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The  Newsletter  of  the  Society  for  Electro-­‐Acoustic  Music  in  the  United  States,                  
providing  news,  interviews,  and  announcements.

Interview  with  
Carla  Scale)

(begins  on  page  3)
Pictured  right:  Carla  ScaleA  in  1983  
performing  her  Lysogeny  for  harp  and  
MUSIC360-­‐generated  tape.    SJll-­‐frame  
from  a  video  taken  by  ScoM  WyaM  of  
pieces  performed  at  the  25th  
Anniversary  Concert  of  the  
Experimental  Music  Studios  at  the  
University  of  Illinois.
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“Experimental  Music  for  me  is  literally  designing  
experiments,  trying  out  new  ways  to  structure  
music  or  to  present  music  or  to  conceive  of  music.    
In  some  ways,  that’s  a  thankless  job,  because,  by  
definiCon,  you’ll  never  become  popular—even  if  you  
did,  you  would  be  doing  something  completely  
different  in  your  next  piece.    But  I’m  thankful  
that  some  people  are  doing  it.    It  injects  fresh  ideas  
and  approaches  and  sounds  into  music  that  
eventually  find  their  way  into  games  and  films  and  
adverCsing  and  even  into  tradiConal  art  music  and  
popular  music.”
            -­‐  Carla  ScaleK

Interview  begins  on  page  3

Carla  ScaleA  performing  SlipSJck  at  
SEAMUS2017.  Photo  by  ScoM  L.  Miller,  
SEAMUS  President  &  co-­‐host  of  the  2017  
conference  at  St.  Cloud  State  University.

https://vimeo.com/151942995
https://vimeo.com/151942995
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   FROM    TH E    ED I TOR

Hello  SEAMUS  Members,                                        

I  hope  you  had  a  producJve  summer  and  
are  enjoying  a  break  from  work,  teaching,  
etc.,  before  fall  acJviJes  and  
responsibiliJes  are  underway.  When  I  feel  
discouraged  by  so  much  hatred  and  unrest  
in  the  world,  I’m  encouraged  by  the  unity  I  
feel  with  my  friends  and  colleagues  in  
SEAMUS.  This  newsleMer  has  been  
parJcularly  inspiring  to  me-­‐-­‐I  hope  you  
enjoy  it  as  much  as  I  do!

I’m  pleased  to  feature  an  interview  with  recent  SEAMUS  Award  recipient  
Carla  ScaleA  as  the  lead  piece  in  this  issue,  conducted  by  her  former  
University  of  Illinois  associate  Elizabeth  Hinkle-­‐Turner.  Elizabeth  has  been  
working  on  a  book  chapter  based  on  Carla  for  someJme,  so  she  was  in  a  
unique  posiJon  to  build  on  that  knowledge  and  also  cover  some  new  
ground  with  Carla.  Thanks  so  much  to  both  of  them  for  their  Jme,  and  for  
all  the  great  pictures  and  links.

We’ve  enjoyed  several  notes  in  the  newsleMer  the  last  couple  years  from  
disJnguished  SEAMUS  member  and  electronic  music  innovator  Jon  
Appleton.  I  regret  that  his  piece  in  this  newsleMer  (p.  25)  will  be  his  last  
because  of  health  issues.  We  wish  him  a  speedy  recovery  and  conJnued  
enjoyable  music  making  and  thinking  in  beauJful  Kauai.  

The  recent  Call  for  Submissions  for  SEAMUS  2018  at  the  University  of  
Oregon  is  reprinted  here,  just  to  the  right  of  this  note  and  then  conJnued  
on  p.  5.  Jeff  Stolet  is  yet  another  experienced,  second-­‐Jme  host  so  I  know  
we’ll  all  benefit  from  that  and  it  will  be  a  GREAT  conference.  KrisJan  
Twombly,  SEAMUS  2017  co-­‐host,  was  kind  enough  to  submit  a  brief  report  
on  the  recent  conference,  also  included  on  p.  5.

And  finally,  all  the  usual  newsleMer  secJons  are  here:  a  note  from  President  
ScoM  Miller  (p.  6),  member  news  (p.  18),  and  all  the  SEAMUS  organizaJonal  
info  you  could  ever  hope  for  (p.  26).  Best  wishes  for  a  successful  fall-­‐-­‐I’ll  be  
in  touch  again  in  November!

Sincerely,

Steve	
  Ricks

The   Society   for   Electro-­‐Acous3c   Music   in   the  
United   States   (SEAMUS)   2018   Na3onal  
Conference   will   be   held   at   the   University   of  
Oregon  School  of  Music   and  Dance   in  Eugene,  
Oregon  March   29-­‐31,   2018.      SEAMUS   2018  
will  be  presen3ng  an  exci3ng  and  diverse  range  
of  electro-­‐acous3c  music   including  fixed  media  
electroacous3c   works,   real-­‐3me   interac3ve  
performance  composi3ons,  works  that  combine  
sound   and   video,   and   sound   installa3ons.     The  
University  of  Oregon,   the  School  of  Music   and  
Dance,   and   Future   Music   Oregon   are   thrilled  
about  hos3ng  the  SEAMUS  conference  and  we  
look   forward   to   having   you   visit   our   beau3ful  
campus.   Addi3onal   informa3on   about   the  
conference  is  available  at:

seamus2018.org
Submissions

Composers   and   sound   ar3sts   may   submit   one  
original   work   from   the   broad   spectrum   of  
electronic   music.      This   includes   fixed   media  
electroacous3c   works,   real-­‐3me   interac3ve  
performance  composi3ons,  works  that  combine  
sound   and   video,   and   sound   installa3ons.    
Submissions   will   open   August   24,   2017   and  
close  11:59  PM  PDT,  October  1,   2017.     A   link  
to   the  submission  portal  will  be  provided  as  we  
approach  the  portal  opening  date.

Selected  works  will  be  presented   in  one  of  our  
two   8-­‐channel   concert   halls,   our   late-­‐night  
venue,   our   listening  room,  or   as  an  installa3on.    
The   faculty   performers   at   the   School  of  Music  
are   excep3onal   and   will   provide   composers  
exquisite   performances   and   audiences   exci3ng  
listening  experiences.     Regardless  of  the  media  
or  style  u3lized  by  the  respec3ve  ar3st,  utmost  

(conJnued  on  page  5)

http://seamus2018.org/
http://seamus2018.org/
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An  Interview  with  Carla  ScaleA
By  Elizabeth  Hinkle-­‐Turner

I   have   known   Carla   ScaleV   virtually   all   of   my  
composi3onal   life   star3ng   with   her   appearing   “in  
the   distance”   as   a   quietly   awe-­‐inspiring   presence  
(so   many   people   spoke   so   reverently   of   her  
crea3ve   intellect   and   thoughYulness)   in   the  
Computer  Music  Project  of  the  University  of  Illinois  
at  Urbana-­‐Champaign   in  1986.   I   was  privileged   to  
work   with   some   of   the   early   incarna3ons   of   her  
Kyma   System   at   a   Sound   Computa3on  Workshop  
with  the  CERL  Sound  Group  towards  the  end  of  my  
studies  at  UIUC  in  1991.  A  year  later  I  recall  siVng  
next  to   her  at   a  SEAMUS  banquet  trying  very  hard  
not  to   let  on  to  everyone  how  miserable  I  was  aber  
my   first   chemo   treatment,   and   listening   to   her  
discussions  with  others  at  the  table  helped  to   focus  
me.   There   have   been   many   subsequent  
conferences   and   workshops   and   interac3ons   in  
between.   Finally,   in   2011   I   was   asked   to   write   a  
chapter   about   her   for   an   upcoming   text   (Laurel  
Parsons   and   Brenda   Ravenscrob,   eds.   AnalyJcal  
Essays   on   Music   by  Women   Composers,   Volume   4,  
Oxford   University   Press,   forthcoming),   a   project  
which  has   just   been  completed   by   the  editors   and  
authors.  

Though   I   have   joked   with   Carla   that   some3mes   I  
feel   as   if   I   am   the   “Robert   Crab”   to   her   “Igor  
Stravinsky,”   she   has   been   unfailingly   polite   and  
generous   with   her   3me,   her   thoughts   and   her  
resources.   I  have  found   this  to   be  a   universal  about  
ScaleV:   when   asking   other   composers   and  
colleagues   about   working   with   her,   the   Kyma  
System,   and   her   company,   Symbolic   Sound  
(kyma.symbolicsound.com),   they   speak   of   this  
generous   responsiveness,   avid   curiosity,   and  
genuine  desire   to   collaborate   in  every  way.   In  this  
interview   (an   emailed   dialogue  with  the   composer  
and  inventor),   I  enjoyed  asking  her  about  things  we  
had   never   previously   discussed   and   only   just  
generally   touched   upon   in   earlier   conversa3ons  

that   directly   relate   to   her   recent   2017   SEAMUS  
Award   acceptance   speech.   Let’s   con3nue   the  
discussion!  

(Hinkle-­‐Turner’s  ques3ons  are  in  bold  print,  with  
ScaleV’s  answers  following  in  regular  print.)

LINK:  <Carla  ScaleJ  2017  SEAMUS  Award  acceptance  
speech>

On   your   personal   homepage   (carlascaleJ.com)  
you  begin  with  a  Mu-­‐Psi  manifesto.  You  write   that  
it   is   “sound   art   that   seeks   to   transcend   the  
personal   and   to   express   universal   concepts,  
paWerns,   and   processes”   and   conYnue   with   an  
explanaYon   of   how   it   is   analogous   to   science  
ficYon.   For   as   long   as   I   have   been   familiar   with  
your  composiYon  catalog,   your  starYng  point  of  “a  
Mu-­‐Psi  sound  work  begins  with  a  hypothesis,  a  ‘what  
if’  premise”  that   then  explores   the   ramificaYons   of  
the   premise   has   been  a   primary   creaYve   interest.  
Am   I  correct   in  that   assumpYon?  Can  you  provide  
us   with   a   narraYve   of   how   this   started   and  
emerged  as  a  primary  creaYve  interest?

I   think   that   concept   had   always   been   there,   but   I  
hadn't   no3ced   it   un3l   you   asked   me   a   ques3on  
about   it   for   your  first  book;  you   asked  me   if   there  
was  anything  that  characterized  or  unified  all  of  my  
work,   and   that’s   when   I   no3ced   that   there   had  
always   been  a   thread   of   science   and   mathema3cs  
throughout   the  work   I  had  done  up  to   that  point.  I  
was   prehy   excited   to   discover   that   there   was   a  
unifying  theme  because  it  made  it  clearer  where  I’d  
been  and  gave  me  a  guide  of  where  I  wanted  to  go  
next,  so  thank  you  for  asking  that  ques3on!  

Where  did   it  come  from?  My  father  was  a   scien3st,  
we   were   very  close,   and   I   grew   up  thinking   that   I  
would   be   a   scien3st   too.   It   was   only   at   the   last  
moment  when  I  had  to  choose  a  major   that   I  chose  
music  composi3on,  instead  of  a  scien3fic  area.  

