moment
des Ausklingens ist das Ende. Anfang und Ende bilden die
Grenzen und bestimmen eine Dauer. So betrachtet wird ein
Klang in der Zeit geformt. Albert Bregman bezeichnet die
Summe aller hérbaren Merkmale, die ein Klangereignis in
der Wahrnehmung bilden, als Auditory Stream. Dieser erfiillt
die gleiche Funktion, wie der Begriff Objekt in dervisuellen
Wahrnehmung.*? Die Unterteilung in verschiedene Wahr-
nehmungsbereiche ist nach Bregman insofern sinnvoll, weil
es in der Welt, die wir bewohnen, tatséchlich verschiedene
physische Objekte und Ereignisse gibt.*°

Wenn sich die Klangfarbe, die Tonh6he, die Lautstirke
oder zu einem gewissen Grad auch der Ortim Raum abrupt
dndert, so treten Klangereignisse als diskrete Einheiten in
Erscheinung.*! Der Anfang eines Klanges wird dann zu
hoéren sein, wenn dessen Lautstirke von einem leiseren
zu einem lauteren Pegel iibergeht. Dagegen wird dessen
Ende durch eine Pegelabnahme gekennzeichnet sein. Ein
Klang kann niemals durch den Ubergang von einer gerin-
gen zu einer hohen Intensitit enden. Nach Bregman weist
die auditive Wahrnehmung hier eine Asymmetrie auf, die
in der visuellen Wahrnehmung so nicht zu finden ist. Ein
violetter Punkt vor einem weifen Hintergrund wird durch
den Ubergang von einer niedrigen zu einer héheren Hel-
ligkeit begrenzt — der Ubergang von violett zu wei3 stellt
demnach einen Helligkeitsanstieg dar. Umkehrt wird ein
weiBer Punktvor einem violetten Hintergrund durch einen
Helligkeitsabfall eingegrenzt. Bregman schlie3t daraus, dass
Klangereignisse als transparent verstanden werden kdnnen,
denn ein leiser, naher Klang wird kein lauteres, entferntes
Geriusch in der Wahrnehmung verdecken.*?

Nichtsdestotrotz beschreibt Bregman eine denkbare
Situation, in der rdumliche Begrenzungen von Klangereig-
nissen erfahren werden kénnen. Eine Sequenz aus sich
wiederholenden Kléngen an unterschiedlichen Orten im
Raum wird Zuhorende dazu veranlassen, die vernomme-
nen Klidnge auf eine gemeinsame Quelle zuriickzufiihren.
Dadurch wird die réumliche Abfolge der einzelnen Klédnge
in Beziehung zueinander gesetzt und die Sequenz bildet ein
Muster. Dieses Muster ist eine mentale Reprisentation —
eine Konzeptualisierung des Gehorten, in der geometrische
Strukturen und Begrenzungen erlebt werden kénnen.*® Be-
merkenswert daran ist, dass diese rdumlichen Sequenzen
umso differenzierter wahrgenommen werden, je abrupter
die einzelnen Klénge beginnen und enden. Das bedeutet, je
deutlicher sich die Begrenzungen im Zeitverlauf gestalten,

39 Vgl. Bregman 1990: 11

40

4

42 Vgl. Bregman 1990: 469

43 Vgl. Bregman 1990: 469

Vgl. Bregman 1990: 13

Vgl. Bregman 1990: 469
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desto klarer tritt das Muster hervor. Das wiederum kommt
einer Erh6hung des Kontrasts im Visuellen gleich.

Der im Jahr 2021 verstorbene Komponist und Klang-
forscher Raymond Murray Schafer prégte in seinem erst-
mals 1977 erschienen Buch <The Tuning of the World> den
Begriff der Soundscape. Eine Soundscape beschreibt die
akustische Umwelt des Menschen, die sowohl natiirliche
Klanglandschaft, aber auch lirmende GrofBstadt sein kann
- sie beinhaltet die Gesamtheit aller spezifischen Klidnge
und Gerdusche eines Ortes. Nach Schafer ist eine Sound-
scape grundsitzlich durch drei unmittelbar vernehmliche
Motive gekennzeichnet, die er in [...] Grundlaut (Keynote
Sound), Signal und Lautmarke (Soundmark)*# unterteilt. Der
Grundlaut einer Landschaft ist bestimmt durch geografi-
sche und klimatische Faktoren, die sowohl Einfluss auf die
Elemente Wind und Wasser haben als auch auf die hérbare
Tier- und Pflanzenwelt.*® Der Grundlaut einer Soundscape
entspricht wesentlich dem akustischen Hintergrund einer
Umgebung und wird hdufig nur unbewusst wahrgenommen.
Im Gegensatz dazu handelt es sich bei den Signalen um
Vordergrundgerdusche, die bewusst gehdrt werden; hierzu
zéhlen akustische Warnsignale wie zum Beispiel Sirenen.*®
Schafer stellt fest, dass die Wahrnehmung von Figur und
Grund ihre auditive Entsprechung im bewussten Héren
eines Klangereignisses hat: Jedem Klang oder Geriusch
kann man bewusst zuhdren, und so kann alles zur Figur be-
ziehungsweise zum Signal werden.*’

Schafer unterscheidet zwischen HiFi und LoFi Sound-
scapes, anhand derer er die Qualitit einer Klangumgebung
bemisst. Eine HiFi Soundscape zeichnet sich durch einen
hohen Dynamikumfang aus - der Grundlaut ist hier also
wesentlich leiser als das Signal. Zugleich erméglicht eine
HiFi Soundscape das Horen in die Ferne, weil Gerdusche
hier selbst iiber gro3e Distanzen hinweg noch vernommen
werden kénnen. Schafer spricht aus diesem Grund von
einer akustischen Perspektive, die vor allem in ldndlichen
Gebieten erfahren werden kann. Dagegen verlieren LoFi
Soundscapes, wie die lirmende Klangkulisse einer Grof3-
stadt zur Hauptverkehrszeit, jegliche akustische Perspektive
und die schiere Menge an lauten, sich gegenseitig iiber-
lagernden Geriduschen verhindert das Horen in die Ferne.
Hier zeichnet sich eine weitere Form einer subjektiv emp-
fundenen, hérbaren Begrenzung ab: es handelt sich um den
akustischen Horizont, der durch die Entfernung zwischen
dem Zuhé6renden und der Schallquelle, die gerade noch als
Klangereignis wahrgenommen werden kann, charakterisiert
ist.*® Es ist der subjektive Eindruck von Weite, der sich in
einer Klangumgebung einstellt.

Die wahrgenommene Grof3e eines Klangereignisses
diskutieren Barry Blesser und Linda-Ruth Salter in <Spaces

44 Schafer 2010: 45

45 Vgl. Schafer 2010: 45-46

46 Neben Grundlaut und Signal beinhaltet
die Lautmarke Klédnge und Geréausche

einer Gemeinschaft, die einzigartig sind und

die Identitét einer Gemeinschaft préagen.
Vgl. Schafer 2010: 46

47 Schafer 2010: 46

48 Vgl. Blesser und Salter 2007: 22
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Speak, Are You Listening?> anhand der sogenannte Aural
Architecture. Sie untersuchen die spezifischen Phinomene
des Horraums, sowie die Rdumlichkeit als ein Parameter in
der Gestaltung von technisch reproduzierten Kldngen: [...]
aural architecture includes the creation of spatial experien-
ces where a physical space does not actually exist, so-called
virtual, phantom, or illusory space.*®

Angenommen, es gibe eine horbare Kontur, die das
Areal eines Klangereignisses umrandet, so wire es ziel-
fihrend, zunéchst einen Bereich zu definieren, in dem diese
Umrandung - das heiBt, der Ubergang vom Klang zum Hin-
tergrund, auftreten miisste. Nach Blesser und Salter sind
die beiden Extreme dieses Bereichs durch die Localized
und Diffused Sonic Events bestimmt.5° Schallwellen eines
Localized Sonic Events breiten sich kugelf6rmig um ihren
Ursprung aus. In der Wahrnehmung stellt sich dann ein
Empfinden fiir die Richtung, die Gr6Be und die Entfernung
zur Quelle ein. Uber groBe Distanzen hinweg erscheint
jede Schallquelle, als wiirde sie von einem Punktim Raum
ausgehen.®' Im Gegensatz dazu ist ein Diffused Sonic Event
dadurch gekennzeichnet, dass mehrere, dhnlich klingende
Schallquellen an unterschiedlichen Positionen im Raum
verteilt sind. Das kann zum Beispiel durch umhiillende
Lautsprecheranordnungen erreicht werden, entsteht aber
auch durch Schallreflexionen, die ein diffuses Schallfeld
im Raum bilden. Das diffuse Schallfeld wird demzufolge
als ein grenzenloser, umhiillender Bereich ohne eine be-
stimmte Richtung erlebt.?? Der Ubergang zwischen einem
Klang und seinem Hintergrund muss demnach irgendwo
zwischen diesen beiden Extremen liegen: zwischen einem
wahrgenommenen, klingenden Punkt und einer vollstén-
digen, auditiven Umhiillung.

In der Tonstudiotechnik wird die wahrgenommene
Breite eines Schallereignisses als Apparent Source Width
bezeichnet. Bei der stereophonen Wiedergabe eines Tonsi-
gnalswird das empfundene Klangereignis als [...] eine punki-
féormige Phantomschallquelle zwischen den Lautsprechern®®
wahrgenommen, wenn die Signale des linken und rechten
Kanals identisch sind. Weisen die Tonsignale gewisse Dif-
ferenzen auf, so spricht man von einer Dekorrelation der
Signale. Das bedeutet, dass sie zwar noch iiber denselben
Klangcharakter verfiigen, aber technisch betrachtet nicht
mehr identisch sind. Dekorrelation kommt zum Beispiel in
Stereo-Hallgerdten zum Einsatz. Dabei weist das erzeugte
Hallsignal gewisse Un#hnlichkeiten zwischen dem linken
und dem rechten Kanal auf. In der Folge vergréBert sich
die Phantomschallquelle in der Wahrnehmung zu einem
flichigen Gebilde.>* Auch wenn sich anhand der Apparent
Source Width keine direkten Aussagen iiber die Kontur eines
Klanges treffen lassen, so ist es doch umso bemerkenswer-

49 Blesser und Salter 2007: 6

50 Vgl. Blesser und Salter 2007: 152-153

51 Vgl. Blesser und Salter 2007: 153

52 Vgl. Blesser und Salter 2007: 152

53 Gorne 2017: 169

54 Vgl. Gérne 2017: 169
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ter, dass hier eine scheinbare Form hdrbarwird. Der erlebte
Klang wird zwar breiter, je unéhnlicher zwei Signale sind,
aber nicht héher. Das bedeutet, was hier als flichiges Gebilde
wahrgenommen wird, nimmt — statt einer punktférmigen
Phantomschallquelle, vielmehr die Form eines Ovals an.

Blesser und Salter merken an, dass die Technologien,
die zur Produktion einer Aural Architecture zur Verfiigung
stehen, nicht allein dem Zweck dienen, Abbilder realer
Horrdume zu gestalten. Vielmehr ist jede auditive Raum-
erfahrung als real zu bezeichnen. Und so ist es unerheblich,
ob sie sich als ein Resultat des tatséchlichen Raumes dar-
stellt, oder im Widerspruch dazu steht.

