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Luis Boyra, with Ricardo Arias and Roberto Garcia, founded in 1986 the goup Sol Sonoro
devoted to improvising with electroacoustic media. The group performed in several festivals
in Spain, France and Colombia. Among other works he composed: Ondas de silencio y de
constelaciones for tape, live electronics and slides, with So! Sonoro, realized at Phonos,
Barcelona, Spain, in 1987; SIOPE for live electronics and voice, with Ricardo Arias, Roberto
Garcia, Carlos Gomez and Gabriel Jakovkis, and SOPAS for tape, amplified glass, water,
anilines, lights, etc., with Sol Sonoro, both pieces in 1988; and Idea Fixa, with Sol Sonoro,

for three computers controlling at least three sound sources, in 1990.

Alba Fernanda Triana Orozco (born in Bogota) studied composition at the Music
Department of the Pontificia Universidad Javeriana of Bogota, and at the California Institute
of the Arts in the United States. She has taught music theory and composition at Javeriana
and Pedagogica universities in Bogota, and coordinated the Music Theory department at PNB
- Ministry of Culture of Colombia. At present she is at the University of California in San
Diego for her PhD studies. Some of her pieces are: Una Jugada de Dados Jamds Abolird el
Azar, 1996, including piano, a percussion group, spoken voices with live electronic
processing and spatialization, mounted in collaboration with Rolf Abderhalden; 4 /a Mesa,
1998, interdisciplinary performance, based on Texto de Electra by German writer Heiner
Miiller, including music, movement, text and spatialization (premiered the same year in Cerro
de Monserrate, Bogota); Bedroom, 2000, an audiovisual Internet piece; Estudio No. I for
recorded electronics, and Heart Piece, interdisciplinary performance based on the text Heart
Piece by Heiner Miiller, integrating music, movement, text, video and spatialization, where
the music part includes recorded electroacoustic music, live sound transformations and
interactive languages, both 2001. She also composed, with Luis Fernando Henao (born in

1967), Suite Logique for DAT tape, 1992.

There are also works involving electroacoustic media by Guillermo Gaviria, Francisco

Iovino, Gustavo Lara and Gustavo Parra.
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6.7 Costa Rica

Luis Diego Herra (born in San José de Costa Rica, 1952), mostly known by his chamber and
orchestral music, composed Hdlitos for brass quintet and tape in 1982, receiving in 1984 the

National Prize for this work.

Herra is also a conductor and educator, and has been teaching composition, musical analysis,
orchestra and choir conducting, and computer music basics. I'rom 1995 to 1999 he was Dean
of Fine Arts at the University of Costa Rica. He is also a founding member of Centro de

Musica Contemporinea de Costa Rica (Contemporary Music Center).

Some of his recent works are: Olimpia, 2002; Sefiales and El pescador y la muerte, both

2003; Zurqui and Rinocerontes, both 2004.

Alejandro Cardona (born in San José de Costa Rica, 1959) studied composition privately
and at Harvard University from 1977 until 1981. He also earned a Master degree in image
synthesis and computer animation from Portsmouth University and the Utrecht School of the

Arts.

Some of his pieces are: Lamento, for CD, 1997; Esperanza and Celebracion, both for CD and
composed in 1998; América Angostura (gentes y paisajes imaginarios) and Texturas, una

ventana a Centroamérica, both interactive sound installation created in 1999.

Otto Castro (born in San José de Costa Rica, 1972) is an active composer that has been

working with electronic and concreéte sound sources in his music.

Castro has been composing music for theatre, performance shows and video using

electroacoustic technologies and techniques. Some of his works are: Fotos 1, 1997; TV I and
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Espirales, both 1999, Jardin Toéxico and Encuentros Televisivos, both 2001, and Arquetipos
Marinos, 2004, In 2002 he directed and composed the music for Mala Fe, a 60 minutes
performance with electroacoustic music, projections, texts and dance, created in collaboration

with poet Luis Chavez, dancer Humberto Canessa and plastic artist Lucia Madriz.

Also active promoting electroacoustic music and new media in Costa Rica, during August
2003 Otto Castro organized the first Electro Music World Fest, and during the following year
the Festival Fusion CR 2004.

Carlos Castro (no place or date of birth information available), president of Centro de
Musica Contemporanea de Costa Rica, composed Gobierno de Alcoba, an opera for tape and

four singers that received the National Prize for Music in 1992,

Autoperro defines itself as a paramusical entity devoted to electroacoustic music. It was
founded in 1980 at the School of Architecture by Fernando Arce and Mauricio Ordéfiez
(on the musical side) together with Douglas Morales.

Some of Autoperro’s works are: RaDio PLDIN, 1996—2002; ZaRGZS,; HuMDL;

BSTRFeDUN, TXaLPART, KurSSK, TeRMNL, eXCS, CaNGR SoP, aNTICoMB, aLGo PoDR
2, and MeTROPoLiS, all of them 2002.

6.8 Cuba

Cuba has been an active place for electroacoustic music for many years.

Argeliers Leén (born in 1918) composed Saturnalia for tape in 1984.
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Juan Blanco (born in Mariel, 1919) has been the main force around the development of

electroacoustic music in Cuba.

In 1942 Blanco registered at the patent’s office the description and design of a new musical
instrument he named Multiérgano, based on 12 loops using magnetophonic wires (magnetic
tape recording was in development at that time) with chromatic recordings of voices or any
instruments. This predated the Mellotron by many years, but the original instrument invented

by Blanco was never built.

Blanco composed his first electroacoustic piece for tape in 1961 using one oscillator and tape
recorders: Musica para danza. He composed between 1961 and 1962 Estudios Iy 11, between
1962 and 1963: Ensamble V, and during 1963: Interludio con Mdaquinas and Ensamble VI, all
of them for tape. Between 1963 and 1964 he composed Texturas, a mixed work for orchestra

and tape.

In 1964 Blanco organized the first public concert with electroacoustic music in Cuba at
Unidn Nacional de Escritores y Artistas de Cuba, premiering his works: Estudios Iy I and
Ensamble V.

During the 60s Blanco began to create electroacoustic music for mass public events and large
public spaces. Some examples are: Musica para el Quinto Desfile Gimndstico Deportivo for
symphonic orchestra, sound toys group and tape, dated 1965; Ambientacion Sonora, tape
work played through a special network for spatial sound distribution (designed by Blanco
with the assistance of engineer Eugenio Besa) at the Cuba Pavillion of Expo 67 in Montreal,
Canada, dated 1967; Ambientacion Sonora, a five-track work played during 30 nights along
the Avenida La Rampa during the Congreso Cultural de La Habana, dated 1968;
Ambientacion Sonora, another five track work played during 30 nights along the Avenida La
Rampa during 30 nights con motivo del centenario de V. 1. Lenin, dated 1970; and
Ambientacion Sonora, a multiple-tape work (12 tracks in total) played at the Cuba Pavillion

of Expo 70 in Osaka, Japan, dated 1970.
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Other pieces composed by Juan Blanco during those years are: Poema Espacial No. I (Las
Lomas) for three tracks tape, 1967; Poema Espacial No. 2, 1967, and Poema Espacial No. 3
(Dai Viet), 1968, both for four tracks tape; Contrapunto Espacial No 2 (Erotofonias [) for
two string orchestras of 30 players each one, five percussion groups, guitar soloist, sax soloist
and tape, 1968; Contrapunto Espacial No 3 for 24 instrumental groups distributed around all
the theatre, 20 actors, one child, soloist sax and two tapes, 1969; Poema Espacial No. 4 (26
de julio), 1969, and Poema Espacial No. 5 (Viet Nam), 1970, both for four-track tape; and
Imprecacién for two wind orchestras, 10 groups with percussion instruments and four tracks

tape, 1970.

After many attempts to start an electronic music lab at Instituto Superior de Arte (ISA) during
the 70s, Blanco was appointed director of a small studio at ICAP in 1979. Many of the today
well known Cuban composers were learning and experimenting at the ICAP studio under the

guidance of Juan Blanco.

The first LP with music by Blanco is Misica Electroacistica, released by EGREM during the
mid 80s and featuring Cirkus Toccata, a piece for tape and two percussionists (playing pailas
and tumbadoras) dated 1984; Tariidos for tape, dated 1983; and Espacios Il for tape and
guitar, dated 1986.

Two pieces that were also composed during that period are Suite de los Nifios for tape, 1984,
produced at the studios of the Groupe de Musique Expérimentale de Bourges (GMEB), and
Suite Erdtica for tape, 1979-1986, a long piece that Blanco built using three previous works.

Both were released on a second LP in 1987.

The International Electroacoustic Music Festival Primavera en Varadero was launched by
Blanco during the mid 80s. This was a major help to introduce computer music in the island,
as well as some hardware and software essential to it. The time for computer music had

arrived then in Cuba.
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During the early 90s Blanco got a NeXT computer and began to compose with it. Contrastes
I, Paisaje, Variantes I and Treno por las Victimas del Estrecho de la Florida, 1992,
Contrastes Il, Cinco Epitafios and Loops, 1993, Para Enterrar la Esperanza and Variantes

11, 1994, are some of the pieces he composed using that system.

The Ministry of Culture assumed responsibility of the [CAP studio during the early 90s and

renamed it Laboratorio Nacional de Musica Electroacustica (LNME).

Juan Blanco composed around 100 pieces using electroacoustic media, both for tape as well
as mixed works, using spatial distribution of the sound sources in large open spaces in many
of them, and developing complex multimedia installations and spectacles. A prolific
composer, teacher and researcher, he was the Honorary Director during the International

Computer Music Conference (ICMC) held at Havana in 2001.

Among Blanco’s recent pieces are: Espacios IX, composed between 1999 and 2000,
Microtonales, 2000, and Microtonales 11, 2001, all of which are works for computer or tape
and live Theremin; and Tecnotrénicas for Theremin, computer and live electronics,

composed with Edesio Alejandro in 2002.

The electronic music production of Aurelio de la Vega (born in Havana, 1925; living in Los
Angeles, California, United States, since 1959) was closely related to the Electronic Music
Studio at California State University, Northridge, which he founded and directed from 1962
to 1992. Two purely electronic music works were composed there by de la Vega: Vectors
(monaural tape, 1963) and Extrapolation (stereo tape, 1981). His works for instruments and
pre-recorded electronic or electronically treated acoustical sounds include: Interpolation, for
clarinet and stereo tape, 1965; Tangents, for violin and stereo tape, 1973; Para-Tangents for
C trumpet and stereo tape, 1973; Inflorescencia (Inflorescence) for soprano, bass clarinet and
tape, based on a poem by the composer, 1976; and Asonante (Assonant) for soprano,
dancer(s), flute, trumpet, trombone, piano, violin, cello, double bass and stereo tape, also

based on a poem by the composer, 1985. Revista Musical Chilena published in 1965 his
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article En torno a la Musica Electrénica (Regarding electronic music) where he explains
some of his thoughts about electronic music, speaks of Vectors (that is the last expanded
movement of a piece entitled Coordinates, which is no longer in his catalogue of works), and
tells about the equipments at that time of the aforementioned studio. At present, Aurelio de la
Vega is Distinguished Emeritus Professor of California State University, Northridge, where

he taught music composition for thirty three years.

Héctor Angulo (born in Santa Clara, 1932) composed, among other works: Otra vez Jehovd
in 1967; El metro, La curva and Mutatis mutandi, all three electroacoustic pieces in 1969;

and Bucélica, with Juan Marcos Blanco, for sax and tape.

Carlos Fariiias (born in Cienfuegos, 1934; died in Havana, 2002) was also a big name in the

Cuban musical world as well as in the international scene.

He started to experiment with electroacoustic media during the mid 60s. During 1972 he
composed Didlogos, for tape, together with Sergio Barroso. In 1975, commissioned by the
National Ballet of Cuba, Farifias composed Yagruma for symphonic orchestra, with 11
percussionists, and electroacoustic media. In 1976 he presented his electroacoustic piece

Corales at the Bourges festival, in France.

In 1982 Farifias developed his first projects to create an electroacoustic music studio. Finally
approved in 1989, those projects became the beginning of the Estudio de Musica Electronica
y por Computaciéon, EMEC, that he directed at the Instituto Superior de Arte (Superior
Institute of Art), ISA.

Among other pieces, Farifias composed: Madrigal, a multimedia for two narrators, dancer,
projections, lights and tape in 1980; Aguas Territoriales for tape in 1983; Primer dia de

Mayo for tape in 1984; Impronta for four percussionists, piano and tape in 1985; Cuarzo -
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Variaciones fractales in 1991, and Orbitas elipticas in 1993, both computer assisted

electroacoustic music works.

Carlos Farifas realized Cuarzo - Variaciones fractales at EMEC/ISA working with the
Musical Fractals software developed by Rubén Hinojosa from the Software Group of EMEC
(EmecSoft). Orbitas Elipticas was also realized at EMEC, this time working with Orbis

Musicae, provisional name of an algorithmic compositional software also developed in Cuba.

Jesiis Ortega (born in La Habana, 1935) composed, among other pieces: Prdlogo for tape in
1970; Picassianas I tape in 1981; Picassianas II for guitar and tape in 1982; Invocacion (Por
la Paz Mundial) and Picassianas III, both in 1985; Fanfarria de Primavera in 1986; Son
Mac-Plus for computer and tape, and David en el parque de diversiones (Suite para nifios),
both in 1988; Sax-Son for alto sax and tape in 1991; Impromptu in 1992. Other pieces by
Ortega are: Concertante for Macintosh and tape; Traigo mi son, with Juan Blanco; Aves for
flute and tape; and Canto a la vida for four percussionists and tape, also composed with Juan

Blanco.