To   this   day,   I’m   oben   able   to   access   that   elusive  
sense  of  transcendence  we’re  all  seeking  by  reading  
ar3cles   in   Science   magazine.   I   think   there   is  

https://www.seamusonline.org/scalettispeech/
https://www.seamusonline.org/scalettispeech/
https://www.seamusonline.org/scalettispeech/
https://www.seamusonline.org/scalettispeech/
http://carlascaletti.com/
http://carlascaletti.com/
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something   about   science   and   the   arts   and  
educa3on   that   let   you   become   part   of   a   project  
much  larger   than  any  one   individual  could   finish  in  
one   human   life3me.   I   remember   being   amazed   to  
find   out   that   it   took   several   genera3ons   of  
architects   and   builders   to   complete   some   of   the  
cathedrals   in   Europe.   In   a   way,   we   too   are  
contribu3ng   to   more   abstract   edifices   of  
knowledge   by   contribu3ng   to   the   arts   and   to  
scien3fic   research.  And   in  educa3on,   you  can  trace  
the   lineages   of   your   own   students   and   their  
students  and  reflect  back  to  your  own  teachers  and  
their   teachers   and   feel   connected   to   a   long  
tradi3on   that   stretches   backward   and   forward   in  
3me.

For  me,  the  ul3mate  goal  for  making  music   is  to   be  
able  to  give  people  a   sense  of  transcendence,  even  
if  just  for  a  moment  or   two.  That’s  what  I’m  always  
trying  for  anyway.

Kurt  Hebel  at  the  1991  CERL  Sound  Group  Sound  ComputaJon  
Workshop  explaining  the  scalable  architecture  of  the  Capybara.    

Lei-­‐right:  Roberto  D’AuJlia,  Elizabeth  Hinkle-­‐Turner,  
Dick  Robinson,  Kurt  J.  Hebel

LINK:  <Listening  back,   listening   forward  [resources  
about  ICMC  2015  Keynote  address]>

At   ICMC   2015   you   gave   a   keynote   address  
“Looking   Back,   Looking   Forward”   providing   an  
overview  of  a  shared  history  in  creaYve  computer-­‐
based   exploraYon   and   then   moved   to   a   more  
specific  discussion  of   the   early   days  of   your  work  
which  lead   to   the  Kyma  system  and   the  formaYon  
of   your   company.   What   are   a   few   of   the   major  
pivotal   events,   people   and/or   experiences   that  
were   essenYal   to   the   emergence   of   Symbolic  
Sound?

In   retrospect,   everything   that   happened   prior   to  
that  was   leading  up  to   the   emergence  of  Symbolic  
Sound.  

My   parents   were   very   entrepreneurial   educators;  
they   loved   star3ng   new   programs,   even   when   it  
meant   taking   a   less   tradi3onal   career   path.   My  
father  leb  a   tenure-­‐track  posi3on  at  the  University  
of  Minnesota   to   help   start   a   new   medical   school,  
ini3ally  housed  in  a  re-­‐purposed  7-­‐up  bohling  plant  
at   the   University   of   New   Mexico.   My   mother  
started   several   alterna3ve   schools   within   the  
Albuquerque   public   school   system,   to   educate   the  
“misfits”  who  were  on  their  way  to  dropping  out  or  
being  expelled,   and   she   started   the  first   computer  
literacy   classes  at  her   high  school  even  before   she  
knew   how   to   use   a   computer   herself   (I   remember  
the   two   of   us   learning   LOGO   programming  
together   during   one   vaca3on).   So   they   were  
constantly   experimen3ng   with   new   formats   and  
derived   energy   from   the   excitement   of   building  
new  programs.

The  CERL  Sound  Group  also  had  a  very  "high  tech-­‐
startup"  atmosphere.   It  was  up  on  the   top  floor   of  
the   Computer   Based   Educa3on   Research  
Laboratory,   accessible   only   by   metal   fire   escape  
stairs   so   “adults”   rarely   went   up   there.   Lippold  
Haken   and   Kur t   Hebe l   were   unusua l l y  
independent,   self-­‐mo3vated,   and   crea3ve   for  
undergraduate   engineering   students;   they   loved  
the  work  so  were  there   late  every  night  and  on  the  
weekends.   Don   Bitzer,   the   founder   of   CERL,  
brought  a   lot  of  money   into   the  university  through  
his  patents,   and   he  supported   the  music   lab   in  part  
because   the   Sound   Group   could   always   provide  

(conJnued  on  page  7)

http://carlascaletti.com/words/listening-back-listening-forward/
http://carlascaletti.com/words/listening-back-listening-forward/
http://carlascaletti.com/words/listening-back-listening-forward/
http://carlascaletti.com/words/listening-back-listening-forward/
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considera3on  will  be  given  to  the  entry’s  musical  quali3es  and  sound  ar3stry.  

The   adjudica3on   is   a   double-­‐blind   review  process   where   composers   of   the   submissions   are   not   iden3fied   for   the  
judges.    Composers  whose  work  is  selected  for  inclusion  in  the  conference  are  required  to  ahend  the  conference.

We  strongly  encourage  student  submissions.

Special  Proposals

A.  We   invite  proposals  from  performers  of  electro-­‐acous3c  music  to  present  a  curated  concert  of  music  performed  by  
them  or  their  ensemble.    The  proposal  should  take  the   form  of  a  text  document  that   lists  the  (1)  3tle,  (2)  composer,   (3)  
dura3on,   and   (4)   technical  requirements   for  each  piece   contained   in   the   proposal.     The   text   document   should  also  
provide  links  to  audio  recordings  of  three  recent  performances   (one  of  which  must  be  a  live   recording   (not   studio)  and  
one   of  which  must   include   the   use  of  electro-­‐acous3cs).     Video  recordings   are   not  accepted.     This   is   a  double-­‐blind,  
peer-­‐reviewed  evalua3on  process,  and  all  submiWed  text  documents  and  recordings  must  be  strictly  anonymous:    the  
performer(s)’s  name(s)  must   not   appear  anywhere  on  the  proposal,   the   recording,  nor  on  the  website   from  which  the  
recording  is  accessed.    Please  ensure  that  links  do  not  expire.  

B.  We  also  seek  proposals  for  lectures   (more   like  drama3c  rants)  on  provoca3ve  topics  related  to  music  and  the  arts  –  
the   more   provoca3ve   the   topic,   the   more   likely  it   is   to   be   accepted   into   the   conference.     The   proposals   should  be  
300-­‐500  words   in   length;   the   provoca3ve   lecture   should  be   fibeen  minutes   in  dura3on  with  10-­‐15  minutes   allohed  
for  responses  and  ques3ons.    While  we  are  seeking  “hot”  topics  that  will  s3r  debate  we  strive  to  ahract  proposals  that  
are   well-­‐organized   and   intellectually   substan3al.     We   do   not   conceptualize   these   lectures   as   being   plaYorms   that  
serve  performance  art  works.    ProvocaJve  topics  affiliated  with  poliJcs  and  religion  will  not  be  considered.

Ques3ons  can  be  directed  to  Jeffrey  Stolet  at  seamus2018@uoregon.edu

(SEAMUS  2018  Call  for  Submissions,  cont.)

SEAMUS   2017   in   St.   Cloud   was   a   tremendous   success!   This   year's   conference   featured   over   130   performances  
spread  across  three  different   venues,  two   rooms  with   installa3ons,   three  paper  and  panel  sessions,  and  a  number  of  
guerrilla  concerts.  

Certainly   chief   among   the   many   highlights   for   us   was   hos3ng   our   SEAMUS   Award   Winner,   Carla   ScaleV.   Her  
performance  on  Friday  night  of  the  concert  was   rousing,  unforgehable,  interac3ve,   and  full  of   joy.   That  concert  was  
preceded   by   a   performer-­‐curated   concert,   an   ini3a3ve   that's   been   in   the   works   for   quite   a   long   3me   and   will  
hopefully  con3nue  to  be  part  of  future  SEAMUS  Conferences.

Being   able   to  host   SEAMUS   twice   in   the   last   seven  years   had   had   innumerable   benefits   for  our   programs   (and  for  
both  Scoh  and  I  personally),  and  I  encourage  each  of  you  to  consider  hos3ng  SEAMUS  at  your  ins3tu3ons.

Sincerely,

Kris3an  Twombly,  SEAMUS  2017  Co-­‐Host

mailto:seamus2018@uoregon.edu
mailto:seamus2018@uoregon.edu
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LETTER  FROM  THE  PRESIDENT

Dear  members  of  SEAMUS,

I  hope  you   are   enjoying  your   summer,  wherever  you  may  be.   I  am  pleased   to   announce   the  results  of  
our   Music   of   SEAMUS   volume   27   ballot.   The   album   represen3ng   the   SEAMUS   2017   Na3onal  
Conference   will   include   works   by   Nathan  Haering,   Jason   Bolte,   Brian   Sears,   Russell   Pinkston,   Rob  
Seaback,   Sam  Wells,   Carter  Rice,   and   Timothy  Page   (this  year’s   SEAMUS/ASCAP  Student  Commission  
First  Prize  winner).  Congratula3ons  to  you  all!

Music   from   SEAMUS   volume   26   will   be   released   worldwide   on  September   8   on   the   new   SEAMUS  
Records   imprint,  distributed  by  Naxos.   Please  remember  to  update  your  member  profile  before  August  
1  if  you  wish  to  receive  a  physical  CD  of  this  release  (at  no  extra  cost  to  you).

We  welcomed  our  newest  elected  board  members  at  the  conference,   Ivica  Ico  Bukvic  as  Vice  President  
of  Programs,   and  Heather  Stebbins  as  Treasurer.  We  look   forward  to   their  contribu3ons  to   the  board,  
and  thank  outgoing  members  Keith  Kirchoff  and  Ryan  Carter  for  their  many  years  of  service.

Looking  ahead,  next  year,   SEAMUS  2018  will  be  held  at  the  University  of  Oregon  School  of  Music   and  
Dance   in  Eugene,  Oregon,  March  29   -­‐   31,   2018.   SEAMUS  2018   promises   to   present   an  exci3ng  and  
diverse   range   of   electro-­‐acous3c   music   including   fixed-­‐media   electroacous3c   works,   real-­‐3me  
interac3ve   performance   composi3ons,   works   that   combine   sound   and   video,   and   sound   installa3ons.  
More   informa3on  can  be   found   at   the   conference  website,  hhps://www.seamus2018.org   ,   and   I   look  
forward  to  seeing  you  all  there.

With  best  wishes  for  a  produc3ve  and  relaxing  summer,

Scoh  L.  Miller,  President
SEAMUS

president@seamusonline.org
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some   entertaining   demos   for   what   he   called   the  
“dog   and   pony”   show   he   would   present   to   grants  
agencies   and   investors.   In  between  those   rare  dog  
and   pony   shows,   we   were   leb   alone   and  
unsupervised   for   long   stretches   and   had   a   budget  
for  buying  parts   and   designing/building  PC  boards.    
It   was   an  amazing   opportunity!   But   it’s   not   every  
undergraduate   who   would   know  what   to   do   with  
that   opportunity.   Kurt   and   Lippold   were   prehy  
amazing   individuals.   Even   as   teenagers,   they  
already   had   their   own   ideas,   the   mo3va3on   to  
apply   what   they   were   learning   from   their   classes,  
and   the  ability   to   teach  themselves  whatever   they  
weren’t   learning   in  school.   For  me,  discovering   the  
CERL   Sound   Group   meant   I’d   finally   found   some  
people   I   could   discuss   Computer   Music   Journal  
ar3cles   with!   It   was   so   inspiring   to   be   in   that  
atmosphere,   learning   things,   making   things,   and  
actually   seeing   them   being   used   by   people,   that,  
even  though   I   had   finished   my   doctorate   and   was  
already   teaching   in   the   School   of   Music   (I   was  
covering   John  Melby’s   course   the   year   he   had   a  
Guggenheim   grant),   when   Lippold   offered   me   a  
research   assistantship   at   CERL,   I   didn’t   hesitate.   I  
turned   down  an  offer   from  the  School  of  Music   to  
teach   music   theory   courses   the   next   year   as   a  
visi3ng   assistant   professor   and   became   a   student  
again   (this   3me   pursuing   a   masters   of   computer  
science).