Artistic space never represented itself as being real space;
itis only the experience of space that is real; and achieving artis-
tic impact often requires spatial contradictions.®

Horrdume konnen ohne den physischen Raum existieren.
Fiir klangkiinstlerische Unternehmungen bedeutet das, den
realen Raum zu tiberwinden und Hérrdume zu erschaffen,
die physikalisch unméglich wiren.5¢

Vielleicht wird es interessanter, wenn
wir dahin horen, wo nichts klingt

Zu Beginn meiner Untersuchungen zur Wahrnehmung von
virtuell-rdumlichen Klangszenen im Graduiertenkolleg Ki-
netics in Sound & Space (KiSS) vermutete ich, dass sich be-
stimmte Gestaltungsprinzipien fiir den auditiven Raum aus
den visuellen Gestaltfaktoren ableiten lie3en. Kldnge und
Gerdusche rdumlich zu organisieren, heif3t grundsétzlich,
Felder unterschiedlicher Klangeigenschaften anzuordnen,
zu bewegen und in Beziehung zueinander zu setzen. Da ist
die Vorstellung nicht weit, dass diese Felder Eigenschaften
von Objekten haben, da sie geometrische Strukturen bilden
kénnen. Das beinhaltet, dass sie rdumlich unterscheid-
bar und voneinander abgegrenzt sind.5” Diese Vorstellung
veranlasste mich zu einer Horiibung: dem sogenannten
Konturen-Héren. Dabei geht es darum, sich in alltdglichen
Hoérumgebungen liber Vorder- und Hintergrundgeréusche
bewusst zu werden und sich abwechselnd auf diese beiden
Motive zu konzentrieren. Dadurch wird die Aufmerksamkeit
bestenfalls auf die Grenze zwischen Vorder- und Hinter-
grund gelenkt. Zum Beispiel besetzt das Gerdusch einer ein-
fahrenden S-Bahn einen bestimmten Bereich im Hérraum
und istumgeben vom Hall und den Hintergrundgeréuschen
der Bahnhofshalle. Beim Konturen-Héren achtete ich nun
im stdndigen Wechsel auf das Klangereignis des Zuges und
auf den akustischen Hintergrund der Bahnhofshalle, um
den Ubergangsbereich zwischen beiden festzustellen — mit

55 Blesser und Salter 2007: 161

56 Vgl. Blesser und Salter 2007: 163-166

Audio durch die entsprechenden graphi-

schen Benutzeroberflachen ebenso
suggeriert wird. Vgl. Troschka et al. 2021

57 Was bei der Produktion von Spatial

méBigem Erfolg. Dennoch lie3 mich der Gedanke nicht
los, denn in irgendeiner Weise muss sich dieser Ubergang
gestalten.

In dem Stiick «Vielleicht wird es interessanter, wenn wir
dahin horen, wo nichts klingt> setze ich mich mit der Idee
von einer horbaren Konturin einer Raum-Klangkomposition
auseinander. Mittels einer Uhr, einer elektrischen Gitarre
und einem Hall Plug-in werden unterschiedliche Qualititen
der Uberginge vom Klang zum Nicht-Klang - beziehungs-
weise von der Figur zum Grund, gegeniibergestellt. Das
Stiick wird durch eine quadrophonische Lautsprecheran-
ordnung rdumlich erfahrbar gemacht. Grundsétzlich wende
ich dabei das Prinzip des Konturen-Horens an. Das Ticken
einer Uhr und der durch das Ticken hervorgerufene Hall
werden als zwei getrennte Signale digital verarbeitet und
iiber vier Lautsprecher im Raum ausgegeben. Die beiden
Signale tauschen dabei sukzessive ihre Positionen im Raum.
Im Sinne einer multistabilen Wahrnehmung von Kippbildern
werden hier also Figur (Ticken) und Grund (Hall) permanent
getauscht. Dabei muss hinzugefligt werden, dass diese Art
der horbaren Mehrfachstabilitdt durch das Stiick gelenkt
wird. Das heif3t, die Strategie des Konturen-Hérens wird
den Zuhorenden hier prisentiert.

In Abbildung 4 sind vier moégliche Zustinde der rium-
lichen Sequenz dargestellt. Von Sekunde zu Sekunde wird
das Ticken der Uhr durch mindestens einen der vier Laut-
sprecher verstirkt. Gleichzeitig wird durch alle iibrigen
Lautsprecher das Hallsignal wiedergegeben. Immer da, wo
das Ticken zu hoéren ist, wird kein Hall zu héren sein und
umgekehrt. Die stetige Neuanordnung der beiden Signale
basiert auf einem Zufallsprozess, der die riumliche Sequenz
bestimmt. Die einzelnen Zustéinde der Sequenz sind alle
Raumanordnungen, die bei der Verteilung zweier Signale
auf vier Lautsprecher méglich sind. Unter der Bedingung,
dass jeder Lautsprecher jederzeit mit einem der beiden
Signale versorgt wird, ergeben sich daraus 15 verschiedene
Zustdnde. Mitjeder Sekunde, die in dem Stiick verstreicht,
wechselt die rdumliche Anordnung in einen der 15 Zustédnde.
Betrachtet man das Ticken der Uhr als Vordergrundgeréusch
und den Hall als dessen akustischen Hintergrund, so werden
Figur und Grund permanent getauscht.

Waihrend der Vorbereitungen zu dem Stiick im Sommer
2020 besuchte ich eine Ausstellung im Hamburger Bahn-
hof.5® Das Museum zeigt die seit 2010 dauerhaftinstallier-
te und begehbare Skulptur <Room with my Soul left out,
Room that does not care> (1984/2010) von Bruce Naumann.
Die Arbeit besteht aus drei dunklen Korridoren, die wie die
drei Raumachsen eines Koordinatensystems senkrecht zu-
einander ausgerichtet sind und iiber einen gemeinsamen
Schnittpunktverfiigen. Lampen in den Géngen tauchen den
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Abb. 4 Sekiindliche Richtungswechsel: Tick (violett), Hall (griin).

Innenraum der Skulptur in ein diffuses, oranges Licht. Im
Zentrum der Skulptur wird der Blick entlang der streng
geometrischen Anordnung der Korridore gelenkt, dabei
ermoglicht ein Metallgitter im Boden die Sicht nach unten.
Die Skulptur verweist auf das Konzept des geometrischen
Raumes. Ein Raum, der auBBerhalb der Wahrnehmung zu
existieren scheint und die Betrachtenden auf beklemmen-
de Weise ausklammert. In Naumanns diisteren Inszenierung
von Raum geht es um [...] die Erfahrung einer extremen,
existentiellen Verlassenheit, die er wie in einer Art Versuchs-
anordnung hervorzurufen sucht.5°

Das Hall Plug-in, das in <Vielleicht wird es interessan-
ter, wenn wir dahin horen, wo nichts klingt> eine ebenso
zentrale Rolle spielt wie die Uhr und die Gitarre, ist dem-
entsprechend mit Spielanweisungen in der graphischen
Partitur vermerkt.(Abb- 5) Hall ist der horbare Raum. Die
Abstraktion von Raum, wie sie auf eindrucksvolle und be-
unruhigende Weise in der Skulptur von Naumann erfahren
werden kann, dient als Vorbild fiir die Verwendung des Halls
im Stilick. Doch wie gestaltet sich ein horbarer Raum, der
gerade dadurch charakterisiert ist, dass er auB3erhalb der
menschlichen Wahrnehmung zu existieren scheint? Der
Hall, der im Stiick zu héren ist, bildet einen Raum ab, der
sich kontinuierlich wandelt. Der Raum dehnt sich aus, um
im néchsten Moment wieder zu schrumpfen, er suggeriert
Weite oder auch Enge, klingt mal transparent und offen und
dannwieder dumpfund beklemmend. Aufgrund dieser kon-
tinuierlichen Verdnderungen entfaltet der Raum ein eigen-
tlimliches Wesen, das ihn als ein unabhéngiges Etwas wirken

59 Staatliche Museen Berlin 2010
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lésst. Die technische Umsetzung dieser Transformationen
geschieht anhand der Spielanweisungen, die die Einstel-
lungen der Parameter GréBe und Intensitét, sowie die zu
verwendenden Presets im Hall Plug-in skizzieren.

Die wesenhafte Erscheinung des Raumes wirft dabei
die Frage auf, welches akustische Signal den Raum zum
Klingen anregen soll. Denn der akustische Raum existiert
nicht aus sich selbst heraus - erst eine Schallquelle 1dsst
ihn erfahrbarwerden. Auf den ersten Blick ldsst eine derart
drastische Raumvorstellung, wie sie in Naumanns Werk zum
Ausdruck kommt, jedes Gerdusch, das ihn anregt, als banal
erscheinen. Und dennoch setzt der akustische Raum eine
Schallquelle voraus. Ausgehend von diesen Uberlegungen
entschied ich mich fiir das Geréusch einer tickenden Uhr.
Denn ebenso wie der Hérraum erst durch die Anwesenheit
von Kldngen und Gerduschen erlebt wird, kann Raum nur
durch die Zeit erfahren werden. Das Ticken der Uhr steht
demnach symbolisch fiir das Vergehen der Zeit. In diesem
Sinne entfaltet sich der Raum durch die Zeit.

Die sekiindlichen Richtungswechsel, die durch die vier
Lautsprecher um das Publikum hérbar werden, grenzen das
Direktsignal der Uhr und das Hallsignal rdumlich klar von-
einander ab. Hinzu kommt, dass das Ticken der Uhr aus
kurzen, breitbandigen Impulsen besteht, die prézise im

Abb. 5 Seite 1 der graphischen Partitur.
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Abb. 6 Urauffithrung: Blurred Edges 2020 im Kiinstlerhaus Faktor.

Raum lokalisierbar sind — was dazu fiihrt, dass sich das
Ticken deutlich vom Hall im Hintergrund abhebt. Das Ti-
cken der Uhr - ein zunéchst offensichtliches Vordergrund-
gerdusch, sowie das Eigenleben des Raumes und die per-
manenten Richtungswechsel beider Ereignisse, all das zielt
darauf ab, dass sich die Aufmerksamkeit der Zuhdrenden
im stetigen Wechsel auf das Ticken oder auf den Hall ver-
schiebt. Es bewirkt ein Springen der Wahrnehmung zwi-
schen Vorder- und Hintergrundgeréusch und &hnelt somit
dem Phinomen der Mehrfachstabilitit bei der Betrachtung
eines Kippbildes.

Die elektrische Gitarre befindet sich als drittes ver-
nehmbares Motivin diesem Versuchsaufbau aus hérbarem
Raum und tickender Uhr. Im Gegensatz zu den zuvor be-
schriebenen, abrupten Richtungswechseln wird das Signal
der Gitarre allm#hlich im Raum zwischen den vier Lautspre-
chern bewegt. Dabei stellt sich auch hier eine der Uhr und
dem Hall entsprechende Verteilung von Direktsignal und
Hallsignal ein. Das heif3t, iberall da, wo die Gitarre klingt,
wird nichtihr Hall zu héren sein und umgekehrt. Die Uber-
ginge zwischen den empfundenen Richtungen sind dabei
jedoch flieBend. Unterschiedliche Spieltechniken, die mit
Schligeln, einem E-Bow und einer elektrischen Zahnbiirste
ausgefiihrt werden, machen die Gitarre zu einer Akteurin
zwischen Raum und Zeit: sie imitiert die Uhr, sie kommt aus
dem Takt, sie verwischt die Konturen. Sie pendelt wesen-
haft- mal schnell, mal langsam, zwischen einem rdumlichen
Phinomen und einem Ereignis in der Zeit hin und her.%°

In der Arbeit «<Vielleicht wird es interessanter, wenn wir
dahin héren, wo nichts klingt> untersuche ich die rdumli-
che Wirkung von unterschiedlichen Klangmaterialien, die
aus einer Uhr, einer elektrischen Gitarre und einem Hall
Plug-in hervorgehen. Die Fragen, die mich dabei beschéf-
tigen, lauten: Wieviel Raum nimmt ein Klang ein? Welchen

60 Die Urauffiihrung von «Vielleicht wird
es interessanter, wenn wir dahin héren,

wo nichts klingt> fand am 22. Oktober 2020
im Rahmen des Konzertes Biiro fiir pro-

blematische Komposition zum Blurred Edges

- Festival fiir experimentelle Musik im
Kiinstlerhaus Faktor in Hamburg statt
(Abb. 6). Ausfiihrende: Michael Schréder
(Gitarre), Janina Luckow (Live Video)
und Stefan Troschka (Klangregie).
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Bereich besetzt ein Gerdusch im Horfeld? Und inwieweit
kann ein Klangereignis rdumlich abgegrenzt sein? Die Frage
nach der Kontur irritiert, denn der Ubergang vom Klang
zum Nicht-Klang scheint zu verschwimmen - er ist nicht
greifbar. Und eben diese Unbestimmtheit ist es, die mich
zu einer kiinstlerischen Auseinandersetzung mit diesem
Phinomen veranlasst hat.