Calixto Alvarez (born in Santa [sabel de las Lajas, 1938) composed among other works:
Musica en cinta for tape in 1971; Canon I for piano and tape in 1978; Canon II for piano and
tape in 1979; Musica pop, also for piano and tape, in 1982; Fuenteovejuna for chamber
orchestra and tape in 1983; Venus & Adonis, opera for 2 sopranos, 2 tenors and
electroacoustic instruments, based on texts by William Shakespeare, in 1988; Ciclos en la via
for tape in 1993; El Barbero de Sevilla for flute, clarinet and tape, and Julio César for tape,
both in 1996.

Jorge Berroa (born in 1938) composed Mezcla No. I for tape in 1982,
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Roberto Valera (born in Havana, 1938) composed Ajiaco in 1990; Palmas for tape in 1992;
Periodo Espacial in 1993; Loa del Camino in 1999; and Las sombras no abandonan in 2001.

Although most of the music composed by Leo Brower (born in Havana, 1939) is for acoustic
instruments, he has also worked with electroacoustic media in a few pieces lii(e: Exaedros |
for 6 instruments or any multiple of six and tape, 1969; Asalto al cielo for tape, and Sonata
para piano e forte for piano and tape, both 1970; Per suonare a due for guitar and tape, 1972;

and Metafora del amor, also for guitar and tape.

Guido Lopez Gavildn (born in 1944) composed Victoria de la esperanza, multimedia piece
for symphonic orchestra, choir, soloists, actors, film, dance and electroacoustic sounds in
1985; and Rojo for string orchestra, percussion, soprano, baritone, choir, narrator and

electroacoustic sounds in 2001 (new version).

Se'rgio Barroso (born in Havana, 1946) works extensively with electroacoustic media in his
music. Some of his works are: Concierto para dos pianos, percusion y publico for two
pianos, one of them on tape, three percussions and audience, 1969; Yantra 111 for guitar and
tape, 1972; Yantra IV for flute and tape, 1975; Noema II for tenor, violin, double bass, guitar,
piano and tape, 1975; Yantra VI for piano and tape, 1976-1979; Yantra IX for saxophones
(soprano and alto) and tape, 1979; Yantra X for bassoon and tape, 1982; En febrero Mueren
Las Flores for violin and tape, and Soledad for tape, both 1987; Canzona for DX7II(E!),
TX802 digital synthesizers and tape, 1988; La Fiesta for keyboard-controlled synthesizers
and tape, 1989; Tablao for guitar and tape or tape only, and La Fiesta Grande, a piece for
orchestra and solo keyboard-controlled synthesizers, both 1987; Crénicas de Ultrasuefio, for
oboe and keyboard controlled synthesizers, and Sonatada, for keyboard controlled
synthesizers, both 1992; Charangas Delirantes, for keyboard controlled synthesizers and

tape, Viejas Voces, for viola and tape, and Jitanjdfora for violin solo, orchestra and keyboard
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controlled sampler, all three 1993; Concerto for viola and orchestra for solo viola, orchestra

and keyboard controlled sampler, 1995-1996.

Barroso performs using live electronics, and has gone on tours around Europe and the

Americas. He lives in Vancouver, Canada.

Sergio Vitier (born in 1948) composed Poema [ for tape in 1972.

Juan Pifiera (born in Havana, 1949) has written concert music as well as works for radio,
television and movies. Among other works, he composed: Pirandelliana for tape and two
actors in 1983; Tres de Dos for tape, with Edesio Alejandro, and Voix des deux, both in 1984;
Del espectro nocturno for guitar and tape in 1986; Germinal for tape in 1987; Del lucero
Sfavorable for guitar and tape, between 1987 and 1988; Imago for guitar and tape in 1989;
Cuando el aura es durea o La muy triste historia de los ocho minutos con treinta y ocho
segundos for soprano sax and tape in 1991; Pdmpano y Cascabel for guitar and tape in 1995;
La bals (En un minuto, Vals olvidado, El manubrio azul) between 1996 and 1998; and Opus
28 No. 15, o de la gota de agua for tape.

Armando Rodriguez (born in Havana, 1951) studied guitar and musical composition at the
National School of Arts in Havana, where he received the Cuban National Artists and Writers

Musical Composition Award in 1978,

Among other pieces Rodriguez composed: Music For Different Timbres for tape in 1989;
Spatial Projection and Progression, both for tape, and Occupied Space (Espacio Ocupado)
for guitar and tape, all three pieces in 1990; The Hexagonal Galleries (Las Galerias
Hexagonales) for 3 performers and tape, and From Darkness to Light for double bass and
tape, both in 1992; 4 Quiet World for voice and tape in 1993; That Day (Ese Dia) for voice

and tape in 1994; and 4 storm was coming over the quiet pond for open instrumentation in
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1995 (on that year Armando Rodriguez premiered a version for piano and tape of this piece at
the Miami-Dade Public Library, in United States, during the Subtropics Festival). Rodriguez

wrote about his work:

During the last years [ have worked on the development of new forms of musical
expression that includes conceptual contents, textural and abstract forms, electro-
acoustic music and multi-media.

I live in the United States since 1985, where [ have collaborated with visual artist
Kate Rawlinson and composer Gustavo Matamoros, with whom I co-founded the
experimental music ensemble PUNTO, dedicated to explore new ways of artistic
communication,

Rodriguez, A. (2003). Program Notes. [personal communication].

Julio Roloff (born in Havana, 1951) composed, among other works: Halley 86 for tape in

1984, and Quintaesencia for piano and tape. He lives in the United States.

Juan Marcos Blanco (born in Havana, 1953) composed, among other works: Zafra 70 for

tape, in 1970; Bucdlica, with Héctor Angulo, for sax and tape; and Ritual for tape.

Orlando Jacinto Garcia (born in Havana, 1954), composer, conductor and music educator,
is Professor of Composition, Director of Composition Programs, and Director of Graduate
Music Programs at the School of Music, Florida International University (FIU), in Miami. He

also founded the original FIU Electronic Music Studio.

Among other works, Garcia composed: Reflejos de Modelos Repetivos for guitar and tape,
and Retratos #1 for piano and tape, in 1989; Improvisation with Metallic Materials for wind
synthesizer and tape, Sitio Sin Nombre for solo soprano and tape, Music for Nada for solo
soprano and tape or tape only, 3 Pieces for Double Bass/Tape for double bass and tape, and
Collage for guitar, violin, viola and tape, in 1990; Metallic Images for percussion and tape,

and transparente como el cristal for live electronics or tape, both in 1991; al borde del Avila
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for mezzo-soprano, flute, oboe, harp, piano, double bass and tape, in 1992; soy (I am) for
double bass, piano and tape in 1993; Imagenes (sonidos) sonoros congelados for violin and
tape, Collage 2 for four instruments and tape, and como un coro de clarinetes celestiales for
tape, all three pieces in 1999; como los colores del viento nocturno for viola and tape (with
wind chimes) and Why References? for piano and/or Disklavier and tape, both in 2002; nubes
nocturnas for solo trombone and tape, mixtures for solo cello and tape, and cuando el mar

besa el malecon for solo flute and tape, all three pieces in 2004.

Garcia emigrated to the United States in 1961 and has resided in Miami since 1977.

Edesio Alejandro (born in Havana, 1958) composed among other works: Viet for tape in
1978; Tres de Dos for tape, with Juan Pifiera, in 1984; and Tecnotrénicas, with Juan Blanco,

for Theremin, computer and live electronics in 2002.

Fernando Rodriguez (born in Matanzas, 1958) studied at Laboratorio Nacional de Musica
Electroacustica in Havana. Among other pieces he composed: La tierra que nos vié nacer for
tape, in 1981; El otro huevo de la serpiente in 1983; and Dieciséis repeticiones sobre un tema

de J.S.Bach in 1993.

Marietta Veulens (born in 1959) composed Paz, meditacion y metdfora for tape in 1981.

Miguel Bonachea (born in 1960) composed in 1984 El peldafio omitido for tape.

José Manuel Gareia (born in 1960) composed Nidia for tape in 1984,
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Ileana Pérez Velazquez (born in Cienfuegos, 1964) is at present Assistant Professor of
Composition, Music Technology and Music Theory at the Music Department of Williams
College, Massachusets, United States. She is a graduate of music composition and piano from
the Instituto Superior de Artes in Havana. Perez earned her Master's degree in Electroacoustic
Music from Dartmouth College and a Doctoral degree in Music Composition from Indiana

University in Bloomington, both in the United States.

Some of her electroacoustic music compositions are: Natura for soprano and tape, 1990; La
Voz interior and Crisdlida, both for tape, 1991; Realidades alternas, multimedia for tape,
video, dance and photograph, 1992; Yoruba for tape, Conversations for bass clarinet,
saxophones, bassoon and tape, and Celia for tape, all three 1994; Caxionics for saxophone,
electronics and CD-ROM, collaboration with Neil Leonard III, and Piedras for chorus and
tape, both 1995; Crystals for soprano and tape, and Un ser con unas alas enormes for violin
and tape, both 1996; Cuando la inocencia retorna en forma de poesia for piano and tape, and

Entre azul y transparencia for soprano and tape, both 1997.

Teresa Nuiiez (born in 1966) composed among other works: Divertimento in 2000, Con
puntos y comas in 2001, and Miniatura in 2002, all works for computer realized at Estudio de

Musica Electroactstica y por Computadora, EMEC - ISA.

Divertimento was composed using four FM synthesized timbres produced with Sample

Generator, a software developed at EMEC-ISA by Rubén Hinojosa.

Eduardo Morales (born in Havana, 1969) composed 4si se muere for tape, and La noche

oscura for tenor, percussion and tape, both in 1994. He lives in Madrid, Spain, since 1996.

Alain Peron (born in Havana, 1969) composed De dos para uno for guitar and tape in 1997.
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Yaniel Matos (born in 1975) composed Celletronic live, for live electronics, in 1998; and

Estudio de un suevio.

Monica O’Reilly (born in Havana, 1975) studied electroacoustic music at the Laboratorio

Nacional de Misica Electroactstica in Havana during the early 90s.

Since 1995 she is professor at the Instituto Superior de Arte, [SA in Havana, and is also part

of the Estudio de Musica Electroacustica y por Computadora team there.

O’Reilly composed among other pieces, the following electroacoustic works for tape:
Moniobra in 1998, realized at EMEC-ISA; El segundo de un compay eterno, also realized at
EMEC-ISA, Mundo Interior, with Irina Escalante, and Psss, both realized at the Laboratorio
Nacional de Misica Electroacustica, all three works in 2000; Bbpino, realized at LNME, and
Un besito a papito, realized at EMEC-ISA, in 2001; El indio estd que pela, Tres little escenas
de Mr. Pérez, Marti: muerte y razon and Gestual, all four works relized at EMEC-ISA, and
Gallos, realized at LNME, all five pieces in 2002.

Irina Escalante (born in Camagiiey, 1977) composed several electroacoustic music works:
La Primavera del Angel, realized at Estudio de Musica Electroacustica y por Computadora,
EMEC - ISA in 1999, using electronic sounds coming from a Yamaha DX7 digital
synthesizer, later processed on a PC using SoundForge software; Mundo Interior, with
Monica O’Reilly, realized at Laboratorio Nacional de Musica Electroacustica, LNME
(National Lab of Electroacoustic Music) in 2000, using electronic and acoustic instruments
sounds; Sirarisuira, also realized at LNME using electronic sound sources in 2000; Congas,

Liturgias and Momentum, all three pieces realized at EMEC - ISA in 2001.
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Many other composers have been using electroacoustic media in their music. Ailem
Carvajal composed Gotas at EMEC-ISA in 1996. Mirtha de la Torre composed E! primer
abrazo for tape in 1984. Rubén Hinojosa composed El fin del caos llega quietamente in
1998; Piano Fractal, Satélites, Oro - ifia, Camello, Scratch and FX 1050, among other
works. He also developed the Sample Generator software used by several composers in their
music creations, as for example: Carlos Farifias and Teresa Nuiiez. Barbara Llanes
composed Exodo for soprano and tape in 1998. Pedro Pablo Pedroso composed Espacio
Cerrado for violin on tape and electronics in 1990; Nexos II: Escenas de la Vida for
amplified flute and electronics in 1993; and Paisaje 1994: Musica para las Demoliciones for
tape in 1994. Carlos Puig composed Stealing in 1993. Yosvany Quintero composed Moto
Perpetuo. Julio Garcia Ruda composed La noche de los tiempos, first piece realized at
EMEC-ISA, and Variaciones Fractales in 1989. Tania Ledn (born in Havana) composer,
conductor, educator and music advisor living in New York since 1967, composed Axon for
violin and interactive computer in 2002. There are also works involving electroacoustic
media by José Loyola, Jorge Maleta, Raylor Oliva, and José A. Pérez Puentes, to name

but a few.

6.9 Dominican Republic

Ana Margarita Luna (born in Santiago de los Caballeros, 1921) composed Beyond the stars

... for voice, piano, violin, cello and tape in 1994 at McGill University, in Montreal, Canada.

Alejandro José (born in San Francisco de Macoris, 1955) has been crossing the sea to live
on his native Dominican Republic or Puerto Rico on and off, teaching and composing
electroacoustic music in both places until recently. He moved to United States in 2004 to
work at The Center for the Improvement of Human Functioning International in Wichita,
Kansas. He works there as a resident composer and scientific researcher, focusing on

psychoacoustics and music therapy, among other music and sound-related areas.
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José began to compose electroacoustic music around 1976 in his native land; later he studied
for some years in Puerto Rico and returned to the Dominican Republic from 1982 to 1984.
During that time he taught the first electronic music courses in the Dominican Republic.
Those classes were at the National Conservatory of Music. José was using then his own
equipment, including an ARP 2600 electronic sound synthesizer, a couple of four track tape
recorders, an eight channel mixer, an equalizer and a reverb unit, among other resources.
After that experience he went back to Puerto Rico, where he was mostly based until 2004.
There he directed the Psicosonia Institute, an organization devoted to research the sound and

music influence and effect on the human being.