Working   at   the   CERL   Sound   Group   was   actually  
good   prac3ce   for   star3ng   our   own   company.   At  
CERL,  we  had  to  design,  plan,  program,  order  parts,  
call  suppliers;  we   even  had   “customers”   we  had   to  
support   (the   students   and   faculty   who   worked   in  
the  open  studio  up  on  the  fourth  floor).   So   in  a   lot  
of  ways,   we  already   knew   how   to   run  a   company  
even  before  we  started  Symbolic  Sound.

But  as  is  oben  the  case  in  life,   taking  a  risk  requires  
a   lihle   push.   We   would   have   been   happy   to  
con3nue   pursuing   our   research   at   CERL;   I   had  
started   applying   for   grants   when   Bitzer’s   patents  
began   to   expire.   But   like   many   successful  people,  
Don  Bitzer  also  inspired  his  share  of  envy  (he  oben  
made  a  point  of  how  independent  he  was,   since  he  
had   large   grants   from   industry   partners   and   NSF,  

and  his  patents)  and  when  his  money  started  to  dry  
up,   there  were   others   at   the   university  who   were  
eager   to   push   him   out.   He   ended   up   with   an  
endowed  chair  at  North  Carolina,  but  everyone  else  
at   the   lab   was   given   a   year   to   find   another   job.    
Kurt   and   I   had   already   talked   about   star3ng   our  
own   company.   But   losing   your   job   is   a   good  
mo3vator!   The   non-­‐academic   employees   got  
unemployment   benefits   but   part   3me   academic  
employees   (I  was  a   quarter-­‐3me  research  assistant  
at   the   3me)   were   not   eligible.   Lippold   felt   bad  
about  that  so  he  told  me  unofficially  that  there  was  
no   reason   for  me   to   show   up   at   the   lab   anymore  
and   that   I   should   go   home   and   work   on  Symbolic  
Sound   full   3me.   So   thanks   to   Lippold,   I   had   a  
subsidized   year  where  I  could   work  full  3me   in  my  
new  office   (which  was   the  second   bedroom  in  our  
fourth   floor   student   apartment).   The   UPS   and  
FedEx  employees  got   a  kick  out  of  delivering  parts  
to   a   student   apartment   and   taking   away   large  
boxes  containing  Capybaras  des3ned  for  addresses  
all  over   the  world.   Last   year,   we   got   a   delivery   at  
our   current   offices   by   one   of   those   guys   who  
recognized   me   and   had   a   big   smile   on  his   face,   “I  
remember   you   guys!   You   used   to   be   in   that   lihle  
apartment!”

I   never   expected   to   start   a   company;   I   thought  
everything  in  my  life  was  leading  up  to   becoming  a  
music  professor.   But  in  retrospect,   it   is  easy  to   see  
the   events  and   experiences   that   led   into   Symbolic  
Sound   as   a   nearly   inevitable   consequence   of   my  
early   influences   and   my   collabora3on   with   Kurt  
Hebel.   For   me,   the   work   has   always   been   the  
essen3al  thing.     And  we’ve  been  able  to  pursue  our  
research,   to   con3nue   learning,   to   make  music,   and  
to   teach   others   through   Symbolic   Sound.   That’s  
everything   that   I   had   wanted   to   do   at   the  
university,  and   I’ve  been  lucky  to  be  able  to  do   it  as  
an  independent  ar3st/developer.

I   guess   the   reason  I   men3on   that   is   to   encourage  
any   students   who   might   be   reading   this   to   focus  
more  on  what  they  want  to  do  than  on  the  specifics  
of  how.  The  poli3cal  economy  is  constantly  shibing  
such   that   the   jobs   3tles   your   parents   and  
professors  had  may  not  exist   for  you   (or,   if   they  do  

(ScaleA  interview,  cont.)
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exist,   the   jobs   may   be   very   different   in   character,  
remunera3on  and  benefits  from  what   they  were   in  
the   previous   genera3on).   In   other   words,   if   you  
ever   feel   like   society   doesn’t   value   or   want   what  
you   have   to   contribute,   there   may   s3ll   be  
alterna3ve  ways  to  do  your  work  and  to  make  your  
contribu3on,   even   if   it’s   not  with  the   job   3tle   you  
thought  it  would  be  when  you  were  growing  up.

This   is   a   bit   of   a   follow-­‐up   on   the   previous  
quesYon.   I   am   trying   to   get   of   sense   of   this:   you  
started   at   some   point   in   your   life   as   a   harpist.  
When  did   that  happen  and  what  got  you  started  as  
a   harpist?  How  did   that   harpist   become   the   head  
of  Symbolic  Sound  CorporaYon?    

The  harp  lessons   came   about   because   of  a   Title   3  
grant   to   the   Albuquerque   public   schools.   One   day  
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(con3nued  on  p.  11)

in   my   middle   school   orchestra   (where   I   played  
violin),   they  asked   if   anyone  who  was   taking  piano  
lessons   wanted   to   learn   to   play   harp,   and   I  
volunteered.  It  was  more  of  a   “Hmm  that  would  be  
something   interes3ng   to   try”   than   any   angelic  
aspira3ons   on   my   part   :)   The   grant   provided   six  
small  lever-­‐harps   to   the  public   schools  and   lessons  
with  the   harpist   from  the   Albuquerque   Symphony  
for  six  students,  one  in  each  grade  from  7-­‐12   (I  was  
the  one  in  7th  grade).     They  needed  harpists  for  the  
Albuquerque   Youth   Symphony   so   they   wrote   a  
grant   to   encourage   public   school   students   who  
were   already   interested   in   orchestral   music   to  
study  harp.

Just   as  an  fyi,   in  the  liWle   town  of  Sherman,   Texas  
where   I  grew  up,   the  only  person  who  played  harp  
was   a   girl   who   came   from   the   richest   family   in  
town  because  they  were  the  only  ones  who   could  
afford  a  harp  and   the  van  to   take  her   and   her  harp  
to   Dallas   each   week   for   her   specialized   harp  
lessons!   The   harp   was   an   instrument   of   the  
privileged  class  in  my  background.    

Hahaha,  we  weren’t  the  richest  family  in  town,  but  I  
consider   it   a  privilege  to   have  grown  up  in  a   house  
where  there  were  books,  and  a  record  player,  and  a  
tape   recorder,   and   where   learning  was   valued   for  
its   own  sake   and   teaching   was   a   highly-­‐respected  
profession;   my   parents   were   both   educators   and  
both   of   them   encouraged   me   to   follow   my  
curiosity.   It  was  a   privilege   to   grow   up  in  that   kind  
of  an  environment   (though  maybe  not   in  the   same  
sense  that  you’re  using  the  word  “privilege?”)  It  was  
also  a   super  strict  environment  —  even  my  younger  
brother  had  a   lot  more  freedom  of  movement  than  
I   was   ever   allowed,   “because   he’s   a   boy”   —   but  
intellectually,   there   were   no   restric3ons,   so   all   of  
my   energies   went   into   the   world   of   music   and  
ideas.

My   dad   had   an  Ampex   reel-­‐to-­‐reel   tape   deck  and  
he  liked  to  experiment  on  me!  He  was  always  trying  
out  different  mic  placements  and  different  ways  to  
record  the  piano.  For  fun,  we  would  go  to  Hudson’s  
Audio   store  together  and  A/B   the  speakers,  always  

bringing   in  our  own  recordings  for   tes3ng.  He  was  
such  a   regular  visitor  at  Hudson’s,   that   they  would  
let  him  bring  home   various  pieces  of  equipment  to  
test   overnight.   One   night   he   brought   home   a  
T r i a d e x   MU S E   s y n t h e s i z e r   ( h h p s : / /
en.wikipedia.org/wiki/Triadex_Muse)  and  handed  it  
over   to   me;   I   stayed   up  all   night   playing   with   the  
seVngs   and   recording   the   sequences   on  my   lihle  
cassehe   tape   recorder   (my   dad   didn’t   let   me   use  
the   reel-­‐to-­‐reel   for   anything   but   “serious”   music)  
before  we  had  to  bring  it  back  to  the  shop  the  next  
day.

I   also  grew  up  on  family   stories  that  always  ended  
with  a  moral  or  a   lesson.  To   give   just  one  example,  
my  dad  told  me   that  when  he  was  away  at  college,  
my   grandfather   got   sick   so   my   dad   immediately  
came   home   to   take   care   of   him.   When   my   dad  
walked   in   the   door,   my   grandfather   was   furious  
with  him.  He  stood  up,  walked  over  to   the  window,  
opened   it,   and   threatened   to  throw  himself  out  the  
window   unless   my   dad   went   back   to   school;   he  
refused  to  close  window  un3l  my  dad  promised  him  
that   he   would   go   back   to   school   and   finish   his  
degree.

Looking   back,   I   have   to   smile   at   how   many   3mes  
my  dad   repeated  those  kinds  of  stories  to  me,  but  I  
understand  why  he  did  it:  he  wanted  to  convey  just  
how   important  educa3on  is  —   and   that   there  is  an  
intrinsic   value   to   learning.   He   also   wanted   me   to  
know   how   much   my   immigrant   grandparents   had  
sacrificed  to  make  it  possible  for  him  and  for  me  to  
be   able   to   realize   the   dream   of   going   to   the  
university.   Some3mes,   I   s3ll  have  a   sense   that  any  
3me   I  have   an  opportunity  to   make  music  or   learn  
something   new,   it’s   not   just   for   me,   it’s   also   on  
behalf  of  all  my  grandparents.

To  expand  on  this  with  you,  for  example,   in  second  
grade   I  started   taking  piano   lessons   and   in   fourth  
grade  I  started  taking  violin  lessons.   I  worked  quite  
hard  playing  tradiYonal  music  and  being  in  all-­‐state  
orchestra   and   the   like   but   at   a   certain   point   I  
started   to  move   towards   the   person  who   went   to  
Illinois  and  studied  with  ScoW   [WyaW]  and  Herbert  

https://en.wikipedia.org/wiki/Triadex_Muse
https://en.wikipedia.org/wiki/Triadex_Muse
https://en.wikipedia.org/wiki/Triadex_Muse
https://en.wikipedia.org/wiki/Triadex_Muse
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[Brün]  and   did  what  I  do.   There  was   a  path  I  went  
on  –  what  was  yours?

I   grew   up  thinking   that   I   would   be   a   scien3st.   My  
parents   thought   that  music  was  part   of  a   balanced  
life,   but   not   a   profession.   They   didn’t   an3cipate  
how   intensely  I  would   get   into  music,  or  the  school  
orchestra   or   that   I   would   volunteer   to   study   the  
harp   or   especially   that   I   would   get   obsessed   with  
electronic  music.  