«Vielleicht wird es interessanter, wenn wir dahin héren,

wo nichts klingt> als binaurale Version fiir die Wiedergabe
mit Kopfhorern. Die Aufnahme entstand anlésslich eines
Radio-Konzerts mit Raum-Klangkompositionen von Gerriet K.
Sharma und Stefan Troschka am 20. November 2020 im
Immersive Audio Lab der HAW Hamburg.
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Sound as Things in Space

Thomas Gorne

The Constructed Reality

The physical phenomenon of sound is a disturbance of the at-
mospheric pressure in air, typically caused by a vibrating physical
object (such as the soundboard of a musical instrument) or two
interacting objects (such as a rock falling to the ground), by a
vibrating air stream (such as a voice) or an electrical discharge
(such as lightning), propagating in the air at a speed of about
330...350 m/s and completely pervading space in form of a
wavefield.

This, however, is not what we hear.

Instead, we hear the hypothesis of our perception about the
source or origin of the sound, categorised and externalised as a
thing, an auditory object, as a bounded physical entity in space,
in stark contrast to the actual physical phenomenon.! Bizley and
Cohen define the auditory object as the computational result
of the auditory system’s ability to detect, extract, segregate
and group the spectrotemporal regularities in the acoustic
environment into stable perceptual units, thus being a per-
ceptual construct, corresponding to the sound [...] that can
be assigned to a particular source (Bizley & Cohen 2013: 693).

Figures 1and 2 show the sound pressure on the eardrums —
which is, in its essence, similar to the vibrational pattern of the
respective eardrum and thus forms the raw data of audition —
in different acoustical environments.

Heidegger writes: Much closer to us than all sensations
are the things themselves. We hear the door shut in the
house and never hear acoustic sensations or even mere
noises. (Heidegger 1960: 18). Don Ihde states in his <Phenome-
nologies of Sound>: Sounds are «first> experienced as sounds
of things. (Ihde 2007: 60)

In the terminology of composers and Musique Concréte
pioneers Pierre Schaeffer and Michel Chion this common way of
hearing is causal listening (Schaeffer 1974, Chion 1990). Our first
and most important question to the world is: What is this?. The
second question is: What does this mean/how does this affect
me? and refers to semantic listening according to Schaeffer
and Chion, i.e., to the recognition of a possible communicative
content of an acoustic sign, or the apparent meaning of a sound
symbol such as thunder, water, or certain animal sounds.

1 Ofcourse, the boundary of the audi-
tory object is imaginary (cf. Troschka:
Vielleicht wird es interessanter, wenn wir
dahin horen, wo nichts klingt, in this
volume). Lakoff & Johnson state: <we per-
ceive various things in the natural world
as entities, often project boundaries and
surfaces on them where no clear-cut
boundaries or surfaces exist naturally.
Thus we can conceive of a fogbank as an
entity that can be over the bay[...] and in
front of the mountain» (Lakoff & Johnson
2003:161-162)
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Our auditory world is populated by things that are more or less
meaningful.

The thingness of perceived sound and the perceptual de-
construction of complex acoustic wavefields into three-dimen-
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Fig.1 Sound pressure on the eardrums
(above: left ear, below: right ear), recorded
with probe microphones in the ears of the
person to the right, sequence of 1/3 second.
In the depicted snippet - the word «quick>
spoken by the person to the left - the voice
is clearly audible as a distinct auditory
object, close in front within a quiet and very
remarkable reflective/resonant acoustical
environment.
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Fig. 2 Sound pressure on the eardrums
(above: left ear, below: right ear), recorded
with probe microphones in the ears of the
person in the foreground, sequence of 1/3
second. Within the depicted snippet at
least three distinct auditory objects (voices)
in different directions and distances before a
complex and noisy background are audible.
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sional scenes of bounded objects appear to be very natural, as
virtually every sound ever heard in the history of humankind
until the late 19th century, until the widespread introduction of
technical sound reproduction, was created by its original source,
be it a human or animal voice, the movement and interaction
of physical objects, or nature’s phenomena. So the perception
of sound as three-dimensional scenes of auditory objects is
- or at least was until the end of the 19th century - a reliable
grounding for dealing with the necessity of orienting oneself in
and interacting with a complex environment. Perception follows
evolutionary logic.

Of course, the thingness of sound seems not to be specifi-
cally exceptional or remarkable as long as the sound is emitted
by the proper physical object. But even when the sound is
detached from its original source by means of recording and
playback via loudspeakers — acousmatic in the terminology of
sonic arts — we still perceive a physical entity in space which is
of course not the loudspeaker. If one, for instance, records the
sound of a voice and plays it back via one or many loudspeakers,
we would never hear one or many loudspeakers, but instead
a voice, probably degraded or distorted due to the technical
process, but still a voice. We do not hear the telephone, we very
intimately hear the voice of the person we are talking with. In
the movie theatre we do not hear the front array of three large
loudspeakers behind the screen and a number of surround
loudspeakers on the side and rear walls, but voices, footsteps,
falling rocks, spaceships, music, and in case of multi-channel
playback we might even hear them at locations where no loud-
speaker is located.

And audio technology not only introduced the acousmatic
sound, it also initiated the artificial sonic object. Perhaps the
greatest difference between sonic and visual arts is that the ab-
straction of the visual object in the image goes back to the birth
of the species Homo sapiens and even further, as evidenced by
Stone Age wall paintings and statuettes or idols, while sound
was always referencing the .

Consequently, when in ancient cultures the auditory ob-
ject could not be categorised according to knowledge and
experience of daily life, the sound was very likely considered
a supernatural phenomenon, an expression of the presence of
ghosts, gods or demons? - an interpretation that still echoes in
modern industrial cultures, as we know not least from current
sound design practices.

Spatio-visual and haptic
properties of the auditory object

The thingness of the auditory object is reflected in the way we
think and talk about sound. As with smell and taste, we have
little generic terminology to describe the perception of sound.
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Instead, in addition to references to the physical world and
comparisons with familiar sounds ( ), and of
course in addition to onomatopoeia, we use metaphors, call-
ing a sound bright or dark, warm, sharp, sweet, or heavy. Most
notably we ascribe the auditory object spatio-visual and haptic
properties referring to size (thick, thin, small, large, huge, ...),
surface structure (rough, smooth, edgy), and spatial height
(high, low). We not only perceive sound as bounded physical
entities in space, but even as physical entities with distinct
metaphoric properties like brightness, size, or diameter, with
a distinct shape and surface structure, and of course with a
metaphoric vertical position in space. Carl Stumpf noted in his
<Tonpsychologie> (1883):
(Stumpf 1883: 189).

These spatio-visual and haptic metaphors of hearing fol-
low the crossmodal correspondences of perception, neural
connections between the sensory modalities, either innate or
established through infant learning when the child experiences
their physical environment (Spence 2011). Consistent linguistic
metaphors can be found across cultures to denote sensations
evoked primarily by the frequency (in case of tonal stimuli) or
spectral balance (in case of noise-like stimuli) of the acoustic
event: A sound with dominant high frequencies is typically per-
ceived and described as small, bright, edgy or sharp, and high.
A sound with dominant low frequencies is typically perceived as
large or thick, round, dark, and low. Furthermore, the perceived
size of the auditory object also corresponds to the intensity of
the acoustic event: the more intense, the larger.

It is known that the height metaphor interferes with the
actual localisation of the auditory object: A high pitched sound
can lead to a localisation above the actual physical source, alow
pitched sound to a localisation below the actual source (

or , Pratt 1930, Roffler & Butler 1968).
The perceptual correspondences of pitch and spatial height
as well as of pitch and size or thickness are already found in
prelinguistic infants and can thus be considered to be effective
across cultures (Dolscheid et al. 2014, Walker et al. 2018).

Of course, in different languages different linguistic met-
aphors are used to denote specifically the musical pitch. Be-
sides the widespread height metaphor, common in numerous
languages including Arabic, Hebrew, Welsh, Latvian, Estonian,
Czech, Armenian, Burmese, Nepalese, Japanese, Indonesian
(Gorne, Kuldkepp & Troschka 2021), some languages use thick-
ness (Shayan, Ozturk & Sicoli 2011) or size (Merriam 1964: 96-97,
118, Stone 1981), a few use brightness (Gorne, Kuldkepp & Tro-
schka 2021) and of course there is the sharp-heavy metaphorin
the Romance languages (agudo-grave/acuto-grave/aigu-grave).
But all these terms are congruent crossmodal metaphors,
as they all follow the known crossmodal correspondences of
perception. The desire for a bass drum is understood in
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the German or British recording studio, although the pitch of
the drum would there be properly described by its height. The
spatio-visual and haptic properties of the auditory object are
understood cross-culturally.

Auditory spaces
The perception of sound as an object is necessarily connected
with the perception of space, as the object occupies a part of
space. The object’s boundary separates it from the surrounding
space: if the object is A, then the surrounding space is
. Moreover, following Aristotle’s statement that

3, its boundary
separates the object from other objects.*

Thus space can be thought of in two fundamentally different
ways: as constituted by objects and their positions in relation
to the observer, or as the , constituted by the dis-
tances between boundaries (Gilinzel 2017: 52-53). Accordingly,
aural space is experienced in two fundamentally different ways.
On the one hand, auditory objects explicitly span a three-di-
mensional space through their perceived size, their direction
relative to the listener, and their distance from the listener. On
the other hand, reflections from acoustic boundaries like walls
or surfaces of large rigid physical objects create the sensation
of being immersed in space, in the . This
implicit sensation of space can be understood as the aural
manifestation of its boundaries (Blesser & Salter 2007: 2)°.
In acousmatic music and sonic arts both are subject to the
creative process: the former by means of signal distribution to
multiple loudspeakers spread throughout a performance space,
the latter by means of artificial reflections and reverberation,
creating virtual in-between spaces.

Both the explicit auditory space, constituted by the positions
of the auditory objects relative to the listener and to each other
as well as by their spatial trajectories, and the implicit auditory
space, given by the virtual <in-betweens spaces and, of course,
the actual performance space, are essential means of expres-
sion of a spatial sound design.

Besides the two representations of the physical space,
sound can evoke metaphorical or (Voit 2014) spaces
due to the spatio-visual crossmodal connections. According to
the height metaphor of pitch, we conceptualise musical intervals
as spatial relations and pitch changes as upwards or downwards
directed spatial movements®. Gernot Bhme explicates the
emotional impact of what he calls , the meta-
phorical vertical space that is , hamely

7 (Bshme 2017: 266).
Besides the inherent crossmodal spatiality of intervals and
melodies, complex temporal sound structures may likewise
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evoke the notion of space, as we are metaphorising time as
space:

The quote from Thornton Wilder’s novel <The Eighth Day» (1967)
is remarkably consistent with findings in cognitive psychology
about the perception of time. When we think of temporal pro-
cesses we typically metaphorise time as a plane extending in
front of and behind us, with events as objects along the way,
and either we move through this time-landscape or we stand
still and the time-landscape passes us by (Tversky 2019).

While the metaphorical vertical distances and upwards and
downwards directed movements of the sounds can be under-
stood as explicit metaphorical space - the interval is constituted
by two specific sounds, one being higher than the other — the
spatial sensation generated by the rhythmic structure can be
understood as implicit metaphorical space, since the rhythm
is constituted by the temporal spacing between the sounds,
independent of the properties of the auditory objects.

The combination of large variations in pitch or large melodic
movements with spacious rhythmic structures can evoke the
notion of vast spaces. An example of a composition that uses
these metaphoric spaces very effectively is the second move-
ment Silentium of Arvo Part’s <Tabula Rasas (1977).

The orientation of these perceived physical and metaphor-
ical spatial relations and movements as well as the dimensions
of the virtual, real, and metaphorical in-between spaces are by
no means unimportant: Although the mathematical conception
of space is that of a uniform and homogeneous continuum, we
experience the space surrounding us as structured along three
very different body-related principal axes, namely up-down,
front-back, and left-right.