Alejandro José composed several pieces for tape, among them: Tangentes in 1988, Pulsar: El
Caribe in 1991, Ecofonia I in 1992, and Con el Pulso de una Estrella in 2002-2003. In 1995
he composed Todo es Uno, for tape and slides. All the sounds on this piece come from two
sources: the energy signal from a pulsar (pulsing star) 175 light-years from Earth, recorded
by the Arecibo Radio Telescope in Puerto Rico, and the transference to sound of several
aminoacid structures from the human body. In 1999 he composed Toccatta de Mente, for

mind-controlled electronic devices.

Being also a professional oboe perfomer, José became a wind controller virtuoso too. For that

electronic musical instrument he composed in 1989 Cuatro Estudios para Wind Controller.

Dante Cucurullo (born in San Juan de la Maguana, 1957) composed several works using
electroacoustic media. Among other pieces, he created a cycle of seven electroacoustic
interrogantes; a cycle of Afirmaciones where electronic, concréte and instrumenal sources
are mixed; the two-parts electroacoustic piece Millennium Hope; and El Encantador de

Aguas for tenor sax and synthesizer (on tape or CD) in 2000.

His piece interrogante #5 was premiered in 1985 during the II Festival Internacional de
Musica Electroacustica (II International Festival of Electroacoustic Music) held in Varadero,

Cuba; and interrogante #7, based on sounds of human snores, was premiered in 1986 during
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one edition of the Cursos Latinoamericanos de Musica Contemporanea (Latin American
Workshops of Contemporary Music), held that year in Uruguay. Millennium Hope was

performed at the electrocoustic music festival Synthése, in Bourges, France, in 1999.

6.10 Ecuador

Many of the Ecuadorian composers that have been working with electroacoustic media in
their music have also been pursuing most of their professional careers outside their native

country.

Mesias Maiguashca (born in Quito, 1938) has been working extensively with electroacoustic

media in his music for many years.

He studied music in Quito, New York (Eastman School, 1958-1963), Buenos Aires (CLAEM
- Instituto Torcuato di Tella, 1963-1965) and Cologne (Musikhochschule K&ln, 1966-1968).

Maiguashca composed Segundo cuarteto de cuerdas, a piece for string quartet involving live
electronics, in 1967. The same year he created his first work on tape, Dort wo wir leben,
producing it at the studio of the Musikhochschule Kln using concréte and electronic sounds.
In 1969 he composed Hor Zu, also a tape piéce using concréte and electronic music. Scored
for 6 vocalists and electronics, 4 Mouth-piece is dated 1970. His well-known piece

Ayayayayay for concréte and electronic sounds is dated 1971.

Maiguashca composed many mixed pieces, most of them using live electronics. Some of
those works are: Ubungen for violin, clarinet, cello and 3 synthesizers, Ubungen for violin
and synthesizer, and Ubungen for cello and synthesizer, all three 1972-1973; Oldorf 8 for
violin, clarinet, cello, organ, synthesizer and tuba, 1972-1974; Solitarum for 6 vocalists and
electronics, 1975; Lindgren for bass melody instruments and tape, 1976; ... y ahora vamos

por aqui ... for 8 instruments and tape, 1977; Agualarga for 2 keyboards and electronics,
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1978; Intensidad y Altura for 6 percussionists and tape, 1979; FMelodies I for computer
sounds and instrumental ensemble, 1980; Ecos for 36 musicians, 32 sound objects and
electronic sounds, 1981-1982; FMelodies I for cello, percussion and tape, 1983-1984;
Video-Memorias for speaker, computer-synthesizer and cello, Vorwort zu Solaris for cello,
trumpet, percussion, sax and tape, Vorwort zu Solaris for Baroque Ensemble and tape,
moments musicaux/The Wings of Perception I for string quartet and tape, and Nemos Orgel

for organ and tape, all five 1989.

Maiguashca has also been using other electronic media in his work. In 1985 he created
Barcarola Bitistica for 2 micro-computers and video monitor; between 1987-1988 the
computer installation 4 Mandelbox; and in 2002: La celda, musical theatre for an actor, video

projection and 8 loudspeakers.

His cycle of pieces Reading Castafieda, 1993, includes: The Wings of Perception Il for tape,
1989-1992; Die Zauberflote/Sacateca’s Dance for flute, tape, radio baton and computer,
1985-1992; El Oro for speaker, flute, cello and tape, 1992; The Spirit Catcher for cello, tape,
radio baton and computer, 1992-1993; and The Nagual for metal objects, radio baton,
computer and tape, 1993.

Other pieces by Maiguashca are: Como... for tape, 1988; Die Feinde, eine Minioper for 2
tenors, string quartet, 2 bass clarinets and electronics, 1995-1997; Tiefen for 8 loudspeakers,
1998; El Tiempo for 2 flutes, 2 clarinets, 2 cellos, 2 percussionists and electronics, 1999-
2000; La noche ciclica for violin, cello, marimba, keyboard and 4 amplitude modulators,

2001; and La noche ciclica for 4 PowerBooks, 2002.

Maiguashca has been living in Germany since the mid 60s.

Milton Estevez (born in Checa, Pichincha, 1947) composed several pieces using

electroacoustic media, being of special mention his works for orchestra and tape.
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He composed Patch 13 for tape, keyboard and percussion in 1984; Cinco Desencuentros con
Episodio Cualquiera for orchestra, voiced flutes, percussion and electroacoustics in 1986;
Apuntes con refrdn for orchestra and electroacoustics in 1987, commissioned by IBM
Ecuador; “Evbreves” for orchestra and electroacoustics in 1988; and Cantos Vivos y Cantos

Rodados, version 1 for chamber ensemble and tape in 1996-1997.

Estevez revised in 1994 the original version of Patch 13, premiered in 1984 by Diana
Arismendi on keyboard and Jorge Dayoub on percussion. He wrote on the program notes for

this piece:

Originally conceived for tape solo, the electro-acoustic texture uses almost one
exclusive material: a combination (patch) of sound generators and controls, designed
on the panel of the old AKS analog synthesizer, at the Centre européen pour la
recherche musicale - CERM in Metz, during the research of a personal sound-
catalog.

The catalog number (13) for the combination was adopted to label the work. Shaped
in different ways, the material became a sort of delirious percussion, which alternates
with calm appearances through a four “movement” global organization.

At Mesias Maiguashca’s suggestion (then he was professor at the CERM), an
instrumental texture was superposed to the synthetic one. Both textures dialogue
sometimes by analogy (wood-block appearances, for instance) or contrast (some
independent keyboard events ...). A fourth alternative “movement” (ossia) for the
instrumental texture (to be played instead of the original IV “movement”, if wanted)
was composed in Louisville, 1994.

Estevez, M. (2004). Program Notes. [personal communication].

Using the same tape part that Patch 13, Estevez composed Cinco Desencuentros con
Episodio Cualquiera for full orchestra and electroacoustics in 1986. The piece was premiered
in November of that year in Quito by the National Symphonic Orchestra of Ecuador, with

Alvaro Manzano as conductor.

Estevez proposed the creation of the Departamento de Investigacion, Creacién y Difusidn or
DIC (Department for Research, Creation and Promotion) at the National Conservatory of

Music of Quito. His project was accepted and the DIC was founded in 1985. The original
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project included an electroacoustic music studio, but this was not ready until 1986. The

electroacoustic studio was possible thanks to a donation by IBM Ecuador.

During April of 1987 the Ecuadorian Festival of Contemporary Music had his first edition,
also as part of the DIC project in Quito.

Estevez premiered on this Festival another work for archestra and electroacoustics, Apuntes
con Refrdn. The piece was also performed by the National Symphonic Orchestra of Ecuador,
with Alvaro Manzano conducting. The electroacoustic texture for this piece was worked by
Estevez at his home studio using an FM synthesizer Yamaha DX7 together with a QX7 for

sequencing and a Revox B77 tape recorder.

Evbreves was the third work for orchestra and electroacoustics Estevez wrote and premiered
in three years. The tape part for this piece was made at DI/C” studio during 1987-1988. He
used an FM module Yamaha TX802, a Peavey mixer, one multi-track Tascam tape recorder
and a Revox B77. This work was premiered in Quito during May 1988, once again by the

National Symphonic Orchestra of Ecuador, with Alvaro Manzano conducting.

During the 90s Estevez composed Cantos Vivos y Cantos Rodados, for ensemble and
electroacoustics, between 1996 and 1997. The tape part was realized at the Computer Music
Laboratory of the School of Music, in University of Louisville. He used a PC computer with

an E-mu Proteus and a DAT. Estevez says about his composition:

Perhaps one feature of Ecuadorean music is the “anomalous” friction (to the
illustrated ear, that is) between sound worlds of different origins. In this work, this
process reaches some importance, as counterpoint between systems: native,
European, and MIDI ”parvenu” materials, instrumental gestures, and atmospheres,
cast on two textures, acoustical and electro-acoustical.

The “anomaly” also reaches the rhythmic shape through non-symmetrical
construction.

Electroacoustics is used in both, a “good” and a “bastard” sense: although most it
shows consistent electro-acoustical sounds, when instrument writing is impossible
for human musicians, the electro-acoustical texture takes over with samples in order
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to keep the music gestures (vertiginous relay of “flutes” at the end, for instance) over
the safeguard of “pure” means.

Estevez, M. (2004). Program Notes. [personal communication].

Estevez lives at present in Louisville, United States.

Arturo Rodas (born in Quito, 1954) studied music and law in his native country before
going to Europe to complete his studies in composition and electroacoustic music during the
early 80s. In France he studied electronic music at Centre Européen de Recherche Musicale

in Metz, as well as concréte music composition at the Conservatoire National de Paris.

Back in Quito, Arturo Rodas was editor of the monthly musical magazine Opus from 1986 to
1989. He wrote several articles and essays for this magazine published by the Musicoteca del
Banco Central of Ecuador and also a book about contemporary music, Nuestros Dias,
published by the Ecuadorian Centro de Investigacion y Cultura. Since 1990 Rodas has been

living in Europe again, working as a free-lance composer and teacher based in London.

Rodas composed Voudriez-vous fermer les yeux un instant s'il vous plait? for tape, 1983;
Obsesiva for orchestra and computer-generated sounds, commissioned by IBM Ecuador,
1988; and El llanto del disco duro, Bailecito and Fermez les yeux s.v.p. (according to Rodas

this new piece replaces the aforementioned work dated 1983), all three tape pieces, 2001.

About Bestiario or Bestiary, a work in progress by Rodas, he explains:

It consists in a set of electroacoustic pieces which can be seen as commentaries on
the acoustic soli from another set. The later, called Fauna, being a collection of solo
pieces for most of the instruments of the orchestra. Both sets form a cycle called The
book of the orchestra. The electroacoustic pieces articulate the acoustic pieces. In
other words, Bestiary articulates Fauna and the two sets become The book of the
Orchestra.

The form is akin to Mussorgsky's Pictures at an exhibition in which the pictures are
articulated by the promenades. The difference is that, in my work, the "pictures" are
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played by various instruments and the "promenades" are electronic thoughts on the
"pictures". As it is the case with Mussorgsky's work, most of the pieces (pictures) can
also be played separately.

The soli in Fauna are: one piece for piccolo; one piece for flute in C; one piece for
flute in G; three pieces for B flat clarinet; two pieces for oboe; one piece for english
horn; one piece for B flat bass clarinet; one piece for bassoon; one piece for
contrabassoon; one piece for trumpet piccolo in D; one piece for B flat trumpet; one
piece for tenor trombone; one piece for tuba; one piece for violin; and one piece for
viola; among others.

Some of the finished pieces or "comments" of Bestiario are:

. comments on tuning, trumpets, "unreal" percussion;

. comments on flutes, tunning;

. comments about the viola, and the trumpet soli;

. comments about the contra bassoon and the oboe soli;

. comments about trumpet trio, viola, timpani, other “concréte” formants;
. mainly comments about the soli for english horn and violonceilo;

. comments about bassoon, english horn (again), harp, trumpets, etc;

. and comments about cello, timpani, trumpet.

O ~I AN L AW —

Rodas, A. (2003). Program Notes. [personal communication].

Diego Luzuriaga (born in Loja, 1955) composed works such as Los ojos de mis suefios for
tape, commissioned by the Gent Electronic Music Studio, 1984; Apabatapabata for tape and
Ludus Spectralis for flute, marimba and tape, both produced at the CERM studio in Metz,
1986; Brasilia for flute, percussion and synthesizer, 1986; Pytagoras for tape, produced at
the Manhattan School of Music, 1987; Flauta y Viento for flute and tape, tape part produced
at Columbia University Electronic Music Studio, 1992; and Viento en el viento, for 2 flutists,
percussion, electronic keyboard and computer, commissioned by Ensemble

Intercontemporain and IRCAM and created at IRCAM, 1994,

About Viento en el viento Luzuriaga wrote:

Viento en el viento is a seventeen-minute-long piece for two flutists (one playing
piccolo, flute, and alto flute; the other playing flute, alto flute, and bass flute), one
percussionist (playing tam-tam, three tom-toms, three suspended cymbals, bass drum,
snare drum, chimes & glass chimes, bamboo chimes, triangle, and crotales), and one
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keyboard player playing two keyboards which trigger several types of electronic
sound files and real time electronic processes.

The following is an excerpt from the program notes I wrote for the premiere of
Viento en el viento in Paris:

Soy viento en el viento (1 am wind in the wind) is a verse from a poem I wrote in July
1993 when I spent five weeks at the Bellagio Center (a magnificent Rockefeller-
Foundation-owned villa on lake Como, Italy) as an artist-in-residence. The poem
tried to convey a feeling [ had after a stormy afternoon while walking in the
exuberant gardens of the villa. The poem talks about the feeling of being completely
"transparent”, being at the same time both a part of the universe and the whole of it.

I perceive the piece Viento en el viento as a large empty space being sculpted by
wind. The zamporia, long panpipes from the Andes, served as a source of acoustic,
spatial, and poetic images. Being a “breathy” instrument, the zamporia conveyed for
me the fascination I always felt for air and wind with all its sounds and spaces.