I   had   a   really   cool   first   piano   teacher   named   Paul  
Muench  who   played   in   a   jazz   combo   and   taught  
group   lessons   at   his   piano   store.   He   taught   us  
music   theory   as   part   of   our   lessons   (that   was  my  
favorite   part).   One   day,   he   asked,   “Who’s   brave?”  
and   I   raised   my   hand.   He   said,   “If   you   play   this  
piece   without   any   mistakes,   I’ll   give   you   a   dime.”    
And   I   did   (my   first   3me   earning   money   for  
performing).   From   then   on,   every   3me   he   asked  
who   was   brave,   all   six   girls’   hands   shot   up  
immediately.   He  hated   shy  performers   and   trained  
us   to   always  have   something   ready   to   play   at   any  
moment.   He  was   a   brilliant,   intense   pianist   —   and  
he   died   in   an  accident   at   an  air   show   doing   stunt  
flying  in  his  an3que  prop  plane.

Aber  I  “graduated”  from  the  group  lessons,  I  started  
taking   lessons   from   the   piano   professor   at   the  
University  of  New  Mexico  who  would   give  private  
lessons  in  his  home  on  Saturdays.    He  would  accept  
new   students   only   if   they   agreed   that   they  
did   not   want   to   become   concert   pianists.   Since   I  
wanted   to   be   a   composer,   not   a   performer,   he  
accepted   me.   That   turned   out   to   be   an   incredible  
stroke   of   luck   because   George   Robert   (formerly  
Katz),   came   from   Vienna   where   he   had   studied  
composi3on   with   Anton   Webern   and   piano   with  
Eduard   Steuermann   (who   studied   with   Schönberg  
and   played   piano   for   the   first   performance   of  
Pierrot   Lunaire).   Most   of   Mr.   Robert’s   Saturday  
students   were   heavily   into   music   of   the   roman3c  
period,   so   he  was   delighted   to   have   a   lihle  middle  
school  student  who   was  eager   to   learn  about  new  
music   and   music   theory.   As   a   professor,   he   was  

always  geVng  complimentary  disks  and  music,   and  
if   he   had   a   duplicate,   he   would   give   them   to   me!    
One   3me,   he   discovered   a   new   piano   piece   by  
Shostakovich,   and   he   assigned   it   to   me   just   so   he  
could   listen   to   it   the   next   Saturday   (none   of   his  
other   students   cared   about   music   wrihen   aber  
1900).   One   Saturday,   aber   my   lesson,   he   said   he  
had  a   new  disk  to   play  for  me:  it  was  Steve  Reich's  
“Come  Out.”  We  stood   in  his   living   room  listening  
to   the   gradual   de-­‐phasing,   when   his  wife   came   in  
with   their   lihle   dachshund,   Schnatzi,   and   started  
screaming   at   him   in  German   to   turn  that   thing   off  
because  it  was  driving  her  crazy!  He   just  held  up  a  
hand   as  if  to   say  “wait  a  moment,”   and  we  finished  
listening   to   the   piece   with   her   screaming   in   the  
background.  I  always  loved  siVng  in  the  living  room  
wai3ng   for   my   lesson,   because   it   was   the   first  
house   I’d   ever   been   in  where   there   were   original  
pain3ngs   on   the   walls   —   and   there   were   a   lot   of  
them.   Some3mes   we   would   get   into   deep  
discussion  about  music  and  never  get  to  my  lesson.    
It’s   hard   to   picture   just   how   ignorant   and   naive   I  
was,   but   one   3me   I   asked   him   why   he   leb   a  
beau3ful,   musical   city   like   Vienna   to   come   to  
Albuquerque   New  Mexico;   he   looked   at   me   for   a  
moment,   considering   how   he   should   answer,   and  
then  just  silently  shook  his  head.

You   may   not   have   expected   a   strong   Viennese  
influence   on   music   students   in  Albuquerque   New  
Mexico,   right?  But  Kurt  Frederick,  who   started   the  
Albuquerque   Youth  Symphony   and   conducted   the  
Albuquerque   Symphony   and   the   UNM   symphony,  
was   also   part  of   the  diaspora.  He   introduced   us  to  
Mahler,   Strauss,   Penderecki   and   more.   Unlike  
George   Robert,   though,   he   seemed   perpetually  
disappointed   in   how   ill-­‐prepared   and   uneducated  
we   all  were.  The  phrase  I  remember  him  muhering  
to   the  orchestra  most  oben  was  “This  is  a  disaster!”  
Everyone   was   terrified   of   him.   When   we   played  
Mahler’s   Kindertotenlieder,   he   decided   to   combine  
the   glockenspiel   and   the   harp   parts   into   one   and  
handed   me   the   extracted   part   which   he   had  
penciled   on   manuscript   paper.   Throughout   the  
rehearsal,   he  yelled   at  me,  bera3ng  me  for   coming  

(ScaleA  interview,  cont.)
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in   early.   I   finally   figured   out   that   when   he   had  
extracted   the   part,   he   had   accidentally   leb   out   a  
measure.   I   never   said   anything   about   it;   I   just  
checked   out   the   score   from   the   library,   corrected  
the  pencil  manuscript,   and   played   it  correctly  aber  
that.     From  then  on,   I  was  never   in3midated  by  him  
(or  of  any  other  conductor)  again.

When  I  was  in  high  school,   I   ahended  a   seminar   at  
the  University  by  John  Donald  Robb  along  with  my  
friend   Mary   Ann.   Robb   was   an   ahorney,   a  
composer,   and   music   folklorist   who   ahended   the  
first  workshop  by  Bob  Moog   (Pauline  Oliveros   and  
Dick  Robinson  were  also  at  that  workshop)  and  was  
one  of  the  first  people  in  the  world  to  own  a  Moog  
synthesizer.   Robb   played   his   electronic   pieces   at  
this   seminar   and   when  I   heard   the   synthe3c   voice  
in  his   piece   “Rima   of   the   Jungle”,   I   was   hooked!   I  
knew  that  was  the  kind  of  music  I  wanted  to  make.

At   the   University   of   New   Mexico,   I   con3nued  
studying   with   George   Robert   and   studied  
composi3on  with  Scoh  Wilkinson  (who  had  studied  
at   Mills   with  Milhaud).   Rather   than   giving   us   free  
rein  to   compose  whatever  we  wanted,  Scoh  would  
give   us  musical  “puzzles”   to   work  out;   I   loved   that  
way   of   learning   composi3on.   Scoh   came   to   UNM  
by  way   of  New  York,  where  he  had  worked   for  G.  
Schirmer   publishing   house   before   he   came   to  
Albuquerque   for   health   reasons;   in   Albuquerque,  
he   opened   a   sheet   music   bookstore   called   Music  
Mart   and   UNM   hired   him   to   teach  music   theory.    
Scoh  was  the  first  person  I  knew  who   talked  about  
composing   as   a   profession   (up   to   that   point,  
everyone   I   knew   viewed   it   as   an   avoca3on   or   a  
hobby  that  you  could  do   in  parallel  with  your  “real”  
work).

While  I  was  at  UNM,  a  visi3ng  composer  from  New  
York  named  Max   Schubel  (he  was  also   the  founder  
of   Opus   One   Records)   arrived   for   a   week   of  
teaching  and  recording  sessions,  and  he  hired  me  as  
his  assistant   (and   as   a   harpist)   for   those   recording  
and  edi3ng   sessions.     He  had  an  unusual  approach  
to   recording,   which   was   to   get   the   ensemble   to  
play   just   a   few   bars   at   a   3me,   recording   mul3ple  

takes  of   each  segment.   It  was  my   job   to   walk   into  
the   concert   hall,   announce   the   take,   and   run  back  
into   the   recording   booth   to   help   him   catalog   the  
hundreds   of   takes   we   were   capturing.   And,   of  
course,  my  job  included  running  out  for  sandwiches  
and   coffee   (and   eventually   for   breakfast   since   the  
recording   and   edi3ng   sessions  would   oben  run  all  
night).   My   favorite   part  was  watching  Max   edit  all  
of   those   takes   to   produce   a   single,   flawless  
performance!   I   got   to   observe   him   cuVng,   and  
splicing   quarter-­‐inch   tape   for   hours.   Some3mes,  
when   there   wasn’t   a   good   take,   he   crabed   a  
plausible  new   take  out  of  the  material  that  he  had,  
even  slicing  the  ahack  off  one  note  and  seamlessly  
splicing   it   onto   the   sustain   of   another.   Watching  
him,   it   became   gradually  became   clear   to   me   that  
tape  music  was  not  merely  a  recording  of  live  music  
—   it  was  a   new  art   form!     I  consider  his   recordings  
to  be  composi3ons  in  their  own  right!

Max   kept   geVng   invited   back   to   UNM   and   every  
3me,   he   would   hire   me   as   his   assistant   and   as   a  
harpist   for   the   recordings.  On  his   last   visit,   he  told  
me   to   prepare  one  of  my  own  composi3ons   to   be  
recorded   on   Opus   One   (“Motet”).   Every   summer,  
Max   leb  New   York  City   to   live   off-­‐   the-­‐   grid   on  a  
3ny   island   in  Moosehead   Lake,  Maine,   and  I  would  
get   long   lehers   from   him,   wrihen   in   different  
colored   inks,   full   of   advice   about   life   and   music,  
stories   about   his   travails   with   the   vinyl   pressing  
factory  or  the  trouble  he  had  geVng  the  printers  to  
do   the  florescent   ink  effects  he   loved   so   much,   or  
telling  me   about   the   water   tower   he  was   building  
on  his   island   or   how   I   should   never  move   to  New  
York  unless  I  could   come   there  with  a   huge  bag  of  
money.      So   not   only   did  Max   show  me   the   art   of  
splicing  tape,  he  was  also  a   role  model  for  how  one  
could   live   as   an   independent   ar3st,   composing  
music  and  producing  new  music  recordings  outside  
the  university.

At   UNM,   I   majored   in  music,   but   I   also   con3nued  
taking   classes   outside   of   music   like   calculus   and  
human   gene3cs,   and   enrolled   in   the   honors  
program.   It  was  not  a  conservatory-­‐style  educa3on;  
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it   was   definitely   a   “research-­‐university-­‐style  
educa3on.”

And  I  saw,  in  electronic  music,  a  chance  to  bring  my  
interests   together.   I   saw   it   as   a   way   to   study  
mathema3cs   and   science   and   music.   It   was   a  
resolu3on   to   what,   at   first,   had   looked   like   two  
conflic3ng   direc3ons.   So,   I   think   I   was   always   on  
this   path   toward   electronic   and   computer   music.    
There   wasn’t   a   sharp  detour   or   overnight   change.    
It   was   more   like   a   sequence   of   choices   that   kept  
going   toward   what   was   most   interes3ng   to   me  
(along  with  some  incredible  luck  in  finding  engaging  
and   unique   role   models   and   mentors   along   the  
way).

When   I   arrived   at   the  University  of   Illinois,   it   was  
like   discovering   and   reuni3ng   with   my   long-­‐lost  
tribe:  at  the  U  of   I,   it  was  normal  to  combine  music  
and   technology  and   science  and  mathema3cs.   You  
could  walk  into  Treno’s  (the  cafe   right  next  door  to  
the  music   building)  and   have  a   lively  discussion  on  
the   ideal   computer  music   language   with   students,  
music   faculty,   and   programmers   from   local  
sobware   startups.   The   first   week   I   was   there,   I  
remember   hearing   a   radio   ad   for   a   store   called  
“Playback   —   the   electronic   playground”   (hhps://
w w w . y o u t u b e . c o m / w a t c h ?
v=4fOWFgCVkYY&feature=youtu.be&t=21s),   and   I  
used   to   walk   around   campus   with   that   jingle  
playing   in   my   head.      I   felt   like   I   had   found   an  
electronic  playground!