The vertical axis is particularly significant. Barbara Tver-
sky points out:

(Tversky 2019:
63) She identifies top-down as our most salient axis, followed
by front-back and left-right as the least salient axis. Provided
we are standing upright and the head-foot axis is aligned with
gravity, we recognise and remember objects above and below
the fastest, followed by front-back, with left-right being slow-
est and possibly confusing due to the lateral symmetry of the
body? (Tversky 2019: 62-63). Furthermore, Olson and Bialystok
report experiments with the recognition of oblique spatial ob-
ject configurations and find that this is even slower than the
recognition of all orientations aligned with the body-related prin-
cipal axes, since oblique structures are apparently cognitively
conceptualised in several steps, such as <eft and up> (Olson &
Bialystok 2009: 182ff, 205ff). Arnheim discusses the meanings
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of spatial orientation with respect to the vertical axis in visual
art extensively (Arnheim 1965: 68-70, 88-90).

The specific importance of the vertical axis is reflected in con-
ceptual spatial metaphors of the mind, like

* happy is up; sad is down,

° conscious is up; unconscious is down,

¢ health and life are up; sickness and death are down,

* having control or force is up; being subject to control or

force is down,

* good is up; bad is down,

* rational is up; emotional is down
(all definitions after Lakoff & Johnson 2003: 14ff).

The physical basis for these conceptual metaphors is quite
obvious, for the posture of the body resembles the mood or
emotional state of a person as well as health or illness (Lakoff
& Johnson 1980). Casasanto and Bottini further explicate the
role of embodiment in perception and experience, pointing out:
Across cultures, people spontaneously elevate the chest or
raise the arms above the head to express pride, and hang
the head or slump the shoulders to express shame. Accord-
ingly, upward- and downward-directed bodily actions can
influence the retrieval of emotional memories. (Casasanto
& Bottini 2014: 140)

striking similarity. It seems conclusive that inherent visual and
probably also haptic properties of the auditory objects are
represented here. The spatio-visual and haptic metaphors of
sound refer to a common perceived reality.

Based on intuitive, quick sketches made by 18 communica-
tion design students in September 2021 to live presented
sounds, some visual representations of auditory objects are
shown below. Proportions and orientations of the sketches are
kept unchanged.

e
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Visual representations of non-

musical sounds
To investigate the thingness of sound, students with no specific
knowledge in acoustics or audio technology were asked to
sketch sounds of different objects, without prescribing rules for
drawing. The objects included an analogue FM radio with the
frequency dial set between two stations, a constantly ringing
tiny bell, a Korean gong struck vigorously with a hard wooden T
mallet, a small soft rubber ball thrown against the wall, and a R
mechanical typewriter.
In this experiment, continuous sounds and singular sounds
with a longer decay time are often depicted in spatial extension
according to their temporal extension, either according to a left-
right timeline paradigm or in a more abstract way, thus incorpo-
rating the time-space metaphor. Short singular sounds are often
depicted as objects without reference to time, or in a graphical
form resembling the sound-creating gesture. Some students
follow the timeline paradigm for all visual representations, but all
students use the time-space metaphor for the repetitive sounds
where the single auditory objects are represented with spatial
distances according to their temporal distances.
Beyond these common drawing paradigms, it is remarkable
that visual representations of the same sounds often show a 170

Fig. 3 Noise produced by a small FM radio
whose frequency lies between two
stations. The visualisations above resemble
the image noise of a video system, or

they could be understood as a cloud-like
object. The visualisations below are
structurally similar, but incorporate time by
extending the shape horizontally, thus
referring to the left-right timeline paradigm.
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Fig. 4 Sound created by a small soft
rubber ball thrown at the wall. The
visualisations depict the sound as a
comparatively small and massive

object. The round shapes probably reflect
the actual shape of the object, the trian-
gular shape can be understood as
metaphorising the rather <hard> impact

of the ball.

Fig.5 Sound created by a small soft
rubber ball thrown at the wall. The simple
visualisations seem to depict the like-
wise simple sound as a short event in time,
probably referring to the left-right time-
line paradigm — note the energetic vertical
or slanted stroke.

Fig. 6 Sound created by a small soft rubber

ball thrown at the wall. These last visuali-

sations appear as graphical signs that

probably are abstractions of the physical

movement or of the sound-creating

gesture. Although some of these signs are

drawn horizontally, the left-right axis

here does not necessarily refer to time. 172

Fig.7 Sound produced by a hand-held
Korean gong that is vigorously hit with a
hard wooden mallet. The visualisations
resemble the shape of the gong, combined
with some «centre> in the middle of the
circular form. The sketch to the right seems
to have a three-dimensional quality.
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Fig. 8 Sound produced by a hand-held
Korean gong. The sketches follow

the timeline paradigm, each depicting
the attack on the left and the decay of

the sound then on the left-right axis. The
sketches on the top left and in the middle
left represent the hard and aggressive
sound of the beater impact in the shape at
the beginning of the timeline. The last
sketch combines the timeline visualisation
with a metaphorical gestural expression.
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Fig.9 Sound produced by a very small
asian bell that is randomly yet continuously
excited with a likewise small wooden
clapper, producing an almost continuous
quiet and high pitched sound. Note the
remarkably light and blurred stroke in these
drawings, crossmodally matching the
sonic quality of the sound. The first two
visualisations depict the sound seemingly
as spatially extended, intangible, resem-
bling Arnheim’s example of irregularity in a
visual shape (Arnheim 1965: 57). The
other three visualisations focus on the
microscopic auditory objects that form

the continuous sound.

Sound produced by a very small

asian bell. These visualisations obviously
incorporate the timeline paradigm. All
but one use the horizontal axis to depict
time - the sketch below with a variation
at the <end>, with an upwards directed ver-
tical movement. The rightmost sketch
apparently depicts circular time, a less

common metaphor (Tversky 2019: 167-168).

All visualisations express the sonic struc-
ture of the bell sound as spatial structure.

Fig. 10 Sound produced by a historical
mechanical typewriter, operated at some
150 to 200 bpm (temporal distance
between two sounds about 300 to 400 ms).
In the angular forms that echo the tran-
sient and energetic sound of the machine,
the visualisations reveal gestalt-based
crossmodal metaphors. Time here is de-
picted either as the common left-right
timeline, or as a horizontal plane, assuming
that the respective visualisations show a
<bird’s eye view> on an allocentric map of
the two-dimensional time-landscape.
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Coda

The spatial effect of sound is complex. We perceive our sonic
environment as three-dimensional scenes of auditory objects,
and we experience aural spaces explicitly through positions and
dimensions of these auditory objects, depending on the posi-
tions and dimensions of the sources. We also experience sizes
and, to a certain amount, vertical positions of the same auditory
objects through spatio-visual crossmodal correspondences.
And besides these seemingly physical spaces constituted by
auditory objects, sound can simultaneously evoke the notion
of metaphorical space, completely independent of the actual
spatial situation, independent of for example the spatial position
of the source or a specific playback system.

The same mixture of perceived physical reality and meta-
phorical spaces determines our experience of the in-between
spaces, the physical spaces that are phenomenologically con-
stituted by their boundaries. We perceive these spaces im-
plicitly through reflected sound that gives us the feeling of
being immersed in space. The metaphorical implicit spaces are
constituted by the temporal in-between of a rhythmic struc-
ture, which can evoke the notion of space, independent of the
physical spatial situation.

Spontaneous graphical visualisations of non-musical sounds
show the complexity and ambiguity of auditory objects and
perceived physical and metaphorical spaces: Some sketches
express spatio-visual and - in the abstraction of the sketch —
also haptic metaphorical properties of the respective auditory
objects, or they resemble the shape of the sound-generating
object. Some sketches combine the object representation with
an abstraction of the temporal process, for example symbolically
depicting the decay of the sound, or mirroring the sound-pro-
ducing gesture. Some sketches strictly follow the timeline
paradigm, typically left to right, with the sound depicted as
an abstract wave-like or object-like shape. And finally some
sketches are visual expressions of conceptual spaces, including
time-landscapes populated by auditory objects in metaphorical
shapes.

Fig.11 Sound produced by a historical
mechanical typewriter. These last
visualisations seem to be based on the
representation of the individual

auditory objects, arranged on a left-right
timeline. What is remarkable here is

the variation of large and small objects or
the variation over the vertical position,
obviously referring to specific elements of
the complex mechanical sound. The two
sketches on the right show the most com-
plex visual structure, apparently com-
bining the representation of individual
auditory objects with gestural signs.
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Toward a Lab for Concrete
Utopia: Artistic Strategies
in Shared Perceptual Spaces

Researching Sound as Space
Gerriet K. Sharma

Pre_

It is early October 2021, and | am starting to write the following
paragraphs. They are summarised partly from my lecture at the
Kolloquium Kinetics in Sound & Space during the summer
term 2020 derived from ideas that | have been developing
for the past 15 years and texts that | have been published in
this time, unpublished drafts, and thoughts that have been
triggered by current developments in 2020 and 21. While |
am sitting down, at the centre of our loudspeaker half-sphere
at the Lab for Spatial Aesthetics in Sound Berlin (spaes)l, to
concentrate on these lines | am listening to Xenakis’ Diamor-
phoses in a spatialised version. Initially, this was planned as an
aiding device to help me concentrate and dive into the following
thoughts and lines. However, after about an hour, | notice that |
am playing Diamorphoses in a loop, not wanting at all to switch
it off. Something seems to be matching between the musical
spaces of Xenakis and the ideas | am trying to fold into this text.
Therefore, | invite the reader to listen to the piece, if possible, at
least once while reading the text. | am still doing it while writing
these final lines to open up the

Terrain

The expression «virtual reality> is a paradox, a con-
tradiction in terms, and it describes a space of possibility
or impossibility formed by illusionary addresses to the
senses.?

We as composers and sound artists have never confronted
a media machine of the collective, networked, and externally
defined — perception design as we experience it today. What
dowe share with our audience, the engineers and scientists

https://spaes.org/

1

Grau, O. (2003). p. 49.

2
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working on perceptions in these media spaces, and how can
we still detect potential for aesthetic experiences and make
them useful for the sonic arts? In order to support the search
for the shaping conditions of these potentials, we have to point
out first that the concept of space has changed fundamentally
over the last century.® As a matter of fact, concepts, definitions
and interpretations of space and of spatiality are essentially how
we construct the world and by extension, how we create means
to intervene into that world, with our daily practices. Space
multiplies its meanings and can become poetic artefacts that
we collectively produce and reproduce through time, within our
cultures, our sciences, and our arts. Through the dimension of
time, these are the spaces that serve as vehicles for adaptation
and transformation, from the scale of the individual to that of
collective societies and of the environment at large. In addition,
now, after two years of lockdowns and Corona reflections, the
awareness of space seems to have affected all kinds of systems,
including academic discourses and art, to subordinate their
aims under a new paradigm within a wide range of empirical,
deductive, discursive, historical, scientific, and intuitive meth-
ods. Even basic spatial descriptions, terms like close, closed,
narrow, high, low, far, or open, background, foreground
have drastically changed their contours due to daily experiences
with mediated campuses and online-conferences; online exhi-
bitions and streamed concerts, and webcam views of private
homes. So, it is still unclear what this means for cultural practice
in terms of perception, composition, aesthetics, engineering,
and culture. It seems to me unavoidable that this paradigm
shift causes us to change our artistic strategies from search
to research and also to fall back on our ears and the reflection
of what is experienced and experienceable in situ.