The image "I am wind in the wind" represents for me a state of physical and spiritual
transparency. Being air in the air, being nothing and at the same time being the whole
universe--a concept quite familiar to Eastern mystics--is an experience [ have had
several times in my life, out of a natural and unconscious predisposition. These
fleeting moments of transparency, being powerful and transcendent, have become
references for my creative work and for my life.

Being a subjective concept based on personal experience, this transcendental
transparency is difficult to define, but [ would say that it is a state of high awareness
of my Self as a physical, spiritual, and emotional being in total connection with my
own past and present, and with the past and present of the rest of humanity, and in
total connection with the physical surroundings (in the case of the Bellagio
experience, a humid, exuberant garden, full of summer sounds, smells, and shining
colors).

Luzuriaga, D. (2005). Program Notes. [personal communication].

Luzuriaga lives in Philadelphia, United States.

Jorge Campos (born in Quito. 1960) moved from Ecuador to Russia in 1987 to study
composition and musicology. In 1993 he started to work at the Theremin Center in Moscow.

He moved from Russia a few years ago.
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In December of 1984, Campos composed in Quito his first electroacoustic piece for tape:
Achachachay. This work was premiered on January 25, 1985, during a concert organized by
the National Conservatory of Music of Quito held at Nuevo Salon de la Ciudad, in Quito’s
Municipality. According to Campos, Achachachay is a concréte music work based on
“sounds of crickets, dogs, birds, water drops, street ambients, sporadic shouts” and “is a bit
close to what is called a soundscape nowadays. It was realized at some Quito radio studios

using very rudimentary equipment” (Campos, J. 2002. Personal communication).

The composer started working with electroacoustic media again when he moved to Moscow.
There he composed /n Memoriam and Méditations in 1993, El jardin de las delicias in 1994,
Eine Kleine Nachtmusik in 1994, Bora - Bora in 1994, Serpenwaves in 1995, Kon Tiki in
1996, and Orphée in 1998, all of them tape pieces produced at the Theremin Center.

Campos produced some of his recent works for tape in American and French studios: Tri
udara, 1999, at Conservatoire de Musique de Blanc Mesnil in France; Cats music and VCCA-
tape music, both produced in 2000 at the Virginia Center for the Creative Arts in Virginia,
United States; Nuit d’ét¢é composed at Centre d’Etudes et de Recherche Pierre Schaeffer in
Paris, 2002; and Serpencicleta composed at Université de Marne la Vallée in France, also in

2002.

Campos composed mixed pieces for acoustic instruments and tape as well as works involving
live electronics, using one or more Theremins and digital interactive musical controllers like
the Power Glove. Some of these pieces are: Sonate for alto, piano, percussion and tape, 1993;
Yaravi for flute, percussion, tape and dancer, 1993; Séquences for Theremin, trumpet and
tape, also 1993; De Profundis for string quartet, percussion, two trumpets and tape, 1994,
commissioned for the Alternative Festival of Moscow; Berceuse (o Lullaby) for piano,
percussion, tape and three dancers, 1995; Glissandi for six Theremins and two dancers, 1996;
Esquitofrenia for reciter, bass clarinet, percussion, tape and video projection, with texts by
Ramiro Oviedo and video by Omar Godinez, 1996, commissioned by Ecuador’s Embassy in
Moscow; El Cuarto Menguante (or New Moon) for soprano, bass clarinet, Power Glove and

five dancers, with poems by Rima Dalos, 1997, and Travesia for reciter, flute, sax, piano,
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tape and two dancers, with texts by Alejandro Velasco, 1997, commissioned by the

Maiakovski Museum of Moscow.

Between 1994 and 1998 Campos was composing also for films, television and video. Les
ombres de Koleichuk, in collaboration with the Contemporary Art Center of Moscow, and
concert versions of Orphée and Kon Tiki, with video and spatialized sound, all of them 1998,

are some of his works on this field.

Eduardo Flores Abad (born in Guayaquil, 1960), a graduate from the Folkwang-Hochschule
in Germany who lived in Turkey for several years, composed Los amantes for stereo tape in
1993; Cuatro piedras, Las consecuencias and Ojo mirando la fiesta por un hueco, originally
integrated under the title La tentacion de Antonio as a three parts dance and tape work, also in
1993 (Las consecuencias was revised in 1994 changing spatialization and reverb factors);
Ritmo en el ritmo for quad tape in 1994; Taleas for quad tape in 1995-1996; A ras del cuero
#1 for stereo tape in 2000-2001; 4 ras del cuero #3 for cello and stereo electroacoustics in

2001; and Lineas Flotantes for alto sax and quad electroacoustics in 2002.

Flores wrote some software like Edita 1.0, FModula and LogFunk, originally to be used in

his own music classes.

During several years Flores was visiting professor at the Conservatory of the State University

Dokus Eyliil at Smyrna city, in Turkey. At present he is living in Germany.

Pablo Freire (born in Quito, 1961) has been working with electroacoustic media on some of
his compositions. Zeluob 3 for tape, 1990, and Sonata del silencio for sax, 3 guitars,

percussion and tape, are two examples of that.

To compose Zeluob 3 Freire worked with the integral serialism techniques developed by

Pierre Boulez, hence the anagram in the name of the piece (Zeluob is Boulez backwards).
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The number 3 plays a fundamental role on this composition, both in the macro and
microstructure. Sonorities from Andean panpipes are present on this Freire’s work, also
percusive sounds processed to evoke the Amazonic Tunduy, a drum made from a hollow
trunk. Zeluob 3 was composed using a Yamaha TX802 FM digital syntesizer, an Akai S900

sampler and a Yamaha QX1 sequencer.

Julian Pontén (born in Tucan, 1961) has been composing with electroacoustic media during
the recent years. Presently, he is in charge of the Departamento de Investigacion, Creacién y
Difusion, also known as DIC (Department for Research, Creation and Promotion) of the

National Conservatory of Music of Quito.

Sismos en Son de Homenaje for mixed choir, orchestra and tape was composed by Pontén at
DIC, working with electronic part of the piece with the MetaSynth software. The piece was

premiered in Quito by the Orquesta Nacional de Quito (National Symphonic Orchestra) and
the Coro Ciudad de Quito (Quito City Choir) from Quito’s Municipality in 2000.

Pontdn also composed Aire ... Como ... Pan for tape, based on the poem by Pablo Neruda
Oda al Aire. The piece uses voices in German, French, Quichua, Korean and Spanish. It was
realized between 2000 and 2002 working at DIC in Quito and at Laboratorio de Informatica y
Electronica Musical (Computer and Electronic Music Lab) also known as LIEM, in Madrid,
Spain.

During a residency in Germany, Pontén composed Oda al instante en que dejamos de ser

victimas for flute, tape and live electronics, between 2002 and 2003.

Marcelo Ruano (bom in Quito, 1962) composed Millay for tape, a piece that has been
presented also as a mixed work performed together with a live violin solo improvising all

along the tape; the name means “water” in the old Quichua language. He also composed La
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Epopeya Alfdarida, ballet music for tape and MIDI instruments, and Obertura Plaza Grande
for tape, MIDI instruments and symphonic band.

Juan Campoverde Quezada (born in Cuenca, 1964) composed mostly chamber works but
has been using computer-assisted composition techniques on some of his pieces. He is living

in the United States, and teaches at DePaul University.

Campoverde applies generative logarithmic processes where rhythmic and harmonic
structures becomes part of a “digital draft” that later allows him to elaborate, speculate and
choose “manually” the specific materials for the piece (Campoverde, J. 2002. Personal
communication). He uses this approach in [luminaciones for string quartet, working mainly
with OpenMusic and Max/MSP, and also in Topografias I1b for guitar and computer. On this
second work some formal decisions are taken in real time from sounds being produced live
by the guitar and the digital counterpart in a flexible but controlled exchange. The computer
sounds are produced processing prerecorded guitar samples as well as filtering, pitch-shifting

and delaying live guitar sounds.

6.11 El Salvador

Gilberto Orellana (born in Santa Ana, 1938) composed Variaciones sobre un tema de
Fantasia en el Bosque, an electroacoustic piece based on the orchestral work by his father

(also named Gilberto Orellana): Fantasia en el Bosque.

Juan Carlos Mendizabal (born in San Salvador, 1968) was commissioned by the University
of Santa Clara in 1994 to write a multimedia piece (involving dance and theatre) about the
massacre happened in a little town called El Mozote, high in the mountains of El Salvador,

during December, 1981.
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La masacre del Mozote was premiered live in 1995. The composer wrote about his work:

The result was a 45 minute long electroacoustic piece that aims at going beyond the
statistics and the rhetoric towards a fuller understanding (mental, emotional and
physical) of what happened at El Mozote. In the piece, samples and electronic sounds
combine with acoustic guitars and newscasts from the war, all collaborating to take
the listener in a journey from the safety of the present to a forgotten moment in recent
history when the deepest and darkest forces of the human heart were unleashed.
Mendizabal, J. C. (undated). The Massacre of El Mozote. [online] Address:
http://'www.deconstructionist.com/blacknote/elmozote.htm

This was my first fully realized exploration of a synthesis of a “classical approach”
with the sounds and tools of modern electronic ambient/techno/industrial music.

Mendizabal, J. C. (2002). JC/Kyron - Bio & Gear Explanation. [personal
communication].

Other musical works by Mendizabal involving electroacoustic media are: 5 Vidas y un
Preludio for tape, 1995, composed and premiered in El Salvador; Chimps in Space, 1994;
Jungle Monkeys, 1995; Cortex Burn, 1996; Trip Tech - Children of the Secret, 1999; Kyron -
Kaos Drone and Kyron - Music Boxes, both 2002.

Juan Carlos Mendizabal moved to San Francisco, United States, during the early 80s.

Fracisco Huguet (born in San Salvador, 1976) composed Estudio 3 for cello and tape and

Tiento 2 for tape, both in 2003. He is living in Switzerland.

6.12  Guatemala

Joaquin Orellana (born in Guatemala City, 1937) studied violin and composition at the

National Conservatory of Music in Guatemala between 1949 and 1959. He also studied at

Centro Latinoamericano de Altos Estudios Musicales (CLAEM) - Instituto Torcuato Di Tella

in Buenos Aires, Argentina, between 1967 and 1969,
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Orellana has been working with electroacoustic media in his music since the early 60s. His
conception and development of new instruments derived from the marimba plays a major role
on his musical trajectory. As remarked by several researchers, during the last decades his
music reflects a compromise with the social situation of Guatemala’s poorest class, focusing

on the traditional folk cuiture, local expression and sound environment.

Orellana composed, among other works: Contrastes (ballet) for orchestra and tape in 1963,
producing the tape part at a commercial recording studio in Guatemala; Meréora for tape in
1968, realized at CLAEM, in Buenos Aires; Humanofonia for orchestra and tape in 1971,
tape part also realized at a commercial recording studio in Guatemala, and Humanofonia for
tape only, being this the same recording used for the original orchestra and tape homonymous
work; Malebolge (also known as Humanofonia II) and Entropé in 1972, both for tape;
Primitiva I, Asediado-Asediante and Itero-tzul in 1973, all of them for tape; Sortilegio for
tape in 1978; Rupestre en el futuro for tape in 1979; Imdgenes de una historia en redondo
(imposible a la equis) for tape in 1980; Hibrido a presién for 2 flutes, special instrument and
tape in 1982; Evocacion profunda y traslaciones de una marimba for full Guatemalan
marimba, choir, 5 recorders, reciter and tape in 1984; and Hibrido a presion II for 2 flutes,

special instrument and tape in 1986.

David de Gandarias (born in Guatemala City, 1952) is composer and musical engineer. He
graduated at the National Conservatory of Guatemala in piano and at the Gioacchino Rossini
Conservatory of Pesaro, Italy, in electronic music. He also studied at the Centro di Sonologia
Computazionale (CSC) of the University of Padova, at the electronic music lab of the Santa
Cecilia Conservatory in Rome, and at DDR - GEM (Galanti Electro Musical; now called

Generalmusic Corp.) in Mondaino, Emilia Romagna, Italy.

He has been working as composer, musical engineer, percussionist, pianist and producer for

radio, television and musical recordings.
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De Gandarias’ work is highly related to the social situation in his country and to the search of
a personal language based on the roots of his native land, taking as a starting point the

research of folk traditions.

Among other works, he composed: Juego de Magos y Gorilas for tape in 1977; Juguemos a
Jjugar jugando, for a children’s play, tape, in 1979; and Objetos Rituales, ballet music on tape
in 1981, all three works realized at Estudios Sincro in Guatemala; Pisaurus Piece,
multimedia for soprano, sax, tape, scenography and lights, in 1987, realized at LEM -
Electronic Lab for Experimental Music at G. Rossini Conservatory in Pesaro, Italy; Trans-
tres for tape, flute, clarinet and double bass in 1985, electronic part also realized at LEM;
Sinergia for computer in 1996, composed as the sound part of Walter Branchi’s multimedia
for 2 mimes, 6 lights and sound column, and realized at the composer’s personal studio in
Guatemala; Percursos de Hormigo, Senderos de Silicio, a piece for Guatemala’s full
marimba and computer in 1997, where the electronic part was also realized at the composer’s
personal studio; and LABUGA, a multimedia show realized between 1999 and 2002,
including live acoustic instruments, electronic processing, computer music, theatre, dance,

digital video and lights.

About LABUGA, David de Gandarias says:

[...] Is the first artistic work of interethnic and intercultural participation between
garifunas and mestizos of Guatemala; staging this piece were working for over three
years a group of artists and intellectuals garifunas from Livingston, Izabal, together
with a group of researchers and artists mestizos from Guatemala City. LABUGA is
then the place where fuses - without hierarchies - the aesthetic cultural heritage of the
garifuna, rural and traditional, with the technical and poetic thinking principles
typical from the mestizo, urban and present.