LINK:   <Music   is   not   a   language:   non-­‐symbolic  
meaning   in   sound   –   Keynote   address   from   the  
Kyma  InternaYonal  Sound  Symposium,  2010>

Turning  now  to   the  Kyma  system,  when  did  Kyma  
become   “a   tool  others  could  use”  in  your   thinking  
(or   did   you   always   want   it   to   be   something   that  
others   could   use?)   rather   than   “my   personal  
composiYon  tool?”

Kyma   started   out   as   a   term   paper   in   a   survey   of  
programming   languages   course   and,   at   first,   I  
thought   of   it   as   a   composi3on   tool   and   my   own  
theory  of  music.   But   I  was   a   member   of   the  CERL  
Sound   Group,   and   we  were   very   oriented   toward  
making   tools   that   others   could   use.   CERL   was   a  
collec3on   of   undergraduate   students   in   electrical  
engineering   and   computer   science   who   were  
building   sound-­‐genera3on  hardware   and   sobware  
to   work   with   the   PLATO   network.   Everything  
developed   by  the  CERL  Sound  Group  went  into  an  
open-­‐studio  on  the  same  floor  as   the  development  
offices,  so   there  was  always  someone  in  the  studio  
using   the  hardware  and  sobware  we  were  crea3ng  
next  door  —  graduate  students  and  faculty  from  the  
musicology  division,  high  school  students  from  the  
University   High   School,   engineering   undergrads,  
math  majors,   and   some  other   random  characters   (I  
was   never   quite   sure   where   they   all   came   from).    
So,  people  could  use  the  studio  and  the  developers  
were  right  next  door,  fixing  bugs  and  seeing  what  it  
was  that  people  needed  in  the  next  release.

Lei:  “Sounds”  connected  together  in  a  
Kyma      patch;  
Top,  next  page:  Screen  shot  of  Kyma  7
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https://www.youtube.com/watch?v=4fOWFgCVkYY&feature=youtu.be&t=21s
https://www.youtube.com/watch?v=4fOWFgCVkYY&feature=youtu.be&t=21s
https://www.youtube.com/watch?v=4fOWFgCVkYY&feature=youtu.be&t=21s
http://ssc-media.com/Movies/KISS2010/ScalettiKeynoteKISS2010.mov
http://ssc-media.com/Movies/KISS2010/ScalettiKeynoteKISS2010.mov
http://ssc-media.com/Movies/KISS2010/ScalettiKeynoteKISS2010.mov
http://ssc-media.com/Movies/KISS2010/ScalettiKeynoteKISS2010.mov
http://ssc-media.com/Movies/KISS2010/ScalettiKeynoteKISS2010.mov
http://ssc-media.com/Movies/KISS2010/ScalettiKeynoteKISS2010.mov
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So,   it  was  only  natural  for  me  to   immediately  think  
of  Kyma  as  a   language  that  other  people  could   use  
too.   Very   early   on,   when   Kyma   s3ll   used   the  
Platypus   as   its   audio   engine,   I   gave   a   Kyma  
workshop   at   CERL   that   was   ahended   by   music  
composi3on   graduate   students   and   even   a  
programmer  from  Wolfram  Research.  

And,   as   you   know,   I   organized   the   summer  Sound  
Computa3on   Workshops   —   two-­‐week,   intensive  
bootcamps   in   sound   synthesis   and   composi3on  
using  Kyma;  people  came  in  from  all  over  the  world  
to   ahend   those   workshops   and   we   invited   six  
graduate   students   from   the   School   of   Music   to  
ahend  for  free  (that’s  when  you  and  I  first  met!)

Now  Symbolic   Sound   organizes  an  annual  mee3ng  
called  KISS   (Kyma  Interna3onal  Sound   Symposium)  
where   people   report   on   their   research   during   the  

day   and   per form   l i ve   in te rac3ve   Kyma  
composi3ons  each  night.    

LINK:  <The  Making  of  Sound  of  WALL-­‐E>

Kyma   has   been   used   by   both   “academic”   and  
“commercial”   composers   with   perhaps   the   most  
notable   commercial   use   being   the   tool   for   the  
creaYon   of   the   voice   of   “WALL-­‐E.”   Have   your  
interacYons   with   composers   outside   of   the  
academy   been   significantly   different   than   with  
those  within  the  academy?  What   have  been  some  
constants   that   all   composers   have   wanted;   what  
needs  have  been  different?

In   the   case   of   WALL-­‐E,   Ben   Burh   is   a   sound  
designer,  rather  than  a  composer.     Having  said   that  
though,   the   line   between   sound   design   and  
composi3on   is   definitely   blurred   and   geVng  

http://designingsound.org/2009/09/ben-burtt-special-the-making-of-sound-of-wall-e/
http://designingsound.org/2009/09/ben-burtt-special-the-making-of-sound-of-wall-e/
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blurrier   all   the   3me.   When   we   hear   from   sound  
designers,   it’s   usually   when   they   need   something  
unusual,   unique,   and   amazing   —   which   is   both  
exci3ng   and   terrifying,   because   we   usually   get  
contacted  aier   they've   tried  everything  else.   Aber  
trying   all   the   standard   plug-­‐ins   and   tradi3onal  
solu3ons,  if  it  seems  impossible,  that’s  when  people  
turn  to   Kyma.   I’m  not   sure  what   I   think  about  only  
geVng   contacted   for   the  “impossible”   jobs,   except  
that,   whenever  we  do  manage   to   help   them  come  
up   with   a   solu3on,   it’s   a   prehy   surprising   and  
amazing  result,  so  I  guess  it  is  worth  the  risk.

When   you   work   with   a   professional   sound  
designer,  they  are  usually  at  the  mercy  of  a  director  
or  a   producer  who   has   something   vaguely   in  mind  
but   is  unable  to  ar3culate  what  it  is  that  they  want.    
Consequently,  there’s  a   lot  of  trial  and  error,  where  
you   try   to   interpret   what   the   director   means   by  
phrases   like   “more  organic.”   It’s   the  perennial  issue  
that   our   society   has  with  sound;  people   rarely   get  
training   in  how   to   listen  ahen3vely   or   analy3cally,  
and   the   vocabulary   for   describing   sound   is   fairly  
impoverished.   Most   people   who   haven’t   had   the  
benefit   of   musical   training   find   it   difficult,   if   not  
impossible,   to   imagine  a   sound.  So,   it  turns  into   the  
cliché  of  “I  don’t  know  what  I  want,   but   I’ll  know  it  
when  I  hear  it.”

The   primary   difference   I’ve   no3ced   between  
academic  and  non-­‐academic  musicians  is  that  those  
of  us  who  were  trained  at  the  university  tend  to  be  
more  word-­‐oriented.  We  tend   to  write  and  discuss  
and  describe  and   theorize  about  sound   and   music;  
it  makes  perfect  sense  that  the  role  of  a  musician  at  
the   university   should   also   be   reflec3ve,  
philosophical   and   theore3cal   as   well   as   prac3cal.    
Whereas   many   of   the   non-­‐academic   professional  
musicians   I’ve   met   seem   to   use   sound   and   music  
directly,   as   their   na3ve   language;   they’re   always  
making   music,   constantly   thinking   in   music,   and  
very  oben  able  to  pick  up  a  new  musical  instrument  
and   start   making   plausible   music   with   it   almost  
instantly.   Oben,   I  get   the   sense   that  they  feel  that  
they   might   have   missed   out   on  something   by   not  
going  through   school;   it’s   oben  the   case   that   they  

were   prodigies   who   were   already   in   demand  
professionally   even   before   they   finished   high  
school,   making   it   difficult   to   postpone   life   in  order  
to  ahend  the  university.

One   thing   that   is   definitely   not   different   between  
the   two   groups:   there   seems   to   be   an   equal  
percentage  of  highly  intelligent,   crea3ve  individuals  
in   the   academic   and   non-­‐academic   worlds.   One  
difference   may   be   that   the   non-­‐academic   people  
are   more   likely   to   be   autodidacts   (of   necessity)  
which  requires  a   high  degree   of  perseverance  and  
self-­‐mo3va3on.   I’ve   learned   a   lot   about   music,  
sound   design,   recording,   and   other   fields   from  
everyone   we   work   with   at   Symbolic   Sound   —  
commercial,   non-­‐commercial,   professional   and  
avoca3onal  alike.

I’ve  no3ced  that  I  admire  and  respect  the  technique  
of   so   many   composers   and   musicians   —   both  
academic   and   commercial   —   oben   I’m   in   awe   of  
how   well   they   compose   and   perform.   It’s   odd  
because  I  don’t   feel  compe33ve  with  them.   I   think  
it’s   because   I   enjoy   what   I   do,   which   is   to  
experiment   and   explore   sounds   and   ideas   and  
create   sobware   structures.   It’s   not   that   I’m   an  
uncompe33ve   person;   I   just   see   myself   in   a  
different  role.  And  I  derive  a  lot  of  sa3sfac3on  from  
solving  problems  posed  by  the  musicians  and  sound  
designers  using  Kyma   in  addi3on  to  the  sa3sfac3on  
I   get   from  making  my  own  music  with  the   system  
(which,   by   the  way,   poses   its  own  problems  which  
demand  their  own  solu3ons  that  help  keep  pushing  
Kyma  forward).    

The  Pacarana—Kyma’s    most  recent  hardware  engine
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In   your   SEAMUS   Award   acceptance   you  
emphasized   the   roles   of   educators   and   students:  
“You’re  the  ones  gently  shepherding  your  students  
out  of  their   comfort  zones,  opening  their  minds  to  
new   ways   of   thinking,   and   problem-­‐solving,   and  
music-­‐making.   And   you   are   the   students  who   do  
the   same   for  your  professors.”  What   do   you   think  
makes  your  hardware  and  soqware  a  good  tool  for  
this   work?   How   do   you   think   Kyma   is   best  
presented  in  a  creaYve  educaYonal  seJng  in  order  
to  accomplish  this?
  
Kyma   seems   to   invite   some  musicians  out   of   their  
comfort  zones,  because  it’s  based  on  sounds,  rather  
than   on   musical   nota3on.   Composers   like  
Schaeffer,  Stockhausen,  Berio  and  other  early  tape-­‐
music   pioneers   created   a   disrup3on   in   the   linear  
history   of   European   art   music.   They   created   a  
music   that   was   radically   different   from   anything  
that   came   before  —   it’s   music   that  we   can   create  
very  directly  with  sounds,  where  we  can  re-­‐arrange  
3me,  much   in  the  way   a   film  editor  creates   a   new  
sequence   of   3me   with   images.   Just   as   film   has  
become   its   own   art   form,   independent   of   live  
theatre,   electronic  music   is  a   new  branch  of  music,  
independent  of  tradi3onal  music.