We can draft motives for such a comprehensive research en-
deavour as follows:
* Understanding spatial models as fundamental narratives of
the status quo of our societies
« Utilising spatiality as a parameter in cultural production (e.g.
composition, performance, sciences, gaming, journalism)
* Understanding the Arts as polyvalent representations of
space(s)
* Developing personal research approaches with and of
spaces

Blind Spot

Sound and space, however we define these terms, are phe-
nomenologically and ontologically intertwined. This intrinsic link
between sound and space holds true whether one conceives
of sound as inextricably linked to the perceptual faculty of
hearing or as a vibration of a certain frequency in a material

3 Giinzel, S. (2018); Guenzel, S.; Liebe,
M.; Mersch, D. (2008). pp. 170-189.
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medium.* From a hearing-centred standpoint, sound is inher- 4  Friedner, M.; Helmreich St. (2012). To be able to describe this SPS, the search for references has
ently spatial because the process of listening attaches a spatial " 278 to be extended to the adjacent fields of music and engineering,
narrative to each sound® from a vibration-centred standpoint, 5  Altman, R. (1992).p.19. sciences like sociology, philosophy, cognitive linguistics, and

SSI

sound does not exist without its propagation in space.® The ¢ flenriques . (2010).p.57-89.
central problem in our artistic practice is how difficult compre-
hension is of the three-dimensional space-sound phenomena
composed as media-specific artefacts in the laboratory situ-
ation. A constantly arising uncertainty in the current practice
of concerts, performances, and installations with loudspeaker
arrays. This uncertainty is unsatisfactory for compositional prac-
tice. The reference to and the refinement of perceptions with
the means of the electroacoustic space-sound composition are
impossible without a thorough knowledge of this perceptibility.
Thus, without this refined knowledge-base it will be challenging
to artistically enhance conditions for new aesthetic potentials

architecture, to name only a few. In a practice of artistic research
this can happen through provocation of experiences in the areas
bordering terminology. Therefore, we shall look out for traces
resulting from ongoing processes in these fields. These traces
can help us to conclude the driving motivations and agendas
at play. Moreover, they can help us to understand the nature of
the tools in use for developing these processes.

In the following chapter, | will point out four of these traces
on our terrain. Furthermore, in order to be able to develop re-
search questions, methods, and conclusions in the sense of an
epistemic research process, a research environment has to be
created which places the subjective listening experience at the
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in these future environments. g’ centre of interest in order to investigate the spatial experience of
g three-dimensional sound objects, and thus to make the critical

. . M debate possible at all. For this | will propose a model that | call
LOC&tll’lg Vantage Points i <The Lab for Concrete Utopia> which claims that spatial concepts
From this uncertainty, we can formulate a question on the g extending music, sound art, and sound design can be conceived
intersubjective space of perception and these three-dimen- = and composed from refined artistic research regarding the triad
sional phenomena, since the desideratum arising from it has of sculpturality, instrumentality, and verbalisation. This shall
taken shape as Shared Perceptual Space (SPS)’. In the past, ™ result in audience experiences of media-specific phenomena,
the author was highly engaged in empirical methods within which intersect the composer’s intentions using sculpturality
the artistic research project <Orchestrating Space by Icosahe- and musical rather than technical instrumentality as investiga-
dral Loudspeaker> (OSIL).% The concept of the SPS, defined 8 EEEK;FWF/AR SQS)AdOClimenta* / tion paradigms for 3D sound objects in AVEs.

. . . . . . tion: https://www.researchcatalogue.net

?Stth? |ntersubje.ctt|ve sp:ace whe;l.'lt.eln c;agrciiptm@ 01; Fjlfferent view/385081/058807
istening groups intersect, was utilised in the project incorpo-
rating artistic experience and psychoacoustic research.® OSIL 9 _ Piaget, J; Inhelder, B. (1967).; TI' aces Of Shared
conducted listening experiments that provide evidence for a 531;56,7\;;\15(1982).:Wendt. F.etal. (2017). Per Ceptual Sp aces

common intersubjective perception of spatio-sonic phenomena 10  Zzotter, F et al. (2017), pp. 50-68.

created by the icosahedral loudspeaker (IKO)'° and excited
room reflections. The experiments were designed based on
a hierarchical model of spatio-sonic phenomena that exhibit
increasing complexity, ranging from single static sonic objects
to combinations of multiple partly moving objects. The SPS is
further proposed to research different aspects in the field of
spatialised sound in so-called Auditory Virtual Environments
(AVEs). However, this is only one of a few exceptions'! of how
an investigation starting from the domain of music and sound
art fostered a series of investigations in the scientific domain.
The knowledge gained by these experiments was available and
applicable in both worlds but would not have been brought
to the surface without the research questions intrinsic to the
artistic practice. This continuous feedback then yields a plethora
of further procedural questions that represent the very textures
of spatial practices with AVEs. How do we describe these
phenomena? How can we reproduce them on different
AVEs (and if not, why?), and how do we communicate the
knowledge and archive the results?

E.g. Barrett, N.; Crispino, M. (2018).

1st Trace: The Contemporary Production of Space

Today, we are witnessing an unprecedented awareness of space
be it in philosophy, art, geography, and all kinds of academic
discourses.!? The versatile use of the term is not surprising, con-
sidering the fact that the concept of space has been given new
interdisciplinary as well as historically significant consideration,
so that one speaks of the so-called Spatial Turn.

An initial, very simplified definition of the spatial turn
should take into account that something astonishing hap-
pened in the last decade of the 20th century. Some individ-
uals, among them scientists, began to think about space
and spatial elements of human life seriously and critical-
ly, similar in a way to what has long been thought about
time and the historicity of human life. [...] what happened
now happened on an interdisciplinary, transdisciplinary,
and, if so, a pandisciplinary level. In the late 20th cen-
tury, space-related thinking broke out of the traditional

12 Guenzel, St.; Aarseth, E.(2019).;

Rau, S. (2013).



disciplines - geography, architecture, urban development,
regional sciences, and sometimes sociology and art his-
tory. The sudden width of the spatial turn is remarkable
beyond all measure.13

However, after ages of discussion about time and its descrip-
tions, what is behind all this? Why space and why today? Since
organising and redistributing, promoting, annexing, and de-
fending territories are basic exercises of political as well as
economical and military decisions, to enthrone space as the
new all-round theory means no less than to refer to the most
traditional power dynamics we can imagine. This may be no
surprise considering the strong effects of de-territorialisation
as one main feature of the world’s status quo.

Furthermore, there are other aspects to be found in our
artistic practices with sound and space:

Sound and space converse by multiplying and expand-
ing the point of attention, or the source of a sound: the
materiality of a given room shapes the contours of sound,
moulding it according to reflection and absorption, re-
verberation and diffraction.4 [At the same time] sound
makes a given space appear beyond any total viewpoint: in
echoing throughout the room, my clapping describes the
space from a multiplicity of perspectives and locations,
for the room is here, between my palms, and there, along
the trajectory of sound ... What we hear in this clapping
is more than a single sound and its source, but rather a
spatial event.15

Here, models of psychoacoustics and room acoustics are super-
imposed with philosophical and sociological models of how we
construct space in our perception. While (electroacoustic) music
and with it the development of audio software and hardware
in the last decades mainly follow the idea of Euclidean space,
other spatial ideas are oriented away from this or understand
physical space as a condition but more in the sense of a foil with
other spaces unfolding in front of it. In view of the historically
unique changes in dealing with and thinking about space, it
would be desirable if the sonic arts also had a different spatial
concept, one which, on the one hand, is less metaphorical and
therefore more conceptually generalisable, and on the other
hand, not only Euclidean, and rather more interdisciplinarily
oriented. With this background, it seems important to underline
that composition with AVEs today does not mean filling space
with sound but composing sound as space(s).

Due to broad and diverse viewpoints and requirements, the
understanding and application of spatial sound is developing in
various ways. However, how do we think spatialised art positions
itself in terms of these dynamics? It is still unclear what this

13

14 LaBelle, B. (2006). p. ix-xi.

Soja, E. (1989).

ibid., x.
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initial and explicit way of spatialised music and sound means
in terms of perception, composition, aesthetics, engineering,
and culture. And how its existence affects the history of ideas
around technology.

2nd Trace: Spatialisation in Computer Music

Indeed, the art of spatialisation has emerged as one
of the most important topics in composition today. Even
though a formal theory of spatial relations remains to be
developed.1®

Spatialisation can be described as the synthesis of spaces and
spatial properties of sounds for audiences using numerous
loudspeakers. The field of engineering designates technical
realisation of spatialisation and its outcome as spatial audio
reproduction, 3D audio and immersive audio'”. Although, ac-
cording to Curtis Roads and other practitioners and authors,
it is one of the most important developments in the music of
our time, it remains an area of confusion and debate between
researchers, sound engineers, composers, and audiences. Great
advantages in computer and audio technology have not neces-
sarily engendered similarly great artistic advances in spatiali-
sation strategies. Furthermore, these concepts within the past
decades when compared to pioneering electro-acoustic music
in the 1950s, in which visions of sculptural sound phenomena
from the 1930s were firstly created and publicly performed.
Moreover, as spatial computer music matures and consolidates
within institutions and organisations, it is increasingly involving
3D audio systems which can create AVEs. In the current situation
where the world is replicated and simulated in 3D (audio) as
an abstraction and therefore loss of abundance of possibilities,
alternative perceptions, impossibilities and shared experiences
- can we just say that it is enough to wait for and adapt to
the results that will come out of the affordances of these
technologies? Quite likely in the very near future AVEs will be
part of many people’s everyday life, e.g. in cars, working spac-
es, intelligent homes, concert halls, and computer games etc.
With all of this in mind, the emerging general question is, who
creates these virtual environments and with which intention(s);
and how can music, sound art, and sound design, aesthetically
contribute to this reality with their very own strategies?

3rd Trace: The Omnipresence of Immersion
[...] the human race now inhabits a world in which

almost everything we recognize results from our own
doing.18

16 Roads, C.(2015).

17  Spors, S. et al. (2013). pp. 1920-
1938.; Zhang, W. et al. (2017).

pp- 532-551.; Agnieszka, R.; Geluso, P.
(2018).

18 Heim, M. (1993).
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Within the past 20 years, immersion has become a frequent-
ly used term in concert venues and studios with multichan-
nel-loudspeaker arrays, in the context of audio-visual caves,
VR, and fine arts. Manufacturers of loudspeaker systems as
well as gaming industry use the term as a feature that her-
alds a new step in multi-media experiences, and academia
is claiming a kind of expertise in this field based on years of
scientific experimentation and avant-garde practice.'® At the
same time, exhibition halls thematise immersion in VR as a
socio-political issue of the present?? and contemporary club
culture is making a shift towards immersive, new worlds of
experiences ranging from the most subtle and nuanced to
the mostintenselyvisceral, from healing and meditative to
thought provoking and radical.?! These days, protagonists of
Pop music, Ambient and experimental forms of Club and Rock
music are idolised by loudspeaker companies and produce,
within very short rehearsal times, immersive experiences for
festivals and museums.

Within recent years, the use of spatial audio (i.a. Ambi-
sonics?2, Dolby Atmos, 360 Reality Audio) has come into the
focus of game design?? and online platforms, such as YouTube,
and companies like Apple, Sony, Google and Meta, as well as
consumer electronics, event locations, and architecture. But
also global marketing for all kinds of consumer products has
understood the modes of action and thoroughly researched
the intrinsic qualities of the field to create [...]a cohesive and
all-encompassing experience through Immersion Brand-
ing. Immersion can be an intellectually stimulating pro-
cess; however, in the present as in the past, in most cases
immersion is mentally absorbing and a process, a change,
a passage from one mental state to another. Itis character-
ized by diminishing critical distance to what is shown and
increasing emotional involvement in what is happening.24
Even data analysis recently entered Immersion Analytics?®
with the help of VR. Immersion is without doubt a subject of
debate and current relevance. But what can we expect from
this terminology and its applications when it comes to an
extended artistic articulation as well as advanced produc-
tion. What are its implications for the shared perceptive
situation of artists, engineers and audiences in the Now?

4th Trace: Virtual Acoustic World-Making

Plugged into electric power and computer chips, the
human race in this last decade of the twentieth century is
preparing to lift off from nature into another - electronic
- space.20

[...] computer-managed signal processing offers un-
precedented possibilities in the control of sound fields,

19 E.g. Agnieszka, R.; Geluso,

P. (2018).; https://www.mitpressjournals.

org/toc/comj/41/1.; Barrett, N. (2016).
pp. 35-46.
20 E.g. exhibitions 2018 at Kuenstler-

haus Graz - Immersion in space and time,

Berliner Festspiele Immersion 2018.
21 Advertisment text from 2019 at
https://www.monomsound.com/about/.