De Gandarias, D. (2003). Program Notes. [personal communication].

Igor de Gandarias (born in Guatemala City, 1953) shows in his works a strong interest on
the cultural roots of Guatemala. He studied at the National Conservatory of Guatemala, at the

Art Department of the Faculty of Humanities in San Carlos de Guatemala’s University, and
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later in the United States at the Catholic University of America, the University of Maryland

and the Peabody Conservatory, specializing in composition and electroacoustic music.

Igor de Gandarias has been working with electroacoustic media in his music since the early
70s. Among other pieces he composed: Cadenas cromdticas for slides and tape in 1982;
Conquista 2 for chirimia, drum and digital equipment in 1988; and Circunstancial II for
double mixed chorus, tzijolaj, tun, rock trio and tape in 1990. In 1995 de Gandarias
composed La Feria Fantdstica, electroacoustic music on CD realized in Maryland, United
States; he created a second version of that piece in 1998, integrating and synchronizing in a
video the same original music. On La Feria Fantdstica the composer includes field
recordings from the Jocotenango’s fair, the most important religious feast of Guatemala’s

City. He realized this piece working with a Fairlight III Series audio workstation.

According to Igor de Gandarias, he also applied typical concepts and procedures used in
electroacoustic music composition in some of his instrumental pieces. Two examples are:

Guarimba for orchestra, 1994, and Dialogante for Hammond organ and piano, 1995.

The book Tradicion Popular en la musica Contempordnea Guatemalteca by Igor de
Gandarias was published in Guatemala in 1998. He analyzes in that text two of Joaquin

Orellana’s compositions created using electroacoustic resources.

Dieter Lehnhoff (born in Guatemala City, 1955) is musicologist, conductor, and composer.
He studied in Salzburg and then at the Catholic University of America in Washington D.C.,
where he earned his M.A. and Ph.D. He presently directs the Institute of Musicology at
Rafael Landivar University in Guatemala, and is also Music Director of the Metropolitan
Orchestra and National Choir of Guatemala. Besides his three electro-acoustic works listed

below, he has composed choral, symphonic, and chamber music.

His first work created with electroacoustic means was Sanctus, produced at the Electronic

Music Studio of the Salzburg Mozarteum and premiered in April 1975 at the auditorium of
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the Austrian Broadcasting (Osterreichischer Rundfunk, ORF). The composer wrote about

Sanctus:

In this piece, an introductory monastic chant is driven away by the irruption of vocal
sonorities which -as they build up to a climax- stress the recurrent human
indifference and irreverence, before the ancient text of the Sanctus is recited in
hieratic reiterations over a disquietening soundscape of whistling projectiles, distant
explosions, and the cracking of firearms.

Lehnhoff, D. (2003). Program Notes. [personal communication].

In August 1999, on a commission from the Guatemalan Asociacion de Amigos del Pais,
Lehnhoff created two works on CD at Audio Track Studios in Guatemala City. The first one,
Memorias de un dia remoto, “recalls the sounds of a distant day in ancient Mayan life, with
the gathering of warriors, their fighting in the jungle, and the capture, humiliation, and ritual
execution of prisoners for the bloodthirsty gods” (Lehnhoff, 2003. Personal communication).
The second, Rituales nocturnos, “evokes the mysterious atmosphere of a Mayan high priest's
rainmaking rituals. His chants and incantations, joined by the ever-quickening, frantic clatter
of turtle shells, rattles, and slit drums, finally lead to the breaking of the clouds, as four
children tell their tale, all at once, in four different Mayan languages in welcome of the

blessing” (Lehnhoff, 2003. Personal communication).

The concreéte sources for both works includes original Mayan whistle playing as well as
chants and tales recollected in the jungles of southern Mexico and in the Guatemalan
highlands. Under the title Escenas primigenias, both works were published on the CD
Origenes issued by Asociacion de Amigos del Pais (Guatemala City: HGG 10699 CD, 1999).
They have also been performed at the National Theatre of Guatemala, and at international

festivals such as Foro de Compositores del Caribe.

Paulo Alvarado (born in Guatemala City, 1960) is a composer, musical producer and cello
performer. He is active in different musical fields, from rock to contemporary music, and has

been working with electrocoustic media in his compositions.
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Apart from working with electroacoustic media, installations, and experimental music,
Alvarado wrote 50 songs, chamber and symphonic pieces and music for theatre and dance.
Some of his compositions are: Teléfono and Teatro, both 1988 electroacoustic music pieces,
realized at his personal studio in Guatemala; El Manifiesto Consumista for voices, effects and
three actors, 1989; Cuarteto #3 for string quartet (with auxiliary tape), 1990; Una ciudad
deshauciada, electroacoustic music, 1995; Concierto for marimba and orchestra (and
auxiliary tape), 1996; Octdgono for marimba, 6 instruments and tape, 1997; 5.50 BG for
street sounds and synthesizer, 1998; Mientras exista for 4 voices, guitar, percussion
sequencer and auxiliary recording, 1999; Mi Familia for voices and synthesizer, 2000; and

Voces en el Umbral for voices, percussion and synthesizer, 2002.

Renato Maselli (born in Guatemala City, 1964) composed among other pieces: Expectations
for tape in 1996, and Landscape for dance, tape and electronics in 1997, both works produced
at the Sonology Institute in The Netherlands; Puntos and Lineas, with Dennis Leder, both for
images and electronics, composed in 1998 and produced at his home studio in Guatemala;
Real-ity for dance, tape and images, and Zonas adyacentes, both pieces composed in 2001
and also produced at his home studio; Gracias for tape, also dated 2001, produced in The

Netherlands at STEIM.

6.13 Mexico

Carlos Chavez (born in Mexico City, 1899; died in the same city, 1978) used electronic

sounds on tape in one of the four acts of his ballet music Pirdmide, composed in 1968.

Blas Galindo (born in San Gabriel, Jalisco, 1910; died in Mexico City, 1993) composed
Letania erética para la paz for chorus, soloists, orchestra and tape in 1965; and Tres

sonsonetes for wind quintet and tape in 1967.
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Conlon Nancarrow (born in Texarkana, Arkansas, United States, 1912; moved to Mexico
during the 40s; died in Mexico city, 1997) is widely known and recognized for his study

series for player piano.

Some of his works have been performed in concerts through computer controlled
electromechanical systems developed by Trimpin. There are also computer generated
versions from several of his works (Study #21, Study #37) by composers like Rick Bidlack
and Robert Willey.

As it was said before, Nancarrow was experimenting with a tape recorder during the 50s to
see “if he could get the rhythms he wanted by tape manipulation”. His untitled musique

concréte piece would be the first work of that kind produced in Mexico.

Carlos Jiménez Mabarak (born in Tacuba, 1916; died in Mexico City, 1994) composed £l
paraiso de los ahogados in 1960, considered the first piece involving electroacoustic media

produced by a Mexican composer.

He also composed: La llorona, ballet music for small orchestra, electronic oscillator,
timpanis, percussions, piano and strings in 1961, and La portentosa vida de la muerte, in

1964.

Jorge Dajer (born in Durango, 1926) composed Acuarimdntima for narrator and tape in

1963.
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Manuel Enriquez (born in Ocotlan, Jalisco, 1926; died in Mexico City, 1994), composer,
conductor and performer, was one of the big names of Mexican new music during the last

decades.

Among many other works, he composed several tape and mixed works such as: Viols (Mévil
II) for violin and tape between 1969 and 1972; 3 x Bach for violin and tape, and Mixteria for
actress, four musicians and electronic sounds, both in 1970; La reunién de los saurios for
tape in 1971; Laser I for tape in 1972; Trauma for actress, four musicians and electronic
sounds in 1974; Contravox for mixed choir, percussions and tape in 1976; Conjuro for double
bass and tape in 1976-1977; Canto de los volcanes for tape in 1977; Diptico [ for flute, piano
and tape in 1979; Misa prehistcrica for electronic sounds in 1980; and Interecos for

percussion and electronic sounds in 1984. .

Guillermo Noriega (born in Mexico City, 1926) composed two tape works during the early

60s: Estudio sobre la soledad in 1963, and Seis estudios sobre el espacio y el tiempo in 1964.

Francisco Savin (born in Mexico City, 1927) composed Quasar I for electronic organ and

tape in 1970.

Raiil Pavén (born in Mexico City, 1930), engineer and composer, was a real pioneer of

electrocoustic media and music in Mexico.

He was technical director of the first Electronic Music Lab in Mexico, created as part of the
Composition Workshop at the National Conservatory of Music. With Héctor Quintanar as the
artistic director, this laboratory started its activities in January of 1970. Modular Buchla and

Moog synthesizers were part of the equipment.
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Pavon started to promote the use of electronic musical instruments in his country years before

that first studio was built. He even built a synthesizer during the 60s, the Omnifon.

He also composed some works, such as: Fantasia Césmica for film, transparencies and
electronic music, 1982; Suite icofénica, mixed media, 1983; Una antifantasia, 1986;
Fantasia de la muerte, 1987, and Fantasia abstracta, 1989; all pieces for visual media and

music on tape.

Raill Pavén also wrote during the early 80s one of the first original books in Spanish about
electronic music: La Electronica en la Musica ... y en el Arte (Electronics in Music ... and

the Arts, published in 1981 by CENIDIM).

Alicia Urreta (born in Veracruz, 1930; died in 1986) composed, among other works: Ralenti
for tape in 1969; Natura mortis o la verdadera historia de Caperucita Roja for narrator,
piano and tape in 1971; Estudio sobre una guitarra for tape in 1972; Cante, homenaje a
Manuel de Falla for actor, cantaor, 3 dancers, slides, percussion and tape in 1976; Salmodia
I for piano and tape in 1980; Selva de pdjaros for tape in 1978, Dameros II in 1984 and
Dameros Il in 1985, both works for tape.

Mario Kuri-Aldana (born in Tampico, Tamaulipas, 1931) composed Sefiora de los

Santiagos for tape in 1973.

Héctor Quintanar (born in Mexico City, 1936) created several pieces using electroacosutic
media during the 60s and 70s. He composed Aclamaciones for choir, orchestra and tape in
1967, commissioned by the Public Education Secretary of Mexico and premiered at the Fine
Arts Palace of Mexico City by the National Symphony Orchestra, directed by Carlos Chavez,

in July of that same year.
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He composed Sideral I for tape in 1968; and Simbolos for chamber group (violin, clarinet,

sax, French horn, trumpet, trombone, piano), tape, slides and lights in 1969.

In 1970 he became artistic director of the first Electronic Music Lab in Mexico, created as

part of the Composition Workshop at the National Conservatory of Music.

Quintanar composed with the electronic instruments at that lab pieces like Opus [ in 1970;
Suite Electrénica, Ostinato and Sideral I11, all three in 1971; Voz for soprano and electronic

sounds, and Mezcla for orchestra and tape, both in 1972.

Other works by Quintanar are: Play back, for violin, piano, percussion, tape, slides,
photographs and lights, 1970; Didlogos for piano and electronics, and Duo for percussion and

electronics, both 1975.

More references on Pavon’s research could be found in chapter VIII, section 8.1 Technology

innovators. Early developments.

José Antonio Alcaraz (born in Mexico City, 1938) composed Fonolisia for tape in 1964,

Manuel de Elias (born in Mexico City, 1939), composer and conductor, founding president
of the Colegio de Compositores Latinoamericanos de Misica de Arte, includes on his

extensive catalog some pieces composed with electroacoustic media during the 60s and 70s.
Some of them are: Vitral No. 2 for chamber orchestra and tape, 1967; Pardmetros I for tape,

1971; and Non nova sed novo for tape, 1974.

Eduardo Mata (born in Mexico City, 1942; died 1995) composed his ballet music on tape

Los Huesos Secos in 1963.
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Julio Estrada (born in Mexico City, 1943) composed eua’on for tape in 1980, using the
UPIC graphic compositional system. The only sound source he used on this work was his

own digitized voice. The title comes from the Nahuatl language.

Another work by Estrada is Pedro Pdramo. Composed between 1992 and 2000, this chamber
opera in two acts is scored for six voices, six instruments, noise maker, tape and

choreography.

Jaime Gonzalez Quiifionez (born in Mexico City, 1943) composed Pieza electronica for tape

in 1971.

Juan Cuauhtémoc Herrejon (born in Mexico City, 1943; died in Mexico City in 1993)
composed Shankar, El mensaje de una flor, Raga, Cinco ensayos electrénicos and Poema a
Ulises, all five electronic works in 1973; and Alcidia for improvisation group and tape in

1977.

Mario Lavista (born in Mexico City, 1943) composed among other works: Espacios
imaginarios for tape in 1969; A/me, tape recording from a live performance, in 1971;
Contrapunto, collage on tape with music by The Beatles, Rolling Stones, Mahler, etc. in

1972; and Semana Santa entre los Coras, tape for a movie with the same name, in 1980.

Francisco Nuiiez (born in La Piedad, Michoacan, 1945) composed, among other works: Los
logaritmos del danés in 1968, 4 Sacris in 1971, and Vita in 1972, all three works for tape;
Reforma for orchestra and tape also in 1972; Provocacién ritmica and Cantos, both pieces for

tape in 1973; Juegos sensoriales for tape in 1987; Tientos en eco II for flute and synthesizer
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in 1988 and Tientos en eco I for flute, piano and synthesizer in 1989; Follgjes, for violin,

cello, double bass and electronics, 1990.

He founded a small analog lab at Escuela Superior de Musica del Instituto Nacionlal de
Bellas Artes - INBA (Superior School of Music of the Fine Arts National Institute) during the
early 80s.

Max Lifchitz (born in Mexico City, 1948) composed, among other works: [ gof up for
trombone, double bass, percussion and tape (or live electronics), and Black pearis for tape,

both in 1974.