What’s   different   about   electronic   and   computer  
music   is  not   the   technology;   it’s   the   radical  no3on  
that   one   can   make   music   directly   with   sound,  
without   the   intermediary   of   nota3on   or  
instruments.   There   are   lots   of   very   tradi3onal  
approaches   to  music   that   share   the   technology   of  
computer   and   electronic   music,   but   which   are  
simply   sobware   models   of   making   music   with  
scores   played   by   instruments.   That’s  why   I   prefer  
the   term   ‘exper imenta l   mus ic ’   over   the  
term   ‘electronic   music’   which   refers   only   to  
technology   and   says   nothing   about   the   aVtude  
of   experimenta3on.   Experimental  Music   for   me,   is  
literally   designing   experiments,   trying   out   new  
ways  to   structure  music   or   to   present   music   or   to  
conceive  of  music.     In  some  ways,   that’s  a  thankless  
job,   because,   by   defini3on,   you’ll   never   become  
popular  since,   even  if  you   did,  you  would  be  doing  
something  completely  different   in  your  next  piece.    
But   I’m   thankful   that   some   people   are   doing   it.   It  

injects  fresh  ideas  and  approaches  and  sounds   into  
music  that  eventually  find  their  way  into  games  and  
films   and   adver3sing   and   even   into   tradi3onal   art  
music  and  popular  music.

Many  people  have   told  me  that  Kyma  changed   the  
way   they   think   about   music,   that   it   opened   their  
minds   and   their   ears   to   a   new   way   of   thinking  
about  music.

Usually,   it’s   the   professors   who   guide   their  
students   into   new   ways   of   thinking,   but   because  
Kyma  is  set  up  for  autodidacts,  a  mo3vated  student  
can  dive  in  and   teach  themselves  and  discover  new  
things  that  they  can  teach  their  professors.

Any   thoughts   that   you   have   had   since   the  
SEAMUS   conference   that   you   would   like   to   add  
for  us?

Hahaha...I’ve  had  many  thoughts  between  then  and  
now!  ;)  

Shortly  aber  SEAMUS,   Jeff  Stolet  invited  me  out  to  
work  with  his  students  at  the  University  of  Oregon;  
Jeff  was  generous  enough  to  open  the  workshop  to  
everyone,  so  I  also  worked  with  one  of  Steve  Ricks'  
students   from   BYU,   several   independent  
composers   who   came   to   Eugene   for   the   concert  
and   workshop,   and   even   some   engineers   from  
Google   and   Microsob,   so   there   were   some   fun  
discussions  about  deep-­‐learning!

I’ve  also  been  thinking  a   lot  about  data   sonifica3on  
and   strategies   for   how   we   might   introduce   more  
“ahen3ve   listening”   training   into   public   school  
educa3on   which   I   talked   about   at   ICAD  
(Interna3onal  Conference  on  Auditory  Displays):

h h p s : / / w w w . y o u t u b e . c o m / w a t c h ?
v=T0qdKXwRsyM&t=1563s

And  right  now   I’m  under   a  deadline  to  finish  a  new  
project   with   Gilles   Jobin   (the   choreographer/
creator   of   QUANTUM),   doing   the   sounds   and  
music   for   a   new   dance   piece   he’s   crea3ng   in  VR.    
So,   I’ve  been  immersed   in  Unity3d  and  C#   scrip3ng  

https://www.youtube.com/watch?v=T0qdKXwRsyM&t=1563s
https://www.youtube.com/watch?v=T0qdKXwRsyM&t=1563s
https://www.youtube.com/watch?v=T0qdKXwRsyM&t=1563s
https://www.youtube.com/watch?v=T0qdKXwRsyM&t=1563s
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on  top  of  doing  sound-­‐designing  and  composing  for  
the   project.   I’ve   been   thinking   a   lot   about   Virtual  
Reality,   game  engines,   and   about   the  challenges  of  
collabora3vely  working   on  a   shared   project   in   the  
Cloud.

As  soon  as  the  VR  project  is  finished,   I  can  focus  on  
the   next   Kyma   Interna3onal   Sound   Symposium,  
KISS2017 :   AugmenYng   Rea l i t y   ( hhp : / /
kiss2017.symbolicsound.com).   We’ll   be   talking  
about  all  the  new  opportuni3es  for  sound  designers  
and   composers   in  Augmented,   Virtual,   and   Mixed  
Reality  content   crea3on.  We’re  also   reminding   the  
world   that   sound   and   music   are   the   original  
augmented   reality   technology!   Throughout   human  
history,   sound   and   music   have   played   an   intrinsic  
role   in   magic,   ritual,   ceremony,   and   celebra3on,  
transforming   the   mundane   into   the   sublime,  
marking  everyday  events  as  memorable  milestones,  
and  enhancing  the  flow  of  experience.

By  the  way,  KISS2017   is  open  to  everyone  and   it’s  
a   lot  of  fun,  so  I  hope  to  see  many  of  you  in  Oslo   in  
October!  
<Link:  hhp://kiss2017.symbolicsound.com/>

Elizabeth   Hinkle-­‐Turner   is   a   composer,   author,   and  
researcher   who   makes   her   living   as   the   Director   of  
InstrucJonal  InformaJon  Technology  at  the  University  
of   North   Texas.   She   is   the   author   of   the   blog  
aAerthefire1964,  a  resource  created  for  families   living  
through   the   nightmare   and   distress   of   watching   a  
loved   one   succumb   to  alcohol  and/or   drug   addicJon.  
An   avid   marJal   arJst   and   an   (ill-­‐advisedly)   aspiring  
gymnast,   she   is   currently   working   on   a   new   piece  
exploring   these   aspects   of   her   life   in   connecJon   with  
electroacousJc  music.  

 
New CD from PARMA Recordings 

 
 

Sufficient Trouble (Ravello Records, RR7969) 
10 computer music compositions by Brian Belet 

 
featuring solo performances by  
Patricia Strange, Janis Mercer,  

Stephen Ruppenthal, & Keith Kirchoff 
 

Available in physical CD & audio download format 
from iTunes, Amazon.com, Barnes & Noble, Spotify, 

YouTube, Naxos Direct, and other outlets. 
 

www.ravellorecords.com/catalog/rr7969 
www.BeletMusic.com 
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Jon   Appleton   composed   his   first  
Synclavier  piece  in  30  years  thanks  
to   the   wonderful   help   from   the  
composers   at   the   University   of  
Virginia.  He  was  also  Composer-­‐in-­‐
Residence   at   Visby   Interna3onal  
Centre   for   Composers   (Gotland,  
Sweden)  August,  2017.

B r i a n   B e l e t   a n d   S t e p h e n  
Ruppenthal   premiered   A   Strange  
Diversion,  co-­‐composed  in  2017  for  
Buchla   synthesizer   and   Kyma  
system   (from   their   ‘BuchKyma  
Sequence’),   at   the   Don   Buchla  
Memorial  Concerts,   San  Francisco,  
CA,   on   April   23,   2017.   The  
composi3on   was   also   performed,  
in  fixed  media   format,   at   the  VU   2  
fes3val,   Park   City,   Utah,   on   July  
18,  2017.
  
T h e y   p e r f o rmed   t h e i r   c o -­‐
composed   TessellaJon   Rag   (from  
their   ‘Disconcer3ng  Speech’  series,  
f o r   two   v o i c e s   a n d   K yma  
processing;  2012,   revised  2017)   at  
the  New  York  City  Electroacous3c  
Music   Fes3val   (NYCEMF   2017),  
New  York,  NY,  June  25,  2017.
  
Belet’s   CD   Sufficient   Trouble   was  
released   on   PARMA   Recordings’  

Rave l lo   l abe l   in   Ju ly   2017  
(RR7969).   The   album   contains   ten  
o f   Be l e t ’ s   compu te r -­‐mus i c  
composi3ons   spanning   the   past  
twenty   years,   and   it   features   solo  
instrumental   performances   by  
P a t r i c i a   S t r a n g e ,   S t e p h e n  
Ruppenthal,   Keith   Kirchoff,   and  
Janis  Mercer.
  
See:   www.BeletMusic.com   for  
details.

Julius   Bucsis’   composi3on   In   the  
Interest   of   Time   (fixed   media)   has  
been   selected   for   inclusion   in   the  
Ablaze   Records   Electronic   Masters  
Volume  6  CD,  scheduled  for  release  

in   the   autumn.   The   Message   (fixed  
media)   has   been   selected   for  
inclusion   in   an  RMN   Classical   CD,  
also   scheduled   for   release   in   the  
autumn.   The   CD   is   not   yet   3tled.  
Some   WriJngs   of   Spring   (fixed  
media)   has   been   included   in   the  
Beneficence  CD  METropolis  Volume  
2,   which  was   released   in  May.   The  
Dawn   of   Memory   –   Awakening   of  
the   Ancients   (fixed   media)   was  
included   in   the   New   York   City  
Electroacous3c  Music  Fes3val  held  
in   June.   Portraits   of   Nine   Revolving  
CelesJal   Spheres   (fixed   media)   was  
included   in   the   Interna3onal  
Conference   of   Auditory   Display  
concert   held   in   State   College,  
Pennsylvania   in   June.   Blue   (fixed  
media)   was   included   in   the   VU   2  
Symposium  held  in  Park  City,  Utah  
in   July.   He   will   perform   a   set   of  
original   music   for   electric   guitar  
and   computer   processing   at   the  
Northeastern   Electro-­‐Music   2017  
fes3val   in   Huguenot,   New   York.  
The   fes3val   will   take   place   from  
September   8   –   10.   Performance  
3me  is  yet  to  be  determined.

Member  News

http://www.beletmusic.com/
http://www.beletmusic.com/
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Ryan   Carter   just   released   version  
2.0   of   iMonkeypants   on   the   App  
Store.   It’s   an   iOS   app   of   mo3on-­‐
c o n t r o l l e d   a l g o r i t hm i c a l l y  
generated  music.  Here’s  the  link:

hhps://itunes.apple.com/us/app/
imonkeypants/id547532522?mt=8

Ryan  Carter

From  June  2017   to   January  2018,  
Seth   ClueW   will   maintain   a   studio  
as   full-­‐3me   ar3st-­‐in-­‐residence   at  
Nokia   Bell   Labs   on   their   Murray  
Hill,   New   Jersey   campus.   He'll   be  
working  with  researchers  on  hap3c  
and   acous3c   communica3on  
technology  as  well  as  developing  a  
series   of   chamber   music   works   to  
be      performed   in   their   anechoic  
chamber   and   presented   and  
processed   in   real3me   to   an  
adjoined   wavefield   synthesis/hoa  
listening   space   designed   by   Arup  
acous3cs.   He'll   be   upda3ng   his  
website   with   news   regularly   at  
hhp://www.onelonelypixel.org

Frank   Ekeberg,   in   collabora3on  
with   visual   ar3st   Krista   Caballero,  
has   been   awarded   the   2017  
Smithsonian   Ar3st   Research  
Fellowship.   They   will   be   working  
with   scholars   at   the   Smithsonian  
Na3onal   Museum   of   Natural  
History   to   conduct   research   for  
t h e i r   o n g o i n g   i n t e r m e d i a  
installa3on   Birding   the   Future.  
Itera3ons   of   Birding   the   Future  
have  previously  been  presented   in  
Australia,   Dubai,   Norway   and   the  
US.   Exhibits   in  2017   include  at   the  
Tracy  Aviary   in  Salt   Lake  City,   UT,  
Kunsthall  Trondheim  in  Trondheim,  
Norway,   and   the  Peale  Museum   in  
Bal3more,  MD.