22 Zotter, E; Frank, M., (2019).
23 Calleja, G. (2011).

24 Grau, O. (2003), p. 13.

25 https://www.immersionanalytics.
com/solutions/multidimensional-
visualization/ (last entered Feb. 2022)

26 Heim,M. (1993)
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and the promise of three-dimensional music is on the
horizon.?”

The technical evolution has been enormous within the past 40
years when it comes to sound field reproduction and also the
creation of fictive spatial constellations?. However, the basic
idea is not only to take a common piece of music and arrange it
spatially, with the listener surrounded by the musical elements
(flying snares, circling sirens?) and many loudspeakers (wow!).
By the use of loudspeaker arrays artists can produce spaces
and sculptures uniquely, like spatial phenomena never perceived
outside the technical setup before. We can determine that with
today’s technologies engineers’ and artists’ shared utopias
from the past came close and we are only experiencing the
beginning of possibilities.

Thus, historically we are now inside Edgard Varése’s utopia
from 1936 (!), when he wrote??:

When new instruments will allow me to write mu-
sic as I conceive it, the movement of sound-masses, of
shining planes, will be clearly perceived in my work, [...].
Certain transmutations taking place on certain planes
will seem to be projected onto other planes, [...] We have
actually three dimensions in music: horizontal, vertical,
and dynamic swelling or decreasing. I shall add a fourth,
sound projection... [the sense] of a journey into space. [...]
Today, with the technical means that exist and are easily
adaptable, the differentiation of the various masses and
different planes as well as these beams of sound could
be made discernible to the listener by means of certain
acoustical arrangements... [permitting] the delimitation
of what I call <zones of intensities>.

With so-called immersive sound systems we now have en-
trance to these zones of intensities. We can experience three-di-
mensional sound planes and masses. The materiality and the
spatiality of sound have changed dramatically. And instead of
the convention of the listener sitting passively facing a sound
stage, we are conceiving music (and spaces) that a listener can
get inside, even explore, to be an active participant. However, in
addition to physical constraints, there are the conceptual ones,
inherited from previous situations.

A paradigm shift is underway; as technological con-
straints are rolled back, so must conceptual constraints
be re-evaluated. Some of these are concerned with what
spatiality actually is. Although we think of three-dimen-
sional Euclidean space, it is by no means clear that this
is anything other than a conceptual latecomer (however
useful).30

27

28

29 Varese, E. (1936b). p.197.

30 Lennox, P.(2009). p. 259.

Lennox, P. (2009). p. 259.

Zotter E; Frank M. (2019).
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These new possibilities opened pathways to a terra incognita
in a time when every pixel of the world seemed to be charted,
scanned, and categorised. However, the substances of these
spaces are multi-layered! and need a different knowledge com-
pared to former ideas of navigation, composition, and research.

In virtual reality, traditional philosophical questions
are no longer hypothetical. What is existence? How do
we know? What is reality? Who am I? These are aesthetic
issues with engineering consequences. They are certainly
not remote or esoteric, given the possibility of creating
artificial experiences that are as compelling as the real
ones.32

Since virtual acoustics, one of the technological conditions for
current and future specialisations, is part of a huge, utopian
vision, a reproduction of what some might call reality, we have
to re-consider: What is it all about the project of virtual reality
that exists much longer than the period we name digitisation?
The long list of end users and/or operators of immersive virtual
reality products presents military equipment, modelling in all
kinds of engineering procedures, medical technology, educa-
tional technology, technology of rehabilitation and assistance,
cybersex, and of course consumer electronics. After having left
its mark for centuries, the idea to simulate natural processes
artificially was named virtual reality by Damien Broderick in
The Judas Mandala in the year 1982. It seems that the four
features Broderick listed have covered all epochs: immersion,
plausibility, interactivity, high fidelity. However, virtuality
never meant the other world, or the new world but the per-
fectly controllable reality. Consequently, as artists we have to
ask: What is the final use of perfect simulations? What is its
important and lasting contribution, to whom or to what?

END: TRACES 1-4

Entering the Map in Search of a
Spatio-Sonic Utopia for 2022

After all, [...] artist’s work is originally engaged in the
question of the sensibility of the other.33

The early pioneers of electro-acoustic music pushed the fron-
tiers of spatial audio and achieved remarkable successes in the
artistic use of space. Varése, Xenakis, Stockhausen, Schaeffer
and Poullin, Bayle with the Acousmonium, Chowning (Turenas!),
Vande Gorne, and more — spatial audio has been an expanding
area of artistic expression®“. Since then, we have witnessed
great advantages in computer and audio technology. However,

31 Garner, T. (2018).

32 Krueger, M. W. (1993).

33 Stiegler, B. (2014). p.1.

34 Harley, A. M. (1994).
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what is an artistic spatio-sonic utopia in 20227 Quite possibly,
pushing back the frontiers of spatial audio today depends more
on understanding spatial perception and cognition than on raw
computing power and tools available. In everyday life, every
person is able to navigate around in a spatial world, to talk about
space and even to imagine unknown spaces. We can say that
spatial thinking is one of our most deeply embedded cognitive
capacities. Reasoning about spatial relationships is fundamen-
tal to human intelligence®> and spatial perception is tightly
integrated with both thought and action.*® But the ease with
which we think about space is possibly a miscue to how easily
spatial ideas can be translated into spatial audio, which has its
own unique capacities, intrinsic nature, and inherent limitations.
The instrumentality of the tools, if not used for reproductive
purposes, stays unclear and the artistic knowledge base is
very thin. Not every spatial idea can be reverse engineered into
sound. Clearly, our expectations about spatial audio should be
in alignment with the fundamental capacities of spatial hearing.
As Kendall and Ardila implied already in 200827, |....] we do not
want to simply copy the real world; we want to build on it.
But, we do want to use everything we can of what we know
about human spatial perception, how it works in different
contexts, why it works, and so on.

Traditionally and through the centuries, artists did experi-
ments on perception and perceptual abilities turning common
tools into their new instruments within this process. At pres-
ent, it seems that we entered a phase of vast, loud, colourful,
and impressive tableaus of clichés, overwhelming and highly
sensational but less sensory-rich and diverse, with a focus on
a software-hardware-in-use-debate instead of artistic, musical
concepts, or even critical strategies of (mis-)using tools, or
claiming alternative positions.

Location of a Lab for Concrete
Utopia in Sound

Therefore, we as composers and sound artists need artistic
research environments that enable us to understand the per-
ceptibility of different listener backgrounds in very different
and varying spatial designs. These research environments exist
partly in some media art and music universities around the
globe, but there they are bound to strict and limited rehearsal
times, facility management, funding constraints, and quite often
they stay hidden or closed for most artists in the ivory towers
of academia. This current situation seems to make the devel-
opment of critical and alternative productions of space difficult.
However, in these idealised environments, we can reflect on
the past of spatialisation as well as experiment with tools and
environments, following the traces mentioned and the questions
raised above. We can share ideas and perceptions to consolidate

35 Piaget, J.; Inhelder, B. (1967).
36 Blauert, J. (1997).; Kendall, G. S.
(2010). pp. 228-238.

37 Kendall, G. S.; Ardila, M., (2008).
pp. 125-138.
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aesthetic knowledge for new pieces of music and sound art. For
the following, | want to apply aspects that | deem relevant and
urgent as research domains in these utopian spaces.

Status Quo and Topology
of Uncharted Voids

Interest in using space as a compositional parameter with dif-
ferent, partially movable sound sources did not begin with
electronic music®®, however the use of loudspeaker systems
enabled more control thereof. In his definitive treatise <Mu-
sic in Space> of 1958, Stockhausen states: ...we notice more
and more that all musical ideas are becoming increasingly
spatialized.®® Since Chowning’s publications*? in the 1970s,
various computer-based models were developed for the gen-
eration and positioning of virtual sound sources in space and
for the generation of (half-) immersive sound environments?!,
and this strand of development and research continues today*2.
The project «Sounding Object>*3, though technically oriented,
is a milestone in this process. Truax addresses directly the per-
tinent questions*#, where Smalley® has wisely built a refined
system of concepts related to quality and space. Composers
formulate spatio-musical compositional strategies, cf.*% The
common thread of these approaches is the assumption that
space is not only an essential condition in concert situations for
the reverberation of the music, but that it can also be created
and shaped by sound projection, understood as a fundamental
and formative factor integrated into the composition®’.

The PEEK (FWF/AR 328) project OSIL showed that with
certain instruments and technical arrangements as well as
fundamental artistic research on understanding perceptual cues
in 3D audio, we can conceive and create auditory objects that
permit composers a sculptural handling and the composition
of alternative sonic spaces?®. It is, however, still an open ques-
tion how these space-sound objects can be reliably produced,
categorised, and reproduced on different projection systems
and how we can deepen the artistic knowledge relating to
the creative process in these highly complex and sensitive
environments.

To project in space is to choreograph sound: direct-
ing sources and animating movement. Recorded sounds
articulate the space in which they were captured, but we
can also compose virtual spatial characteristics for sound.
[...] With increasing use of pluriphonic multichannel/mul-
ti-loudspeaker sound systems, we can articulate points,
lines, chords (geometric forms), and spatial clouds in
physical space.%?

38 Zvonar, R. (2006).; Zelli, R.
(2001).; Trochimezyk, M. (2011).;

Roads, C. (2015).

39 Stockhausen, K. H. (1958).
40 Chowning, J. (1971). pp. 2-6.

41 Moore, F. R. (1983). pp. 6-15.

42 cf. so-called <high density arrays>
discussed in two special issues 2016/17
of the Computer Music Journal 40(4) and
41(1)

43 Fontana, R. (2003).

44 Truax, B. (1999). pp. 141-146.

45 Smalley, D. (1997). pp.107-126.;
Smalley, D. (2007). pp. 35-38.

46 Harrison,J. (1999). pp. 117-127.; Bar-

rett, N. (2003), pp. 313-323.; Bayle,

F. (2007). pp. 241-249.; Bates, E. (2009).;
Harrison, J.; Wilson, S. (2010). pp. 183-
184.; Sharma, G. K. (2016).; Briimmer, L.
(2017). pp. 46-60.

47 Normandeau, R. (2009). pp. 277-
285.; Lynch, H.; Sazdov, R. (2017). pp.
13-33.; Sharma, G. K. (2016).; Nystrom,
E. (2013).; Bates, E. (2009).

48 Wendt, et al. (2017). pp. 76-88.;
Sharma, G. K. (2016).

49 Roads, C. (2015). p. 240.
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This quote of Roads closely matches with Edgard Varese’s fa-
mous visionary statement®? on a spatial music with <movement
of soundmasses>, <projection of sounds into space>, <planes>,
«zones of intensities», and <beams of sounds> — from 1936 —
long before he was actually able to use the respective tools to
create the Poéme Electronique in 1958 for the expansive loud-
speaker environment of the Philips Pavilion. Today, permanently
installed structures for listening are spreading internationally
within academic institutions and organisations®.. Moreover, we
can observe strong and distinct tendencies that 3D audio has
become part of the club and event culture? along with gallery
and exhibition environments®?.

Roads’ reasons: [...] spatialization in the 21st century has
assumed a newfound significance. Indeed, the spatial struc-
ture of a composition may be of equal or greater aesthetic
importance than organizing in terms of pitch, rhythm, or
timbre* As laid out above, alternately, the great advantages in
computer and audio technology that we enjoy today have not
necessarily yet led to greater advances in the creative usage
of spatial audio®®.

We can distinguish three linked and uncharted voids that
have existed since the beginning of spatialisation with loud-
speakers and thus form a topology that arrests current artistic
development.

Voidl: Communication between Artists, Engineers,
and Theorists

Due to broad and diverse viewpoints and requirements, the
application of spatial sound is developing in many ways°°. To
benefit from varying viewpoints, individuals involved in artistic
practice and those involved in theoretical or applied research
need to engage in regular dialogue. But how do we establish a
productive discourse? Electro-acoustic music (EM) hosts two
diametrically opposed cultures: The first, we find the exact
sciences of acoustics, informatics, and engineering, all of which
define conditions of sound production and spatialisation. The
very instruments of executing any compositional design. The
other, we find the culture of music appreciation by ear. The first
aspect is loaded with well-defined verbal concepts that are
shared among a community of specialists. The aural, musical
aspect that embodies musical thought is almost devoid of a
consistent terminology as far as EM and the prevailing con-
cepts of space®” are concerned. However, there is a need
for some intersubjective agreements in this field [...]%8 if
we want to progress.