Arturo Marquez (born in Alamo, Sonora, 1950) composed among other pieces: Mutismo for
2 pianos and tape in 1983; Di-verso mixmedia for voice, dance and electronic sounds in
1984; Master pez 1] for electronically modified harp and optional score projection in 1985;
Sin titulo for tape, realized working with photographic cameras electronically modified,
Mascletd y fuga for synthesizers or piano and tape, with fireworks, and Poesia de la voz for
tape, with voices electronically modified, all three in 1988; Son a Tamayo for harp, DAT
tape, optional percussion and optional video in 1992; Danzén No. I for flute, alto sax and tape

in 1992.

Victor Manuel Medeles (born in Ajijic, Jalisco, 1943) composed Fluorescencias for flute

and tape in 1986; and Invenciones a una voz for voice, harp, percussion and tape in 1988.

Federico Alvarez del Toro (born in Tuxtla Gutiérrez, Chiapas, in 1953) composed among
other works: Greiss for orchestra, tape and four soloist voices, with texts by the composer, in

1980; Ozomatli for mixed choir, metals, percussions and tape in 1982; and El espiritu de la
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tierra, symphony in three movements for marimba, orchestra and tape, between 1983 and

1984.

Jorge Cérdoba (born in Mexico City, 1953) composed among other pieces: Juegos sonoros
for prepared piano and tape in 1983; Alternativas sobre un cuadro de Rodolfo Nieto in 1987;
Jardines Interiores for winds, percussions and tape in 1988; and Impulsos V for orchestra and

tape, with the recorded voice of painter Rodolfo Morales, in 1992.

Guillermo Davalos (born in Gaudalajara, Jalisco, 1953) composed 4 duo for guitar and tape
in 1980; Didlogo for flute and tape in 1982; Astral for tape in 1982; and Bali for synthesizers

in 1986; among other works.

Ricardo Martinez (born in Monterrey, 1953) composed: Encounter for electroacoustic
sounds on tape in 1978, manipulating recordings of birds songs; Proyeccion I and Proyeccion
II for electroacoustic sounds on tape in 1978, working with an ARP 2600 synthesizer; Earth
I'and Earth I for electroacoustic sounds on tape in 1979, using a Synclavier digital
synthesizer; Arco iris for electroacoustic sounds on tape, also in 1979, realized with an
analog Buchla synthesizer and Synclavier; Gardenia I and Gardenia I for electronic sounds
on tape in 1981, produced with and ARP 2600; Looking for a shadow for electroacoustically
processed guitar and tape in 1983; Exploracion Il and Exploracicn 111 for electronic sounds
on tape in 1990, realized with a Korg Wave Station digital synthesizer; Exploracién VIII,
Exploracién IX, Exploracion X and Exploracion X1 for electronic sounds on tape in 1995,
produced with Mini Moog analog synthesizer; Exploracion XVI, Exploracion XVII ,
Exploracion XVIII, Exploracion XIX and Exploracion XX for electroacoustic sounds on tape

in 1998, working with an Apple running Softsynth software.
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Antonio Russek (born in Torredn, Coahuila, in 1954) has been working with electroacoustic
media in his music for many years and has an extensive catalog of electroacoustic, mixed and

live electronic works.

Among other pieces, Russek composed: Atmdésfera 1, concréte music on tape in 1977,
Estudio Electrénico No. 1 for electronic sounds on tape in 1979; Estudio Electrénico No.2 for
electronic sounds on tape, also in 1980; Aleaciones 1 for electronic sounds on tape in 1980,
and Aleaciones II in 1981, both in collaboration with Samir Menaceri; Para espacios
abiertos for tape and 8 speakers, to be performed on open spaces, in 1981; Reincidencias for
tape, produced at CENIDIM with the analog Buchla synthesizer, and Summermood for
amplified bass flute with real time electroacoustic processings, both also in 1981;
Coexistencias for prepared piano and tape in 1984, with Mario Lavista; Discursos for actor
and tape, also in 1984; Canon al aire for eight timpanis and tape, and 44 for live electronics,
collaboration with Samir Menaceri, Roberto Morales and Vicente Rojo, both in 1985;
Conjetura (Estudio para computadora No. 5) for tape in 1986; Punto de Fuga I1, open air
performance with music and visuals, collaboration with Samir Menaceri, Roberto Morales,
and Vicente Rojo, in 1987; 4 toute vitesse for tape in 1988, created with the UPIC system in
Paris, France; Luz de invierno for cello with real time electroacoustic processings and tape, in
1988 too; Ohtzalan for electronic sounds on tape in 1990; Diez miniaturas for tape between
1980 and 1990; Concretando for tape, and Nextalgia, electronic FM sounds generated with a
NeXT computer at CCRMA (Stanford University, United States), both in 1993; Viernes
Santo for CD in 1997, realized at LIEM in Madrid, Spain; Babel de nuevo for CD in 1998;
Siete laberintos de cristal for electronic sounds on CD, and Desiertos for percussion and
electroacoustic system, both in 1999; Babel de Nuevo II, acousmatic music, in 2000; La
Torre and LU, both acousmatic pieces (on eight audio channels), in 2001; Divertimento 1,
acousmatic music (on eight audio channels) in 2002; Convexo for eight audio channels and
four video channels, En Circulos I and En Circulos 11, all three in 2003; El /fngel, acousmatic
music (on eight audio channels), De Cuerpo Entero, acousmatic. music, Laps & Loops, open

piece for six audio channels and real time video, and Unplugged, all four in 2004.
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Guillermo de Mendia (born in Mexico, 1955) composed Life is nothing but a dream in

1993.

Bernardo Feldman (born in Mexico City, 1955) composed: Manel xochitl, manel cuicat! for
soprano, flutes, oboe, clarinet, violin, viola, two cellos, double bass and four tracks tape, in
1985; jOh, cetecho! for real time computer processing from voices of people in the street, in
1987; Onirica, version for piano, harp or flute, effect processor and DAT in 1988; Koliding-
scopes for harp and DAT, in 1989; and 4 hierro forjado for violin and DAT, in 1993; among

other works.

Roberto Medina (born in Morelia, Michoacan, 1955) composed, among other pieces:

Estudios and Visiones cautivas, both in 1989; and Marina in 1990; all three works for tape.

Arturo Salinas (born in Monterrey, Nuevo Ledn, 1955) composed: Nijawi for tape in 1976;
Damaru for tape and optional images in 1979; Vindu in 1981, Umbral in 1986, Lumil in
1991, and Nunutsi in 1997, all four works for tape.

He was also working with sound installations; some examples are: Dao, 1974; Umai, 1985;

Estrellas para Gabriel, 1988; and Espacio nocturno, 1993

Lilia Vazquez Kuntze (born in Mexico City, 1955) composed among other pieces: Efluvios

selvdticos for tape in 1983.

Javier Alvarez (born in Mexico City, 1956) has been using extensively electroacoustic
media in his musical compositions. Among others, his works received awards at the Bourges

Competition in 1985, 1987 and 1989 and the Prix Ars Electronica in 1988, 1993 and 1995.
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Some of the pieces composed by Alvarez are: Te espera esa chispa for 8 amplified voices,
tape, trombone, 2 percussionists, prepared piano and double bass, 1982; Tid rug for tape,
1983; Temazcal for amplified maracas and electroacoustic sounds, 1984; The Panama Files
for electroacoustic sounds, 1986; Papalot! for piano and electroacoustic sounds, 1987; Edge
Dance for electroacoustic sounds, 1987; On going on for baritone saxophone and
electroacoustic sounds, 1987; Asi el acero for amplified tenor steelpan and electroacoustic
sounds, 1988; Acuerdos por Diferencia for harp and electroacoustic sounds, 1989; Mambo
for soprano, tenor, baritone, bass, clarinet, sax, flute, trombone, cello, electric bass,
percussion, piano, keyboard and slides, 1990-1991; Mambo a la Bracque, for electroacoustic
sounds, Shekere, for shekere gourd, bass drum and sampler interactively controlled, and
Gramdtica para dos for synthesizer, all three works 1991; Mannan for kayagum (a Korean
zither) and electroacoustic sounds, 1992; Mambo Vinko for trombone and electroacoustic
sounds, 1993; Also Sprach Ddmaso for any melody instrument and electroacoustic sounds,
1993; Calacas Imaginarias for chamber choir and electroacoustic sounds, 1994; Pyramid,
music for young performers, synthesizers and/or instruments and electroacoustic sounds,
1996; Offrande for tenor and baritone steel pans & electroacoustic sounds, 2001; and Cactus

Geometries for electroacoustic sounds, 2002.

After many years in England, Alvarez returned to live and work in Mexico in 2004,

Samir Menaceri (born Carhaix, France, 1956) composed several works involving
electroacoustic media, among them: Aleaciones I in 1981 and Aleaciones II in 1982, both in
collaboration with Antonio Russek; Cantos acudticos and Aphelion in 1984; A4 for live
electronics, collaboration with Roberto Morales, Vicente Rojo and Antonio Russek, in 1985;
Punto de Fuga I, open air performance with music and visuals, collaboration with Roberto
Morales, Vicente Rojo, and Antonio Russek, in 1987; Mantis in 1988; M and Extincion in
1990. He also composed La Condenacicn de Fausto in collaboration with Roxana Flores,

Carlos Robledo and Antonio Russek.
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Menaceri was part of the group MASOS, together with Roxana Flores and Vicente Rojo. In
19897 they created Didlogo de sordos, Encuentro, Inicio, Marcha, Reposo and Rito, all

pieces published in the LP: Musica para después de la batalla.

He has been living in Mexico for many years.

Carlos Sandoval (born in 1956) composed Homenaje in 1991; and Liz Mix for tape in 2002.

Eduardo Soto Millan (born in Mexico City, 1956) composed among other works:
Composicion I, version for piano and tape, in 1981; Mexihco for tape and Marceleste for
amplified bass flute in C and tape, both in 1986; Madrdgora for synthesizer, percussion and

tape in 1990; and Amanita for two harps and DAT tape in 1991.

Soto Millan is the author of Diccionario de Compositores Mexicanos de Musica de
Concierto. Siglo XX, published in Mexico by FCE and Sociedad de Autores y Compositores
de Musica (volume 1, 1996; volume LI, 1998).

Ignacio Baca Lobera (born in Mexico city, 1957) is Professor of Composition, Analysis and

Electronic Music at the Autonomous University of Querétaro.

Among other pieces Baca Lobera composed: Sin Titulo for oboe and tape in 1997; Music for
William for tape in 1999; Five pieces, electronic music on tape, between 1999 and 2000;
Notes from the Basement for flute and tape, and Recal! for guitar and tape, both in 2000;
Estudio de Resonacia I for piano and tape, Estudio de Resonancia Il for tape, Archipiélago
for bass clarinet and tape, 4bs I and Abs II for tape, and Variacion for harpsichord and two
boom-boxes, all six pieces in 2001; Flauta y cinta for three processed flutes, Cinta 2 for tape,
Un dia como cualquier otro for percussion and tape, and AXS for sax and tape, all four works

in 2002. All these pieces were realized at his personal studio.
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Since 1997 Baca Lobera is fellow of the National Systems for Creators of FONCA in

Mexico. He was also named fellow of the Guggenheim Foundation in 2001.

Roberto Morales-Manzanares (born in Mexico City, 1958) has been working extensively in
the computer music field, composing, researching and performing with acoustic instruments

and live electronic systems too.

Among other works he composed: Rey Lear for synthesizers, piano, flute, harp and maracas
in 1980; Agua derramada for synthesizers and tape, and Jabiru for chamula harp, tape and
synthesizer in 1984; Conversa for synthesizer and fretless electric bass in 1985; Sombras for
synthesizer, and Relampagos azules for flute, percussion, synthesizer and tape in 1986;
Desvelo 13 for computer and orchestra, Shidve for synthesizers and computer, Nahual II for
chamula harp, synthesizers and computer or CD, and Cempaxuchit! (Introspeccion y
pensamientos) for flute, WX 11 MIDI wind controller, Yamaha SY77 synthesizer and SPX90
effect processors, all four in 1990; Servicio a Domicilio for piano, synthesizer and computer
in 1991; Mineral de Cata for pre-hispanic flutes and computer in 1993; Nueva for computer
(using the Escamol system) and disklavier in 1994; La Travesia for orchestra and tape in
1997; Espacios Virtuales for dancers, sensors, computer and MIDI flute in 1996; Murmulio a
voces for tape, Pellegrina for CD and concert guitar, Trio de Cuatro for flute, clarinet, piano
and computer, and Con Carne for Disklavier keyboard and computer, collaboration with
Jonathan Berger, all four in 1998; Armonicos y Subarménicos for flute and computer, and
Concierto No.l para contrabajo, computadora y orquesta for double bass, computer and
orchestra, both in 1999; Arquetipos for orchestra and computer (live) in 2001; and Flor
Granular for piano using Buchla sensors and computer (live) in 2003. One of his newest
works, Cenzontle for flute, video and electronics, was awarded in 2005 at the 32e Concours
international de musique et d’art sonore electroacoustiques de Bourges, France, in the

multimedia category.

Morales developed the aforementioned Escamol system, “an algorithmic tool for composition
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which uses non-deterministic automatons controlled by rules” (Morales, E. and Morales, R.
(1995). Learning Musical Rules), and published several research papers about mathematics,
computing and music. More references on his research could be found in chapter VIII,

section 8.2 Recent research.

Gonzalo Macias (born in Humantla, Tlaxcala, 1958) composed among other pieces: Uno de
los caminos for percussion and tape in 1990; La Mise a Mort for tape in 1994; Improvisacion

I for guitar and tape in 1998; and £l sensor for tape in 1999,

Antonio Navarro (born in Guadalajara, Jalisco, [958) composed among other pieces:
Constelaciones for two guitars and tape in 1980; and lluminaciones for piano and live

synthesizer in 1984.

Ana Lara (born in Mexico City, 1959) composed Tras la ventana for electroacoustic sounds

in 1994, and Viejas historias, ballet music with electroacoustic sounds on tape, in 1998.