Ekeberg  was  commissioned   by   the  
Electric   Audio   Unit,   Norway   to  
compose   an   acousma3c   work   for  
the   100th   anniversary   of   the  
Norwegian   Society   of   Composers.  
The   work   was   first   performed   at  
t h e   S k i e n   A r t   F e s 3 v a l  
"Greenlightdistrict"   in   May,   and  
again  at   the   Risør   Chamber  Music  
F e s 3 v a l   i n   J u n e .   M o r e  
performances   in   Norway   are  
scheduled  for  the  fall  of  2017.

Nokia  Bell  Labs,  Murray  Hill,  New  Jersey

Frank  Ekeberg

Ashkan   Fakhrtabatabaie’s   mul3-­‐
channe l ,   fixed   med i a   work  
Metamorphosis   was   presented   at  
NYCEMF   2017   following   its  
presenta3on   at   Utah   Crosstalk  
earlier  this  year.  

Ashkan  Fakhrtabatabaie

https://itunes.apple.com/us/app/imonkeypants/id547532522?mt=8
https://itunes.apple.com/us/app/imonkeypants/id547532522?mt=8
https://itunes.apple.com/us/app/imonkeypants/id547532522?mt=8
https://itunes.apple.com/us/app/imonkeypants/id547532522?mt=8
http://www.onelonelypixel.org
http://www.onelonelypixel.org
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Three   of   Robert   Fleisher’s   early  
musique   concrète   works   (c.   1970)  
were  heard   in  the  USA  and  abroad  
in   recent   months.   Dans   le   piano  
was   heard   in   March   during  
Audiograb   2017   (Oxford   Brookes  
University,  UK)  and  again  in  July  on  
the   final   concert   of   the   NYCEMF  
(Na3onal   Sawdust,   Brooklyn   NY);  
Altro   Alfresco   was   heard   in   June  
during   the   Forum   Wallis   Swiss  
Contemporary   Music   Fes3val/Ars  
Electronica   (Leuk,   Switzerland);  
LoreMo   Alfresco   was   heard   in   July  
during   the   VU   Symposium   (Park  
City,  UT).

Lauren   Sarah   Hayes   has   been  
invited   to   par3cipate   in   Ableton  
Loop   2017,   where   she   will   speak  
abou t   hap3c   r e sea r ch   and  
educa3on  in  live  electronic  music.

On   August   1st,   Keith   Kirchoff  
released   the   second   volume   in  his  
o n g o i n g   E l e c t r o a c o u s J c  
Piano   album   series.   The   album  
includes   Scoh   Miller's   Every  
Problem   is   a  Nail,   Peter   Van  Zandt  
Lane's  Studies   in  Momentum,   Butch  
Rovan's  Desire   with  Digressions   (an  
extended   and   remixed   version  
from   what   originally   appeared   on  
Music   from  SEAMUS   vol.   23),   and  
Christopher   Biggs'   The   BFG.   On  
September   1st,   Kirchoff   will   also  
be   releasing   The   ElectroacousJc  
Piano,   Volume   3:   Off   the   Cuff,   an  
album   with   works   that   feature  
improvisatory   aspects.   Included  on  
this   album   are   Elainie   Lillios's  
Nostalgic   Visions,   Dan  VanHassel's  
Poised   to   Make   Gains ,   Jacob  
Sudol's   ...wash   yourself   of   yourself,  

Composer   Ralph   Lewis   has  
received   the   Theodore   Presser  
Graduate   Music   Award   from  
University   of   Illinois   at   Urbana-­‐
Champaign,   which   will   fund   an  
upcoming   Il l inois-­‐wide   music  
composi3on   outreach   program  
called   All   Score   Illinois   and   an  
upcoming   collabora3on  with  New  
York-­‐based   dance   company   The  
Moving   Architects.   His   paper  
“Pauline   Oliveros:   Epitaphs   of  
Technological   and   Embodied  
Libera3ons”   was   selected   for   the  
Pacific   Northwest   Music   Graduate  
Student   Conference   and   Midwest  
Graduate   Music   Conference.  
“Fearless   Recep3on,”   a   radio  
collabora3on   with   the   Florence  
Project   and   Rogue   Trio   was  
recently  broadcast   on  WEFT  90.1-­‐
FM  and  WGXC  90.7-­‐FM.

and   a   collabora3ve   piece   co-­‐
composed   by   Christopher   Jehe  
and   Keith   Kirchoff,   iteraJon   two.  
Both   albums   are   released   by  
Thinking   outLOUD   Records,   and  
are   available   on   all   major   online  
music   retailers   and   streaming  
services.

Ralph  Lewis

ScoW   Miller   wrapped   up   the  
s e c o n d   s e a s o n   o f   A r s  
Electroacous3ca,   a   series   with  
composer/improviser   Ted   Moore  
f e a t u r i n g   d i ff e r e n t   g u e s t  
improvisers   each   concert   in   an  
electro-­‐acous3c   avant   improv  
seVng.   This   summer,   Miller   is  
working  with  Ensemble  U:  and   the  
VR   film   director   Rein   Zobel   on   a  
concert   VR   seVng   of   "Raba,"   for  
alto   flute,   clarinet,   violin,   cello,  
piano,   tam-­‐tam,   and   electronics.  
The   music   is   inspired   by   the  
Marimetsa   Raba   (bog)   in   Estonia,  
and   the   finished   work   will   allow  
audience   members   to   visually  
explore  the  bog  while   listening  to  a  
live   performance   or   a   studio  
recording.
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In  August,  Miller  will  perform  with  
guitarist   Mart   Soo   as   Three   Free  
Radicals,  at  the  Kukemuru  Ambient  
2 0 1 7   f e s 3 v a l   < h h p s : / /
kukemuru.ee/en/>.   This   concert  
will   launch  the  pre-­‐release  of   their  
second   CD,   "Travelogue,"   on   the  
Improtest   label   (the   CD   has   a  
September  22  street  date).  

Charles  Nichols’  Eulogy   (Risset),   for  
computer   music   and   processed  
video,   a   collabora3on   with   video  
ar3st   Jay   Bruns   (aka   NoJay)   was  
presented   at   The   Echofluxx  
Fes3val  of  New  Media,  Music,   and  
Art,   at   Paralelní   Polis,   in   Prague,  
Czech   Republic,   May   5.      Nichols  
performed   Anselmo,   for   electric  
violin,   interac3ve   computer  music,  
electronics,   and   processed   video,  
and  What   Bends,   for  electric   violin,  
interac3ve   computer   music,   and  
processed   video,   with  fixed  media  
by   Jay   Bruns   and   Zach  Duer,   and  
presented   a   workshop   "3D   Audio  
for   Ar3sts   and   Musicians"   and   a  
panel  "The   Study   and  Applica3ons  
of   Spa3al   Audio",   with   Eric  
Lyon,   Michael   Roan,   and   Tanner  
Upthegrove,   at   Moogfest,   in  
American  Tobacco   Campus  Bay   7,  
in  Durham,  NC,  May  19-­‐20.     At  the  

Charlohe   New   Music   Fes3val,  
Nichols  taught  a  workshop  on  Max  
programming,   with   Ronald   Parks,  
at  the  University  of  North  Carolina  
Cha r l ohe ,   whe re   l o adbang  
premiered   his   piece   In   the   waiJng  
room  of  America,   for  baritone  voice,  
trumpet,   trombone,   and   bass  
clarinet,   with   lyrics   by   poet   Ericka  
Meitner,   at  Rowe  Recital  Hall.   Also  
at   the   fes3val,   clarine3st   Jessica  
Lindsey   performed   his   Pendulum  
for   clarinet   and   computer   at   the  
Lenny   Boy   Brewing   Co.,   and   he  
presented   his   lecture   "Expanding  
Expressive   Poten3al   with   Digital  
Technology,”  June  19-­‐July  1.

Charles  Nichols  performing  Anselmo,  for  
electric  violin,  interacJve  computer  music,  
electronics,  and  processed  video,  with  beats  
and  video  by  Jay  Bruns,  in  a  25-­‐channel  

immersive  spaJal  audio  system,  at  
Moogfest,  in  Durham,  NC

Marimetsa  Raba  (bog),  Estonia

https://kukemuru.ee/en/
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Josh   Oxford   won   First   Place   in  
Tennesse   Tech’s   Electrobrass  
Composi3on   Compe33on   and  
reports   the   following   about   his  
experience:  
“Having   wrihen   a   few   different  
pieces   for   brass   and   electronics,   I  
submihed   some.   They   picked   A  
Small   DonaJon:   for   trombone   and  
looping   pedal,   which   won   First  
Place.   I   ini3ally   wrote   a   few  
miniatures   for   a   trombonist   I   met,  
Jake   Elkin   ,   to   familiarize   him  with  
the   looping   pedal   and   its   various  
opera3ons   (Record,   Play,   Dub,  
etc.).  I  also  was  experimen3ng  with  
changing   3me   signatures   by  
switching   tracks   and   redistribu3ng  
sixteenth  notes.  A  Small  DonaJon  is  
a  significantly
more   advanced   piece   than   my  
o r i g i n a l   m i n i a t u r e s ,   b o t h  
technically   and   technologically.  
The   loop   FX,   unique   to   the   Boss  
RC-­‐30   pedal,   are   u3lized   in   the  
middle   (15vb)   and   end   (delay)   of  
the   piece.   A   SILENT   brass   system  
is  used,  instead  of  a  microphone,  to  
ensure  maximum  acous3c   isola3on
—impera3ve   when  mul3ple   tracks  
are  required."  

Steve   Ricks   presented   an  evening  
concert   with   Chris3an   Asplund   as  
R I C K S P L UND   ( e l e c t r o n i c  
improvisa3on   duo)   at   Casper  
College   in   Wyoming   on   May   3.  
They   were   joined   by   their   host,  
percussionist   Ron   Coulter,   for   a  
final  number-­‐-­‐audio   available  here.  
Ricks  and  Asplund  also  presented  a  
workshop/lecture   to   students   on  

composi3on,   improvisa3on,   and  
Max/MSP.

The   Matrixsynth   interview   with  
Ba r r y   S c h r a ede r   i s   fi n a l l y  
complete,  aber  two  years:
An   Interview  with  Barry   Schrader  
QuesYons   6F :   The   Barnum  
Museum   &   7   Current   State   of  
Synths

Barry   discusses   what   may   be   his  
magnum   opus ,   The   Ba rnum  
Museum,   followed   by   his   take   on  
the   current   state   of   synthesizers.  
There  are  some  3e-­‐ins  to  his  

previous   work   on   AtlanJs   as   well  
as   Louis   and   Bebe   Barron.   Here’s  
an  excerpt  from  the  interview:

"If  someone  were  to  ask  me  what  I  
considered   to   be   my   best   work,  
there’s   no   ques3on   in   my   mind  
that   I   would   respond   that   it’s   The  

Barnum  Museum.  Taken  as  a  whole,  
this   is   my   longest   and   most  
ambi3ous  composi3on,  and  one  

that   took   me   four   years   to  
compose.   At   this   3me,   it   remains  
my  last  completed  work.