50 Varése, E. (1936Db). pp.17-21.

51 Peters, N. (2010).; Eckel, G.;
Rumori, M. (2014).; Lyon, E. (2014).;
Roads, C. (2015).

52 Monom. 2022. url: https://
www.monomsound.com/.; 4D Sound.
2022. url: http://www.4dsound.net.

53 Cardiff, J.; Miller, G. (2008).;
Hexadome. 2018. url: http://berlin-ism.
com/, Humboldt Forum Berlin, 2021,
listening room.

54 Roads, C. (2015). p. 240.

55 Landy, L. (2007).; Barrett, N.;
Otondo, F. (2007). pp. 10-19.; Leider,
C. (2007). pp. 1890-1893.; Kendall, G.;
Cabrera, A. (2011).; Lyon, E. (2014).;
Sharma, G. K. 2016).; Roads, C. (2015).

56 Spors, S. et al.(2013). pp. 1920-
1938.; Zhang, W. et al. (2017).

pp- 532-551.; Agnieszka, R.; Geluso, P.
(2018).

57 Boulez, P. (1971).; Chion, M. (1988).;
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pp. 135-140.; Normandeau; R. (2009).
pp- 277-285.; Bayle, F. (2007). pp. 241-
249.; Smalley, D. (2007). pp. 35-38.

58 Thoresen, L. (2006).
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Void?2: Conceptions and Misconceptions—the Gap

Due to a drastic change in the importance and understanding of
space within the past century in physics, geography, sociology,
architecture, and philosophy e.g.%? it is obvious that the arts also
started dealing with the subject very differently by commenting

on and creating alternative spaces®?.

61

Nevertheless, we can observe that the artistic conceptions
in 3D audio quite often seem to fail in practice because of their
own medium. | support Kendall®? who claims that there are at
least three reasons why the spatial potential of EM is not always
realised. These reasons are:

* misconceptions about the technical capacities of spatial-

isation systems

* misconceptions about the nature of spatial perception,

especially in the context of such systems

* a lack of creative engagement, possibly due to the first

two issues

We must ask: What does the composer know about the per-
ceptive capabilities of the audience (in AVEs)? And furthermore:
What does the composer specifically know about the percep-
tibility of his/her spatial sound composition? This knowledge
has to be communicated between scientists and engineers, and
should also be part of educational programs and workshops
for composers, sound artists, designers, and architects closing
the gap between conception on the one side, and capacity and
perceptibility on the other side. Only then can we speak of a
media-specific (i.e. instrumentalising the intrinsic capacities)
spatial art in AVEs.

Void3: Availability and Learnability

Otondo®? reported that within the decade of mid 1990s to mid
2000s, the technical equipment of composers has improved
both in quality and quantity, with sound spatialisation based on
five or more loudspeaker channels being increasingly preferred
to traditional stereo systems. However, three years later the
study®# revealed that most composers do prepare or compose
their pieces with smaller setups, still mostly with stereo loud-
speaker-systems or using headphones, having very little time
to install their works at concert sites, not to mention— being
able to adapt their spatial concepts in today’s sound-check
routines at conferences and festivals. We can assume that
most of the compositions are quite likely not media-specific in
terms of spatialisation or embedding into AVEs, thus having very
little potential for (re-)producing spatial phenomena that shall
be inherent to the respective composition. As Natasha Barrett
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stated®”,

On the other hand, we observe a growing range of software
solutions for spatialisation. Within the past ten years, there has
been remarkable progress in the development of software
tools (e.g. Spat, Panoramix, WFSCollider, Sound Scape Ren-
derer), plugins (e.g. Ambix-Plugins, IEM-plugin suite, SpatGris3,
SPARTA, xp4l), or stand alone solutions (e.g. ZKM Zirkonium,
The Sound of the Mountain), as well as a variety of implemen-
tations in computer music programming environments (e.g.
Super Collider, PureData, Max/MSP). Most of these concepts
try to assist the hearing impression by visualising positions
and trajectories of virtual sound sources and distinct sound
fields. Mainly incubated in academia for the past decade, the
commercial market recently stepped into the field with software
tools for producing and developing 3D Audio (e.g. Blue Ripple
Sound, Steinberg/Nuendo, Waves, LogicPro). Thus, we see how
software tools for composition in 3D audio have become more
accessible in general, but still, few composers have access to
3D audio systems, and we do not have a lot of information on
record about how the software tools actually contribute to the
individual working processes of artists; how they influence
the hearing impression by extensive visualisation of 3D sound;
and if they are actually flexible enough for media-specific (i.e.
instrumental) use of loudspeaker-arrays.

Eventually, for most composers it is almost impossible to
compare loudspeaker systems at one institute or between
institutes due to organisational constraints or availability of
different systems in one place at the same time. This is the prob-
lematic situation from which we extrapolated the ideas around
instrumentality of AVEs. A successful kick-off initially exploring
these issues was the well-received international workshop at TU
Berlin held by Frank Schultz, Stefan Weinzierl, and the author in
January 2018. Participants were able to learn theories on and
practices in 3D audio comparing WFS, VBAP, HOA, and IKO. We
concluded these practical investigations with a master class at
HAW Hamburg <Composing with Sculptural Sound Phenomena
in Virtual Auditory Environments> in June 2018. By this it was
possible to explore and experience which system can reproduce
or develop certain spatial ideas if not only used as a universal tool
but as a dedicated instrument. However, we need many more
of these occasions and locations to be able to develop distinct
and individual strategies for composition and sound-designs.

END: Topology of uncharted Voids 1-3
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Aesthetic Research in
Spatial Practices

Reality is as much about aesthetic creation as it is about
any other effect when we are talking about media®0.

After working in this field for almost 20 years individually, today
at spaes Lab Berlin we aim to make a strong contribution to what
we call «critical artistic research on perceptual spaces: in AVEs,
in order to foster untapped creative potential. We can observe
that a vivid research field deals with the perceptual aspects of
spatial audio from an engineering viewpoint. It looks at their
quantitative and qualitative analysis, and how it expands spatial
audio vocabularies. Considering the broad field of computer
performance, 3D spatial stability, loudspeaker layouts, and
projection paradigms, this seemed to be more than exigent
and appropriate within the past. For an aesthetic debate — and
no art can be spared by this — we need additional and another
kind of knowledge, a certain typological consolidation of the
intrinsic perceptive phenomena of musical works and these at
a preferably high degree of generalisability®’. Although listen-
er-based research is not totally new within the field of EM, cf.5%
it is the exception rather than the rule. We claim that today with
the powerful virtual environments working strongly on percep-
tual cues, investigations into aesthetic response must surely
be at least as significant as the discovery of a composer’s and
designer’s strategies, working methods, and tools®°.

Triad of Relevant Aesthetic
Research Domains

Overcoming the Disconnect

Lennox states that [...] artificial environments can make
available to us experiences and perceptual abstractions
that would not otherwise be available.”?

| reckon that without listening experiment-based knowl-
edge, and without an awareness of the three intersecting un-
charted voids mentioned above, artists would be disconnected
from their role as critical contributors of alternative perceptions
regarding concepts of reality — their ability to describe and
communicate the present differently.

After years of mostly academic and technical-led debates
we know that no (re)-producing technology (HOA, WFS, VBAP,
IKO) is a comprehensive solution, especially for sonic artists
who want to employ the full range of spatial audio today. Every
situation needs to be understood in appropriate terms that can
mediate between scientific, technical, and aesthetical questions
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such as, what can we find as instrumentality, sculpturality,
and verbalisation. This triad can only be researched appro-
priately with an artistic research approach that conducts a
self-investigation through art. It is meant with no offence, but
quite often engineers do not have the artistic practice to de-
rive pertinent aesthetic questions. Instead, their disposition is
to rely on the proof of technical concepts based on scientific
ideas. Thus, perceptual studies in AVEs often rely on simple and
non-artistic stimuli to prove the technical concepts [...|More
recent studies have addressed subjective rating [...], but
none have systematically addressed spatial trajectories,
soundfield rotation, and the relationships among musical
genre and space [...].”

In the process of artistic research we strive to reveal and
articulate the tacit knowledge that is situated and embodied
in specific artworks and artistic processes’2. This knowledge
is experience-based and can only be formulated when art is
developing the research questions that then can be answered
through multiple artistic and scientific processes of analysis.

Sculpturality

For the past 10 years the author has investigated composed
plastic sound objects’® within a framework that he called
sculpturality. After an introduction to the different contexts
and applications of the term <sound sculpture> in music and
the sonic arts within the past 100 years, in <Composing with
Sculptural Sound Phenomena in Computer Music>’# the author
researched the so-called body-space relations from sculpture
theory75 as indices for the way artists try to establish spatial
entities within different environments. Over a long period of ar-
tistic practice (i.e. the history of making sculptures) there seems
to be inherent principles that ‘speak’ to artists and observers
in a common way. Thus, the way we perceive the presence of
three-dimensional objects with different shapes, contours, and
proliferations and their relations to the place of their staging
is experience-based and has also been a subject of research,
especially in the last century76. These principles have been
investigated to establish whether they could provide a con-
ceptual orientation for composing plastic objects in 3D audio””
and basic terms for the verbalisation of perceptual objects in
the work with the IKO and the 393-loudspeaker’®. Results
proved that the composer, engineers, and different audiences
share experiences of certain media-specific items, i.e. spatial
formations within a given framework. The experimental design
proved to be a promising first step to detect intersubjective
spatio-sonic features that are stronger and more salient
as those of non-spatialized sonic materials.”? In this sense,
sculpturality is meant as a framework for basic perception-based
descriptions of three-dimensional auditory objects in AVEs®?.
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Instrumentality
In 2017 Sharma and Schultz addressed the question whether
loud-speaker arrays are musical instruments®!. Examining the
topic of instrumentality as a recently discussed and pertinent
term in contemporary music practice and musicology®?, the
work at spaes Lab Berlin intends to open a debate on the already
existing different approaches to creating AVEs with 3D audio
systems. For the works of present and contemporary utilisation
of AVEs, it seems to be highly productive to understand and
use loudspeaker arrays as musical instruments, such as the
IKO®2 and 39324 if composers and designers want to make
artistic use of the unexplored contingencies of such systems,
not necessarily following their intended engineering.
Therefore, we propose to approach these objects on multiple
levels of instrumentality®3. Utilising even traditional aspects of
instrumentality—for example virtuosity and liveness, or more
contemporary aspects like interaction with space or produc-
tion of space—will help to identify meaningful categories for
conceptual orientation, theory, and artistic practice.

Verbalisation

At spaes we agree with opinions that claim the necessity of
interdisciplinary and intersubjective studies to collimate the field
of perception and perceptibility and narrow down simple and
applicable terms®° for verbalising the sculptural phenomena
inherent to this spatial art with its unique instruments. In EM,
the acoustic experience has often been a reference point, but
the technology of electronic <reproduction> expands the scope
and complexity of spatiality in a radical way. Even though the
apparatus may be located within a physical space and even
though our spatial hearing has developed within a physical
world, electronic reproduction creates the potential for a dis-
tinct art of spatiality®”. However, EM hardly has a definitive
vocabulary and common terminology to describe the scope
of spatial possibilities or to explain the relationship of signal
processing techniques to the listener’s perceptions. Blauert®®
defines spatial impression as the perception of the type and
size of an actual or simulated space, also spaciousness as the
extent to which auditory events are more spacious thanin a free
sound field under comparable conditions. Within the context
of concert hall acoustics, spatial impression, spaciousness,
apparent source width, envelopment, and other terms have
been used to describe similar spatial percepts. For example®?
consider over 30 terms that can be organised into 17 discrete
categories. In the subjective acoustics of electronic reproduc-
tion®® and®! provide in-depth discussions and classification
of related spatial attributes. While there is much that can be
gleaned from the difference between the contexts considered
in the aforementioned research, the context for EM is profound:
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EM is not limited to having its sound sources contained in an
environment. The composer can omit environmental/enveloping
sound or omit the source, whereas both aspects are of great
importance for experiencing <traditional> AVEs as highly immer-
sive. Furthermore, there are profound differences in the sound
material in use. This is especially important for two reasons: (a)
spatial percepts are partly shaped by the content of the sound
sources®? and (b) electro-acoustic composers are not limited
to pre-existent acoustic sources. Not only do composers have
the freedom to design sounds that specifically support spatial
effects®?, but most importantly they can also explore ways of
creating media-specific sounds that have no obvious analogy
in the physical world“4.