Victor Rasgado (born in Mexico City, 1959) composed HueHue cuicatl for tenor and tape,
and Clamoreo for clarinet and tape, part of the opera Anacleto Morones, both in 1991,
Mictlan for percussion and tape in 1992; Amnios for tape in 1995; jLo que tuve que tirar! for

soprano, amplified double bass and tape in 1996.

Guillermo Galindo (born in Mexico City, 1960) has been composing extensively with

electroacoustic media in his music.

Among other works, Galindo composed: Valentina Cubista for piano and tape in 1994;

Detachment/ Desprendimiento for computer controlled Disklavier using just intonation in
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1999, realized at The Banff Centre in Canada; Dualidad for marimba and pre-recorded
sounds in 1999; Haiku II for flute and recorded ambiance in 1999 (revised 2000); Cisma for
bass, flute and pre-recorded sounds in 2001; 4jolote Virtual , created for Don Buchla’s
infrared control beams instrument Lightning, in 2001; Sacrificio, a work exploring socio-
cultural subjects, including sound transformation via video and performance art, in 2002;
Transmission Series, a group of pieces exploring the sonic space and using four FM radio
transmitters, created in collaboration with Chris Brown, and Hybd Sn_d multidimensional

diorama, live transformation of specific sonic spaces, both in 2002,

Galindo also composed three electroacoustic operas: Califas 2000-Part I, Jurassic Aztlan in
collaboration with writer/performance artist Guillermo Gomez Pefia, Decreation Fight
Cherries with poet Anne Carson, and Califas 2000-Part 2, Jurassic Aztlan also with
Guillermo Gomez Pefia. Dioramas and sound installations: No Dogs Allowed in Heaven,
sound installation in collaboration with Fernando Hernandez and José Manuel Galindo; (7)
our Time, 1997, sound installation for towers around the world; MAIZ, 2002, an interactive
noise maker robot. And music for videos, films and dance: Kiyohime, an electroacoustic

dance suite dated 1997, among others.

Nowadays Guillermo Galindo lives in the United States.

Salvador Rodriguez (born in 1960) composed Reflejos for piano and tape in 1994,

Vicente Rojo (born in Mexico City, 1960) composed Algas marinas in 1981, Imafén in 1982,
and Vuledn in 1980-1983,all three works for tape; Envolvente for narrators, violin, percussion
and synthesizer in 1984; Trio for live electronics, collaboration with Antonio Russek and
Roberto Morales, and 44 for live electronics, collaboration with Antonio Russek, Roberto
Morales and Samir Menaceri, both in 1985; Nadie es inocente and Claroscuro in 1988, and
Otofio perdido in 1990, all three works for tape; Marabunta, for sax, live electronics,

synthesizer, and tape in 1990; among several other works involving electroacoustic media.



279

Rojo was part of the group MASOS, together with Roxana Flores and Samir Menaceri. In

1989 they created Didlogo de sordos, Encuentro, Inicio, Marcha, Reposo and Rito.

Antonio Fernandez Ros (born in Mexico City, 1961) composed: Para no volver in 1991,
Con jicamo and Retrato interno de familia in 1992, all of them for tape; Aritmética del sol for
bongos and tape in 1994; Terracota for tape in 1995; La doccia, installation for 24 speakers

and 24 tracks in 1996; and AAi dentro estaba todo for tape in 1997.

Maria Granillo (born in Torre6n, Coahuila, 1962) studied music at CEEM and UNAM in
Mexico, and later in London, England, where she obtained a Master of Arts from Guildhall

School of Music working in electroacoustic music.

Among other works, she composed: Quien me compra una naranja for soprano and tape in
1991; Matrika for tape in 1992; and Canciones de cuna for voice, flute, cello, piano,

percussion and synthesizers, in 1995,

Alejandro Escuer (born in Mexico City, 1963) composed Herrajes for solo flute and

recorded flutes ensemble in 2000, and Octum for eight spatialized flutes in 2001.

The early works by Manuel Rocha Iturbide (born in Mexico City, in 1963) with
electroacoustic media are: Los nimeros de Pitdgoras, for computer generated sounds, 1988,
realized with a digital system by artist Juan Luis Diaz; Trance luminico for saxophone,
xylophone, vibraphone and computer, Avidya, electroacustic composition for digital tape and
video, and Estudio antimatérico no. 1 for digital tape, realized with an Oberheim Xpander
synthesizer, all three works composed in 1989. The following year he composed ATL for
digital tape, and then in 1991: Frost clear energy saver for refrigerador, double bass and

digital tape, and also Bandas de pueblo for French horn, trombone, tenor saxophone, soprano
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saxophone, trumpet, percussion, Mexican village band and digital tape. In 1992 he composed
Estudios Arbéreos, working with the UPIC system, and then in 1993 Ligne d'abandon, a
digital tape piece for an exhibition with installations by artist Gabriel Orozco. Bewteen 1993
and 1994 Rocha composed Transiciones de fase, an interactive work for trumpet, French
horn, trombone, tuba and computer; and then two tape pieces: SL-9 in 1994 and Méin Méir in
1995.

During 1998 Manuel Rocha created Pocos Cocodrilos Locos, Four electroacustic interludes
based on Mathias Goeritz and Compresion Tiempo-Espacio de un Habitat, all three pieces
for digital tape. Dated 1999 is Off side, an electroacustic work with slide show. In 2001 he
composed: Rebicycling, for four digital tracks and video, Semi No Koe for flute and digital
tape, Cantos Rituales for live electronics, and Parlantes for live electronics with video. Dated

2002 is Mucho mas ricos for digital tape; and dated 2003 his piece ... EVEN ...

Gabriela Ortiz (born in Mexico City, 1964) composed among other works: Magna Sin for
steel drum and tape in 1992; Five Micro Etudes for tape in 1993; Things like that happen for
cello and tape, and El Trompo for vibraphone and tape, both in 1994,

Pablo Silva (born in Mexico City, 1964) studied music at Escuela Nacional de Musica in
Mexico and at California Institute of the Arts in Los Angeles, United States. He was
coordinator of LIEMM, the Laboratory of Musical Computing and Electroacoustic Music.
(Laboratorio de Informatica Musical y Musica Electroaciistica) at the aforementioned Escuela

Nacional de Musica, from 1995 to 2001.

Silva composed, among other pieces: Where to? piece for live electronics using synthesizers
and computer, in 1991; Now I Know, Now I Sing, Now I Dance for clarinet, 2 marimbas and
synthesizer in 1993; Weave for synthesizer, MIDI wind controller, MIDI keyboard controller
and computer, also in 1993; Nocturno v.3.0, electroacoustic piece, in 1999; De silentii natura,

de corporum natura, for percussion and electronic media in 2000; and Sobre el Agua for tape,
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in 2004. All the electroacoustic parts for these pieces were realized by Silva at his personal

home studio.

He performs live electronics and interactive systems in group improvisations, too.

Carole Chargueron (born in Bolléne, Vaucluse, France, 1966) composed Agnioétiomix for

tape in 1999; and Fluide for flute and tape in 2001. She lives in Mexico since 1998.

Alejandra Odgers (born in 1967) composed Nitiicasi for flute, bass flute and electroacoustic

sounds in 2000.

Odgers has been researching the development of electroacoustic music in her native
country and wrote for her graduation thesis at Escuela Nacional de Misica: La Misica
Flectroacustica en Mexico (2000), an extensive catalog listing composers names, their works,

and related information.

Rodrigo Sigal (born in Mexico City, 1971), composer and sound recording engineer,
collaborated with the creation and start-up of the Laboratorio de Musica por Computadora del
CIEM - Centro de Investigacion y Estudios Musicales (Computer Music Lab at the Musical
Research and Studies Center) in Mexico between 1994 and 1998. He finished his PhD Thesis

Compositional Strategies in Electroacoustic Music in 2003 at City University, London.

Among other pieces he composed: El firmamento for piano and tape, and El firmamento 1]
for flute, clarinet and tape, both in 1997; Lagarto for ensemble and tape in 1998; Dolor en mi
for guitar and tape (live electronics optional) in 1988; Fe for piano and tape, and Babel for
flute and tape (live electronics optional), both in 1988; Cycles for electroacoustic sounds in
1999; Real scream, soundscape on CD between 1998 and 2001; Tolerance for cello and

electroacoustic sounds in 2000; Twilight for bassoon and electroacoustic sounds in 2001;
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Rimbarimba for marimba and electroacoustic sounds; Friction of things in other places for
electroacoustic sounds, both in 2002; Liquid Fear for ensemble, electroacoustic sounds and
video in 2003; and Boredom of familiarity for tape, Power nap for woodwind quintet and

tape, and Sonic farfalla for flute and tape, all three pieces in 2004.

Sigal is also active in promoting electroacoustic music through concerts and seminars.

José Ricardo Cortés (born in Mexico City, 1972) studied at the National School of Music of
UNAM in Mexico City. He has been teaching multimedia and music technology.

Marecelo Gaete (born in 1972) composed 4 rooms for cello, DAT and video, and Partitura
visual for clarinet, flute, two violins, tape (to be spatialized) and video, both in 1999. He is
Director of Kalispherion, a group of experimental and contemporary music that performs

multimedia works involving musicians, visual artists, actors and choreographers.

Rogelio Sosa (born in Mexico City 1977) composed Nocturnal for tape in 1999; Maquinaria
del Ansia for tape, and Tenso for amplified guitar and tape, both in 2000; Tenso II for
electroacoustic sounds, and Ejecta for trombone and electronics, both in 2001; and Espasmo

Sfulgor for violin and electronics in 2002,

Many other Mexican composers have been using electroacoustic media in their music. Lan
Adomidn composed /nterplay for orchestra and tape in 1975. José Amozurrutia composed
Transferencia for prepared piano and tape recorders in 1976. Guillermo Acevedo composed
Punto de Partida for tape in 2002. Alejandro Esbri composed Fusiones for tape and
corporal expression group, and Fisiones, an electronic suite on tape, freely related to Julio
Cortazar’s Rayuela, both in 1984; Preludio al fin de los tiempos for tape, in 1988; Deseos
dorados, ballet music on tape, in 1991; and Elegia (para Juan Herrején) for tape in 1993.
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Pablo Garcia composed Gutura for tape in 2000; and Gongapplause in 2003. Alejandra
Hernandez composed Pies, para que los quiero for zapateado, electroacoustic sounds, lights
and video in 1998-1999. Miguel Hernandez composed Plaza Bolivar for tape in 2002.
Daniel Lara composed Amplitud Modulada for for tape in 2002. José Ramén Mondragén
composed Salén de Belleza for tape in 2002. The group MU created Mielina and Mu 03 in
2004, and Mu 09 in 2005. Alberto Nufiez composed Malena en la fibrica for tape in 1972.
Victor Rivas composed Metagloborfis for tape in 1998. Jorge Reyes composed Zocaloop for
tape in 2002. Aldo Rodriguez composed Divertimento for flute, piano and electronic media
in 1987; Dos canciones for tenor with electronic processing and piano in 1990; Evento II for
soprano, narrator, 10 strings guitar and computer, and Ocaso del tiempo o el tiempo aclara lo
que el otro tiempo nubla for piano, synthesizers and computer, both in 1991. Victor Romero
composed Voces Canto I for tape in 2000. Luis Maria Sanchez composed Radio 1 for tape
in 1997. Salvador Torre composed Bird for alto sax and tape in 1990. Mauricio Valdés

composed Tientas for tape in 2001.

There are also works involving electroacoustic media by Andrés Argil, Federico Alvarez
del Toro, Alfredo Antinez, René Baruch, Gerardo Cardenas, Ricardo Cinta, Alma
Siria Contreras, Raiil Cortés, Juan Fernando Duran, Leandro Espinoza, Ernesto
Garcia de Leén, Francisco Gonzalez Christen, Arturo Jiménez, Fernando Javier Lépez,
Antonio Lopez-Rios, Juan Ramén Meza, Ricardo Miranda, Ricardo Niiio, Hilda
Paredes, Gabriel Pareyon, Jorge Paz, Jorge Ritter, Marcela Rodriguez, Bonifacio
Rojas, Hugo Rosales, Carlos Sanchez, Rocio Sanz, Alejandro Saqui, Gerardo Tamez,
Nicandro E. Tamez, Veronica Tapia, Rail Tudén, Cynthia Valenzuela, Hebert

Vazquez, Mariana Villanueva, Sergio Villarreal and Alberto Zapata, to name but a few.

6.14 Panama

Emiliano Pardo-Tristan (born in Santiago de Veraguas, 1960) composed MICROETUDES

for vibraphone and electronics in 2002, working the electronic part with the Csound software.
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Pardo-Tristan also includes this piece as part of his COLLAGE for violin, vibraphone, guitar,
double bass, bata drums and electronic music, created also in 2002. Pardo-Tristan is living in

Philadelphia, United States.

According to information provided by Pardo-Tristan in January, 2003, there were not

electronic music studios or concert activities including electroacosutic music in Panama.

Samuel Robles (born in Panama City, 1974) have been composing also some works using
electronic media: The tell-tale heart for piano and tape, realized at his personal studio in
Panama during 1998, and Voices trapped, using his own voice as sound source, later

computer processed with C-mix, realized in the United States in 2000.

David Soley (born in Ancon, 1962; a U.S. territory at that time) has worked with computers
in his music: Torso-trozos for tape, 1993, and Linea for Zeta violin, Radio Baton, sampler,
sample playback and tape, originally composed 1986-1987, and revised during 1994-1995.