The   idea   for  The  Barnum  Museum  
came  from  a   short  story  by  one  of  
my   favorite   living   authors,   Steven  
Millhauser.   Millhauser   is   a   unique  
writer,   and,   so,   difficult   to   classify.  
He’s   been   compared   to   such  
authors   as   Calvino   and   Borges,   as  
well   as   other   writers   classified   as  
‘magical  realists,’  but  I  think  he’s  in  
a   class   by   himself.   ‘The   Barnum  
Museum’   is   a   short   story   in   a  
collec3on  with  the  same  3tle.  I  was  
fortunate   to   get   permission   from  
Millhauser   and   his   agents   to   base  
the   work   on   his   story.   I   was  
especially   lucky   that   Millhauser  
agreed   to   a   years-­‐long   email  
correspondence   about   the   work:   I  
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would  send  each  movement  to  him  
as   I   finished   it   and   he   would  
comment   on   the   work   and   my  
ideas  behind  it.  This  was  invaluable  
help  in  my  comple3ng  the  piece.  

P.   T.   Barnum   established   two  
museums   in  New   York   City   in   the  
nineteenth   century.   Barnum's  
American   Museum   was   on   the  
corner   of   Broadway   and   Ann  
Street   from   January   1,   1842   to  
July   13,   1865   when   it   burned   to  
the  ground.  Barnum  built   a   second  
museum  soon  aber,   but  it  was  also  
destroyed   by   fire   in   1868.   The  
ahrac3ons   made   the   venue   a  
combina3on   of   a   zoo,   museum,  
lecture   hall,  wax   museum,   theatre,  
and   freak   show.   At   its   peak,   the  
museum  was   open  fibeen  hours   a  
day   and   had   as   many   as   fibeen  
thousand  visitors  daily."

Schraeder’s   soundtrack   from  
Galaxy  of   Terror  will  be   released   in  
September   on   Pure   Destruc3ve  
Records,  in  two  edi3ons:

hhp://
puredestruc3verecords.bigcartel.c
om/product/galaxy-­‐of-­‐terror-­‐
original-­‐soundtrack
&  
hhp://
puredestruc3verecords.bigcartel.c
om/product/galaxy-­‐of-­‐terror-­‐
original-­‐soundtrack-­‐liquid-­‐filled-­‐
record

Brian  Sears   recently  completed   an  
exci3ng   residency   at   the   Atlan3c  
Center   for   the   Arts,   studying  with  
composer   John   Gibson,   where   he  
completed   a   new   piece:  REKT,   for  
found   objects   and   live   electronics.  
This  piece   captures   his   fascina3on  
with  the   collage  and   augmenta3on  
o f   f ound   s ound s ,   a nd   t h e  
performance   of   unconven3onal  
instruments.  This  upcoming  Spring,  
he   also   will   be   co-­‐organizing   and  
co-­‐hos3ng   the   2017   BEAMS  
Marathon   Weekend   Fes3val   at  
Brandeis   University.   This   fes3val  
will   be   3   days   of   performances,  
workshops,   panels,   and   discussions  
about  working  with  electronics  and  
video   in   live   performance.   It   will  
feature  performances  and

During  the  special  exhibi3on  Tomb  
Treasures   at   San   Francisco   Asian  
Art   Museum   this   April,   Sophia  
S h e n   p r e m i e r e d   h e r   n e w  

composi3on  Yayun.  Wrihen  for  

pipa  and  Han  Dynasty  bronze  bells,  
Yayun   is   inspired   by   Chinese  
collabora3ons  with  Yarn/Wire,   the  
SPLICE   Ensemble,   and   Transient  
Canvas,   as   well   as   presenta3ons  
and   workshops   by   Pamela   Z,  
Elainie   Lillios,   and   Christopher  
Biggs.   There   is   also   a   call   for  
submissions   of   contribu3ons   by  
current   students   working   with  
electronics   or   video   in   New  
England.   More   informa3on,   and  
the   call   for   submissions   can   be  
found   on   the   BEAMS   sec3on   of  
the   Brandeis   Music   Department  
w e b s i t e ( h h p s : / /
www.brandeis.edu/departments/
music/beams/index.html),   or   the  
New   Music   Brandeis   Facebook  
page   (hhps://www.facebook.com/
N e w -­‐ M u s i c -­‐
Brandeis-­‐171792066237677/).

classical   court   music   and   dance  
(yayue)  and  its  tuning  system,  but
it's   a   modern   interpreta3on  of   an  

ancient   art   form   that   explores  
unconven3onal  pipa  playing  
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techniques.   A   composer,   pipa  
performer/  improviser  and  sound  
ar3st   from   China,   Sophia   has  
incorporated   pipa   in  many   of   her  
composi3ons,   both   acous3cally  
and   electronically.   Three   of   her  
pipa  composi3ons,   including  Yayun,  
have  recently  won  the  Silver  Prize
and   the   Bronze   Prize   during   the  
2017   Dunhuang   Na3onal   Pipa  
Composi3on  Compe33on  in  China.  
"Pipa   is   like   the   fourth   language   I  
speak  with  ar3sts  from  all  over  the  
world,"  she  said.  She  improvises  on  
pipa   with   dancers,   vocalists,  
instrumentalists   from   different  
c u l t u r e s   a nd   e xpe r imen t a l  
instrument   builders.   Also   in   this                    
April,  She  made  her  debut  as  a  pipa  
soloist   with   Gamelan   Encinal,   a                            
gamelan   ensemble   directed   by  
Stephen  Parris,  at  the  Lou  Harrison  
Centenary   Concert   at   Mi l ls  
College.
Full   video   of   Yayun   here:   hhps://
www . y o u t u b e . c om /wa t c h ?
v=xferSRe-­‐zhA

Jorge   Variego   just   finished   the  
produc3on   of   an   interna3onal  
col labora3ve   CD   exclusively  
dedicated  to  electroacous3c  music.  
There's  a  post  in  his  site  with  some  
informa3on   about   it   here:   hhp://
jorgevariego.com/?p=1740

www.jorgevariego.com
Adam   Vidiksis   traveled   to   China  
for   concerts,   lectures,   and   the  
p r e m i e r e   o f   t w o   n e w  
electroacous3c   works   in   Beijing  
and  Shanghai.  He  lectured  there  on  
compos ing   fo r   da t a -­‐d r i ven  
instruments   at   the   Miraphone  
Summer   Fes3val   as   the   featured  
guest   composer.   Other   recent  
performances   include   the   Rutgers  
C a m d e n   E l e c t r i c   C a f é ,  
Cybersounds,   the   SCI   Na3onal  
Conference,  the  SEAMUS  Na3onal  
Conference,   The   Fire,   New   Music  
Gathering,   and   the  Na3onal  Opera  
Center.  Vidiksis  was  commissioned  
to   compose   original   music   for  
Diageo’s  Les  Diners  de  Dali,  an  

evening  dinner  party  and   theatrical  
experience   at   the   renowned   Le  
Cheri,   based   on   Dali’s   surrealist  
cookbook.   As   a   performance   and  
composi3on   faculty   of   the   SPLICE  
Ins3tute,   Vidiksis   taught   classes  
this   summer   at  Western  Michigan  
University   in   beginning   and  
advanced   SuperCollider,   as  well  as  
performing   three   concerts   of  
electroacous3c   music   with   his  
f e l l ow   membe r s   i n   S p l i c e  
Ensemble.   Vidiksis   is   currently  
comple3ng   an   electroacous3c  
work   for   allendance   company  
based   on   the   teachings   of   Alan  
Wahs   for   Philadelphia’s   Fringe  
Fes3val  this  fall.  

Adam  Vidiksis  joins  SPLICE  InsJtute  Guest  Faculty,  Paula  
MaMhusen  and  Mari  Kimura,  along  with  fellow  Splice  Ensemble  
members  and  faculty,  Keith  Kirchoff  and  Sam  Wells,  aier  one  of  

the  concerts  at  Western  Michigan  University  this  summer.  

https://www.youtube.com/watch?v=xferSRe-zhA
https://www.youtube.com/watch?v=xferSRe-zhA
https://www.youtube.com/watch?v=xferSRe-zhA
https://www.youtube.com/watch?v=xferSRe-zhA
https://www.youtube.com/watch?v=xferSRe-zhA
https://www.youtube.com/watch?v=xferSRe-zhA
http://jorgevariego.com/?p=1740
http://jorgevariego.com/?p=1740
http://jorgevariego.com/?p=1740
http://jorgevariego.com/?p=1740
http://www.jorgevariego.com/
http://www.jorgevariego.com/


T H E    S O C I E T Y    F O R    E L E C T RO -­‐ A COU S T I C    MU S I C    I N    T H E    U N I T E D    S T A T E S

Summer  2017  Issue   25

Jon’s  Note
Words  on  music,  composing,  etc.,  from  Jon  Appleton

There  were  several  reasons  I  believe  I   leb  electroacous3c  music  and  started  composing  instrumental  music  
in  the  early  1990s.  First,   classical  music  was  mostly  what   I   listened   to  and   played   all  of  my   life.  Because   I  
had  no  conservatory  training,   like  Beethoven,  it  was  not  un3l  my  20s  that  I  began  to  acquire  the  knowledge  
of  harmony  and   theory  (primarily  because   I  had  to   earn  my  living  teaching  those  subjects).  Furthermore,   at  
that  3me,   the   instrumental  music   being  composed   I   found   unpleasant.  From  my  very  first   electroacous3c  
music   I   found   “my  voice”  as   they   say.   Nobody  was   doing  anything   similar   and   the  music   from   those  first  
two   decades   became  widely   appreciated.   Then   came   the   Synclavier   which   enabled   me   to   combine   the  
older,   tonal  musical   style   with  my   newly   created   pieces  using   found   sounds   and   a   kind   of   musical  story  
telling.   When   I   began   going   to   Moscow   and   composing   for   Julia   Turkina   (the   pianist),   and   other   great  
Russian  instrumentalists,  I  tried  to  make  up  for   the  3me  and   experience  I  had   lost  composing  instrumental  
music.   I  didn’t  care  if  it  was  original,   but  I  also   hoped   it  had  the  emo3onal  power  and  wit  that  my  favorite  
composers  (Ravel,  Rachmaninov,  ScarlaV)  provided.  So   far,   I  have  not  gohen  there  but  I  keep  trying.   This  
year   I   returned   to   electroacous3c   music   and   it   was   easy   to   remember   the   techniques   I   always   used  
although  the   technology  was  bedeviling.  This   is   unfortunately  the  last   “Jon’s  Note.”  Last  week  I  suffered   a  
stroke  and  I  am  leb  nominally  speechless…I  think  that  retraining  will  take  all  of  a  my  effort  as  well  my  piano  
exercises.

Jon  Appleton
appletonjon.com
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All  other  mail  should  be  sent  to:

SEAMUS
22815  FRAMPTON  AVE.

TORRANCE,  CA  90501-­‐5034

About  the  SEAMUS  NewsleQer

The  newsleQer  is  a  volunteer  effort  made  freely  available  as  a  public  service  to  the  electronic/computer  music  community  
from  the  SEAMUS  website  at:  www.seamusonline.org.  
Please  direct  any  comments  to:  
STEVE  RICKS    stevericksmusic@gmail.com
All  ideas  regarding  content  are  welcome.  Please  let  us  know  if  you’d  like  to  parCcipate  in  its  producCon.  

A  Note  from  CHRISTOPHER  COOK,  SEAMUS  AdverCsing  Coordinator:  

“SEAMUS   now   includes   paid   adverLsements   in   the   NewsleNer   and   the   Journal.   Please   consider  
adverLsing   your   departments/programs,   fesLvals,   and   publicaLons.   For  rates   and   other   informaLon,  
contact  Christopher  Cook  at:  
christopher.cook@cnu.edu”
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