In%3 the author claims that a specific cultural context aris-
es in the perception situation of the acousmatic”® paradigm.
That which is conceptualised and that which is experienced
in the studio or the laboratory is not played back in the sense
of a discretisation of the former. Rather, the present is made
differently experienceable. Thus, spatial audio qualities such as
envelopment and concepts like plausibility might not be helpful
evaluating EM in AVEs. In®7 the author addressed the problem
of terminology by summarising, comparing, and evaluating
different attempts to verbalise electro-acoustic phenomena. It
is stated that authors with very different backgrounds over the
last 100 years felt the need to describe and categorise sound
phenomena but using very different methods and only very few
of these address the subject of space directly, cf.”®. Moreover,
where the subject space is indeed addressed, the use is not
contingent in most cases®”. Of course, when working on what
spatial attributes are about and in so doing combining through
existing words in a number of languages world wide, we must
certainly not expect that, miraculously, each sound will find its
word and at each word for its part will denote a very precise
and localizable sonic phenomenon! Chion reasons:
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Research Questions and Aims

As collated above, for a practice of composition with media-spe-
cific properties | propose an intensive engagement with the
artistic research questions (a) how space-sound objects can
be composed, categorised, and reproduced reliably on 3D au-
dio systems using different spatial concepts and projection
techniques, (b) what composers, audiences, and audio tech-
nicians experience when in the composed sonic space, and
(c) how those three parties would describe these phenomena
for themselves and others. | claim that spatial concepts—ex-
tending (computer) music can be composed by refined artistic
research and approaches that normatively include deepened
considerations on the aforementioned triad of instrumentality,
sculpturality, and verbalisation.

The proposed process shall become a paradigm for criti-
cal media-specific strategies dealing with advanced auditory
environments of the present and the future. Most of these
systems are based on concepts of reproduction and industrial
mass production preventing divergent usage and conception.

Research Methods

It is the main goal of this section of the text to stake out the
terrain through which artists using AVEs have to navigate to-
day. | also tried to extract and follow traces that indicate the
contemporary relevance, urgency, and open questions of space.

Verbalisation

Aesthetic Research in
Spatial Practices
Triad of Aesthetic Research Domains
Overcoming the Disconnect with shared
perceptual spaces

196

By naming three uncharted voids (there are more) that form
the topology of the current stagnation in contradiction to the
technical advances of the past decades, | wanted to underline
my impression that we are witnessing a stagnation not in pro-
duction of artistic pieces in spatial audio, but in the development
of concrete utopias that explain how space can be formed,
moulded, and alternatively modelled.

In order to deepen the mentioned domains of aesthetic re-
search, various research methods from the fields of engineering,
philosophy, media theory, sociology, and cognitive linguistics
have to be applied and developed. To list and outline these
would go beyond the scope of this text. However, the research
methods can be developed only in collaboration or even better
cooperation between the sonic arts, scientists, and certain user
groups. Therefore, | can only propose and give examples of how
the SPS can be elicited in the future labs of concrete utopia. The
dedicated research domains of verbalisation, sculpturality, and
instrumentality should be embedded into an iterative artistic
research process that feeds back results into artistic practice
to see if they stand the field test.

Verbalisation will have to be explored by qualitative research
within listening/discussing focus groups. Artistic work and re-
search on sculpturality and instrumentality regarding sculptural
sound phenomena embedded into AVEs with different 3D audio
systems will have to include composing, qualitative evaluations
within focus groups, as well as quantitative evaluations based on
expert listening experiments. In engineering it is common to rate
aspects of AVEs on perceptual quality; correlating these with
technical 3D audio system parameters for detecting potential
improvements. However, we have to keep in mind that this is
most often performed with simple stimuli or light entertainment
content due to the considered area of application. The explo-
ration into which AVEs’ quality aspects were important and
thereby compiling spatial audio quality vocabularies became a
vivid engineering research topic for about two decades'. Inves-
tigated perceptual quality aspects are overall sound quality'©2,
immersion'©2, plausibility (comparison to a inner reference)' %4,
and authenticity (direct comparison to a given reference)'%, to
name a few. Not too long ago, a study with artistic background
tested for envelopment and engulfment'%6 of different spatial
audio systems using different artistic stimuli. Often the analysis
of ratings shows how much variance in the data is explained by
different reproduction system treatments. | propose to utilise
these rating methods on quality vocabularies for artistic pieces
within listening sessions and experiments. However, as men-
tioned above, many qualities that are meaningful for testing
<realistic> sound scenes might not be useful for artistic works
and stimuli due to (as yet) missing definitions in this context.
Therefore, we should refine artistic vocabularies throughout
the course of our research. Thus—as already and successfully
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initiated and conducted at the TU Berlin workshop in January
2018 and HAW master class in June 2018 — relevant new and
old pieces of spatialised computer music in HOA, WFS, IKO,
and 4/8-loudspeaker rings should be experienced, explored,
and discussed together regarding the mentioned aspects. This
could cultivate a moderated discussion on sculptural sound
phenomena, its different qualities, and manifestations on the
different instruments, how and where they work, and even more
important, where they don’t. Transcribed advanced 3D-audio
analysis could qualitatively and quantitatively indicate if the
composed pieces contain enriched sculpturality and if self-un-
derstanding and verbalisation of sculptural sound phenomena
is refined and enhanced within the artistic research community.
We also need to (re-)build standardised open archives!®” for the
pieces existing in binaural and in situ listening environments,
with the ability to compare different pieces and alternative
versions of pieces by just pressing a button. And of course we
have to think about recording techniques that are flexible and
affordable enough to produce stable archive material and new
publications.

Toward a Spatio — Sonic Art from
the Lab for Concrete Utopia

There is great difficulty in separating out musical ideas,
technological opportunities, and socio-political and aes-
thetic nuances, but this also beckons great adventure. 108

Art is free, shall not be part of any political campaign, nor shall it
need to express a contemporary ideology, but we cannot close
our eyes and ears in the current situation: sound and music are
spatial, immersive parameters of reality - this is for real. The
reason why | am deeply interested in spatial sound technology
is because it has the potentiality to let us learn more about our
perceptive capabilities as human beings. | see technologies as
training tools for aesthetic research for artists and scientists,
and most ideally for artistic researchers. And in the process of
research we turn tools into instruments, and with these instru-
ments we are perceiving music out of something that some
might call The Contemporary. These instruments can work
like antennas, receivers.

[...]1 [A]s artificial experience commences, we recog-
nize that we are on a journey and while we may question
whether the next destination is better than the place we
left, we realize that the journey is ours, for we must see
what it is - that what we have made, makes us.10?

107 i.e.IDEAMA, https://zkm.de/en/
collection-archives/collection/audio

108 Collins, N. (2009). p. 350.

109 Krueger, M. W. (1993).

-collection, https://www.zhdk.ch/en/

research/icst/icst-sound-archives-

ideama-imeb-collection-6758 (not

public!)
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Therefore, | do not subscribe to the common sense that technol-
ogy is neither good nor bad. It is a question of their potentialities
and who is going to explore and use them, with which motiva-
tion. So, in what sense do artists contribute to alternative world
perceptions today, or are we just trying to be a part of it? Being
sponsored by energy drink companies, lifestyle magazines, and
media companies means nothing more than being a part of their
immersive strategies and campaigns. As composers, musicians,
and sound artists we have to focus on the paradox of immersion
itself, which defines a core parameter for the understanding of
today’s media development, but only occurs when the medium
becomes imperceptible and disappears. Obviously, there is not
a simple relationship of either/or between critical distance and
immersion. But thematising exactly this paradox and the thin
line between two worlds can be a contemporary artistic strategy
for the utilisation of immersive technology. A spatio-sonic art
should describe and stage the moment of transition from one
world description into the other. The object of investigation is
the brink, the borderline between in and out. Similar to how film
has made time manipulable, virtual acoustics as part of virtual
reality makes this possible for space. Creating n-dimensional
spaces - in the future, more than ever, we will decide what we
surround ourselves with, and conceptualise the qualities of
experiences possible. But by that we will not only alter a virtual
reality, we will change the everyday and how we perceive and
understand it. | agree with Michael Heim that we are in the
process of an ontological shift:

When I write of an ontological shift, I mean more than
a change in how we humans see things, more than a par-
adigm shift or a switch in our epistemological stance. Of
course, our access to knowledge changes dramatically as
we computerize the arts, sciences, and business. But there
are more things in heaven and earth than are dreamed of
in our epistemology. An ontological shift is a change in the
world under our feet, in the whole context in which our
knowledge and awareness are rooted. Things change even
before we become aware of what has been happening to
us. We might look upon the automobile, for instance, as a
limited tool, as a human device for transportation. In fact,
however, the world itself changed when we introduced
the automobile.110

Terraforming — Sound as Space

As said above, we urgently have to find a way of archiving and
sharing experiences in immersive environments. What do we
know about perception and perceptibility of spatial phe-
nomena in n-D environments? Surely, there are more than
basic directional descriptions indexed to outdated reminiscenc-

110 Heim, M. (1993).
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es like Kick or Snare or Voice, Piano, Organ, and Bassoon,
passing Car. So how can we communicate spatial qualities
intrinsic to these systems? To foster this communication, | pro-
posed to develop serious artistic research regarding the triad of
sculpturality, instrumentality, and verbalisation. To benefit from
varying technical and artistic viewpoints, individuals involved
in artistic practice and those involved in theoretical or applied
research, would need to engage in regular dialogue on these
triad topics. This would have to happen on a level from which
we could derive an original use of the immersive tools of our
time, producing fundamentally different and more challeng-
ing artefacts than marketing and PR are now offering — large
scale and ubiquitous in public places, at fairs, in shops, smart
homes, or in the <\www>. What else can we produce aside from
overwhelming tableaus, overpowering multi-media products
for piles of n-speakers, arranged as neat weapon-like arrays
that we are not supposed to see and hear/feel/know about? In
other words, we have to become more than, and very different
from, advanced users. To answer this question, we practically
need 24/7 access to tools and production environments. With
the recent development in free downloadable software tools'
for any kind of loudspeaker arrays and the upcoming wave of
binaural software environments and Apps!'? for head-tracked
headphones, we can at least establish a continuous artistic
practice. Actually, there are no excuses left. To produce and
refine qualitative aesthetic differences in so-called immersive
environments, let us not decline and demonise the mainstream.
Rather, let us embrace clichés to become experts on non-cli-
chés. For example, by establishing and re-inventing surreal
spatiality in VR, as normal. Maybe we could start by re-labelling
our own products: Musical work is not necessarily engaged
anymore with the traditional composition of songs, suites, sona-
tas, pieces, or tracks, but with the conception of Sonic Spatial
Models (SSM). Whether we are writing music, composing,
hacking sound, programming, creating tracks, most likely one
would find a spatial strategy, or even narrative, involved in the
creative process (e.g. background-foreground shifts, left-right
morphologies, spectromorphologies as vertical descriptions,
sculptural qualities of sound, use of environmental sounds, use
of convolution reverb). Maybe some will find a way to profes-
sionalise strategies of Amateurism, Minimalism, Dada, and Glitch
in VR and higher order loudspeaker environments, to contrast
the spotless appearances of common media products and
foster a fundamental aesthetic debate on immersive effects and
phenomena. Maybe then we can formulate an alternative and
open invitation to the yet unknown listener to share an extended
ontology of sonic spatial arts by composing sound as space.

Switch off Diamorphoses/Exit Terrain -

m
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List of Abbreviations

3D
AVE
CM
EM
HOA
IEM
IKO
OSIL
SPS
VR
WFS
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