Soley wrote:

The title “Linea” (Spanish for “line”) reflects the basic idea of the work. A line, first
heard in the viola after a very brief electronic introduction, is used to derive various
figures, ornaments, harmonies and other lines throughout the course of the work.
Linea utilizes a 5-string Zeta violin/viola, an E-mu E-IV sampler, a DAT player, E-
mu Proteus sample playback and Max Mathews’ Radio-Baton. Created by Max
Mathews, the Radio Baton is a controller for live computer music performances. It
tracks the motions - in three dimensional space - of the ends of two batons which are
held in the hands of a performer. The 3-D trajectories of each baton are used to
control the performance. The Baton is a MIDI instrument and is intended to work
with other MIDI devices including synthesizers and computers.

Soley, D. (1997). Computer Music @ CCRMA, Volume Two. CCRMAV02. United
States: CCRMA.

David Soley moved to the United States in 1979.
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6.15 Paraguay

Luis Szaran (born in Encarnacién, 1953) is conductor, composer and researcher. He is one
of few musicians that has been working with electroacoustic media in Paraguay. Mostly
devoted to compose acoustic music, he also created: Reencuentro for violin, clarinet, cello,

piano and synthesizer in 1983; and Mimesis for cello and synthesizer in 1992.

René Ayala (born in Asuncién, 1957) has been working with electroacoustic media in his

music for several years.

Among other works, Ayala composed: Vida, Pasion y Muerte a la Medianoche in 1981,
Cuando la lluvia cae in 1986; Espejos, Graffiti and Anguekoi, all three pieces in 1987; music
for the video Perdidos by Ray Armele in 1990; Pay, with coreography by Francisco Carballo,
in 1993; Hilos in 1994; Ombyka in 1995; Quitando envolturas in 1996 and Sintonia de dos
mundos in 1997, both with coreographies by Mari Carmen Niella; music for the videos En el
camino a Sawho yamaxa and Xakmok Kasek, by Malt Vizquez and José Elizeche, in 2001;
and Salmos, also in 2001. He also composed Desconcierto para chapa y percussion and Las

Sirenas.

Ayala created Campanellas in 1983, first a musical group, turned later in an evolving project
based mainly on electroacoustic and experimental music, integrating contemporary academic

music languages together with jazz, rock, and Latin American folk.

Daniel Luzko (born in Encarnacién, 1966) is composer, pianist and conductor. He composed
among other pieces: Ballet Suite and Dimensions, both in 1991, and Study for Sound Design
in 1993, all three works for tape. He also composed Adriana for violin (with sound distortion)

in 1997.
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Hugo Guillermo Villagra Roa (born in Asuncién, 1982) is a young composer coming from
the rock scene who is also working in experimental music with electroacoustic media. He

composed El Duende in 2001 and La Guerra in 2003.

6.16 Peru

Celso Garrido-Lecca (born in Piura, 1926), a well-known composer of symphonic and
chamber music, composed in 1971 an electronic piece for tape, Estudio N° I, while he was in
Chile (the composer lost that tape when he left the country in 1973). In 1972 he composed E/
movimiento y el suefio, a piece he revised and re-orchestrated in 1984 for two narrators,

mixed choir, instrumental ensemble and tape (including concréte sounds).

Enrique Pinilla (born in Lima, 1927; died in Lima, 1989) composed Prisma for tape in
1967, the piece was realized at the Columbia-Princeton Electronic Music Center in New
York. Another piece by Pinilla, 7rio para flauta, percusion y cinta magnética for flute,

percussion and tape, is mentioned in some documents but probably was never realized.

César Bolaiios (born in Lima, 1931) went to New York during the 50s to study at the RCA
(Radio Corporation of America) Institute of Electronic Technology. Then in 1963 he received
a fellowship to study in Buenos Aires at CLAEM with Ginastera, Nono, Messiaen, Copland,

Maderna and Asuar, among others.

At CLAEM Bolafios composed his first tape piece in 1964, Intensidad y Altura, being also
the first electroacoustic music composition produced at that Center, while its lab was still

during its first stage of building.
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Intensidad y Altura is based on the homonymous poem by César Vallejo. At that time the
CLAEM had three tape recorders of diverse quality (one Ampex stereo, one Grundig stereo
and one Philips mono), a white noise generator, a band-pass filter and a speed variation

device. Bolafios used as sound sources three voices, white noise and different metal plates.

During the next several years Bolafios worked extensively with electraocoustic and computer
techniques in his music, composing tape and mixed pieces, using live electronics and also
multimedia. Some of his works are: Lutero, electroacoustic music on tape for theatre, and
Yavi, electroacoustic music for a short film, both 1965; Dos en el Mundo, electroacoustic
music for a full-length movie, Las Paredes, electroacoustic music on tape for theatre, and
Interpolaciones for electric guitar and tape, all three works 1966; Espacios I, Espacios I and
FEspacios Il1, electroacoustic pieces for dance, 1966, 1967 and 1968 respectively; Aifa-
Omega, based on biblical texts, for two reciters, theatrical mixed choir, electric guitar, double
bass, two percussionists, two dancers,l magnetic tape, projections and lights, 1967; I-10-
AIFG/Rbt-1 for three reciters, French horn, trombone, electric guitar, two percussionists, two
technical operators (lights panel, lights keyboard and six radios), nine synchronized slide
projectors, magnetic tape, amplification for the acoustic instruments and black lights for the
individual scores, 1968, with general coordination based on a “programmed automatic light
signal system controlled by perforated paper” (Bolafios, C. 2004. Personal communication);

and Flexum for magnetic tape and wind, string and percussion instruments, 1969.

During his years at CLAEM Bolafios was teaching composition from 1964 to 1970, and
composition with electronic media from 1964 to 1967. He was also there in charge of the

design and building of the first electronic music lab.

Being also an active researcher, Bolafios was working on electroacoustic and music between
1964 and 1970, sound and image between 1965 and 1968, and also on computers and music
between 1969 and 1970 (Bolaiios, C. 2004. Personal communication). On this last research
he worked together with mathematician Mauricio Milchberg with support by Honeywell Bull
and later by Olivetti Argentina.
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Bolafios and Milchberg were using computers during the late 60s to build compositional
structures. ESEPCO, the generic name they used for those works, stands for “estructura
sonoro-expresiva por computacion” (computer sound-expressive structure). Sialoecibi
(ESEPCO ) for piano and one reciter-mime-actor, and Cancidn sin palabras (ESEPCO II)
for piano with two performers and tape, subtitled Homenaje a las palabras no pronunciadas,

both 1970, are two works representative from this period.

After 1970 Bolaiios returned to Peru and devoted himself mainly to musicological research.
An exception to that, between 1986 and 1993 he was teaching a sound course

(“Sonorizacién”) at the Faculty of Communication Sciences in the University of Lima.

Bolafios wrote several books, among them: Técnicas del montaje audiovisual, published by

the National University of Litoral, Santa Fe, Argentina, in 1969.

Olga Pozzi Escot (born in Lima, 193 1), composer and theorist, studied music in Peru, United
States and Germany. She composed, among other works: Interra II for piano (left hand) and

pre-recorded piano on tape in 1980; and Mirabilis I for live and pre-recorded viola.

She has been living in the United States for many years.

Edgar Valcarcel (born in Puno, 1932) was also one of the Latin American composers that
studied in Buenos Aires at CLAEM during the early 60s (1963-1964), but it was when he
received a Guggenheim fellowship to work at the Columbia-Princeton Electronic Music
Center in New York that he composed his first pieces using electronic sounds. Invencién for
tape was composed there in 1967, using electronic sound wave generatos and filtered white
noise, and applying tape editing and looping techniques. Valcarcel also composed at that

center his Canto Coral a Tupac Amaru for choir, percussion and tape in 1968.
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In Zamporia Sénica for flute and electronic sounds, composed between 1968 and 1976,
Valcarcel also made use of electronic sounds he produced during his stay at the Columbia-

Princeton Electronic Music Center.

In 1976, during his stay in Montreal as Visiting Professor at the Faculty of Music of McGill
University, Valcarcel composed Flor de Sancayo for piano and tape, realized at the

Electronic Music Studio of that University.

Now at his seventies, Valcarcel feels that the dream to keep working on the electronic music
field was impossible to accomplish in his own land (where he lives) because of the dramatic
social, economical and cultural situation there. In spite of that, he never looses his

expectations (Valcarcel, E. 2003. Personal communication).

Pedro Seiji Asato (born in Lima, 1940) composed Quasar 11 for tape and percussion in
1972. He was experimenting serial and dodecaphonic techniques during the 70s, but since

then turned his language using only a modal approach to composition.

Alejandro Nuiiez Allauca (born in Moquegua, 1943) was studying in Buenos Aires at
CLAEM during the 60s (1969-1970). He composed Gravitacion humana for tape there, in
1970. Another piece by Nufiez Allauca is Variables for six and magnetic tape, dated 1967.

Arturo Ruiz del Pozo (born in Lima, 1949) studied at the National Conservatory of Music in
Lima and later at the Royal College of Music in London. There he studied composition and
electronic music. He received in 1976 the scholarship that led him to England, where he

received a Master in Music degree in 1978.
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Del Pozo composed his Canciones Nativas (including Lago de Totoras, Despegue and
Noche, among others) in 1978 working at the Royal College of Music; and in 1985 Nocturno,

for 3 performers and electronic sounds.

Rajmil Fischman (born in Lima, 1956) left his native land to study and develop his musical

career mainly in Israel and England, where he is living now.

Fischman studied electrical engineering as well as composition, and has been working with
computer media since the mid 80s. He composed: Spacezoo for computer generated tape in
1988; Los Dados Eternos for oboe, tape and real time processing in 1991; Dreams of Being in
1991, and Sin Los Cuatro in 1994, both for tape; Cold Fire in 1994, The Day After ... in
1995, and Dance Suite in 1996, all three pieces for string quartet and tape; A/ma Latina in
1996-1997, Beikvot Havolcano (joint composition with Israeli Tsippi Fleischer) in 1997,
Barren Lands also in 1997, and Kol HaTorr in 1998, Erwin’s Playground, And I Think to
Myself ..., both in 2001, A Short Tale in 2002, all of them for tape; No Me Quedo ...

(plantado en este verso) for saxophone, bassoon, violoncello, percussion and tape in 2000,

among other pieces.

Research papers by Fischman has been published by the Journal of New Music Research,
Organised Sound and Leonardo Music Journal. He also contributed with two chapters to The

Csound Book edited by Richard Boulanger, published in 2000 by The MIT Press.

He also has been developing some musical software. More references on Fischman research

projects could be found in chapter VIII, section 8.2 Recent research.

José Sosaya (born in San Pedro de Lloc, La Libertad, 1956) has been composing several
works using electroacoustic media, among them: En tomo ... for guitar, effects’ processor and
tape in 1994; Evocaciones in 1994, realized at LIEM - Laboratorio de Informatica y

Electronica Musical in Madrid, Spain; Impresién in 1996; and Voces in 2000.
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Sosaya founded an Electroacoustic Music Laboratory at the National Conservatory of Music

of Peru in 1995, and was directing it until 1996.

Gilles Mercier (born in Paris, France, 1963) studied music in Peru and France. He created
more than 36 pieces working with electroacoustic media, among them: Deformaciones for
digital tape or CD or Yamaha SY77 Synthesizer and Cakewalk sequencer in 1993;
Interacciones Iniciales for digital tape or CD or Yamaha SY77 Synthesizer, Cubase
sequencer and WTE30 in 1996; Mutaciones Timbricas "A" y "B" for digital tape or CD in
1997, Dimensiones Suspendidas, Mulchmus, Evo 3214, and Presidio (recorded live in
studio), all four pieces for digital tape or CD, in 1998; Esperalba and Intubici for CD in
2003.

Gilles Mercier lives in Lima and has been active in the electroacoustic music scene of Lima

since the late 80s.

Nilo Velarde Chong (born in 1964) is professor at the National Conservatory of Music and
the Orson Welles Institute in Lima.

He composed: Glissando 5 during the first electronic music workshop at the National
Conservatory of Music in Lima, in 1995; Mistico, working with sound samples from the

human body, in 2001; and Clarinelec for processed clarinet and synthesizer in 2004.

Rafael Junchaya (born in Lima, 1965) composed Piedra del Q'osqo for tape in 1991;
Ceoyllurcha in 1993; In-vita in 2000; Madrigal in 2002; Die Erscheinung in 2003; and

Variantes Motimbricas for clarinet, trumpet and synthetic sounds.
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Renzo Filinich Orozco (born in 1978) has been very active composing with electroacoustic

media during the last years. His works are also known by the name of his project: Metastasis.

Some of his pieces are: axons, clasifonia 1, anisotropia, 12 minutos exactos, and poema
sonoro "vida", all of them dated 2003; and Imagenes sonoras sobre la carretera (Efecto
Doppler), Sensaciones, Altiplano, Vida Artificial, Psicodelia Vocal, Sequenza X, and Noise,
What Is Noise? all of them 2004.

There are also works involving electroacoustic technologies and techniques by Jaime Oliver
(e.g. Silbadores), Edgardo Plasencia and Jorge Villavicencio Grossmann. Closer to the
electronic music scene are composers like Carlos Vasquez, active also in multimedia artistic

activities with DACP (Desarrollo Artistico Cultural Peruano).

6.17  Puerto Rico

The Catdlogo de Musica Clasica Contempordnea de Puerto Rico by Deglans and Pabon
Roca, published in 1989 in Puerto Rico by Pro-Arte Contemporaneo, includes several pieces
using electroacoustic media composed by Héctor Campos Parsi (born in Ponce, 1922; died
in Puerto Rico, 1998). Nevertheless, the information provided had been controversial when

checked with other Puerto Rican colleagues.

Among other works by Campos Parsi, that catalog mentions: Spectra for tape, 1956; En el
principio la noche era serana, incidental music on tape, 1960; El Inciso, incidental musique
concréte on tape, 1962; Kollagia for orchestra and tape, 1967-1969; Arawak for tape, El
casorio, incidental music for tape, and El hombre terrible del 87, incidental music for guitar,
mandolin and tape, all three 1970; De Diego, a work for pre-recorded voices and electronic
effects on tape, 1974; Poema Total for mixed choir and electronic sounds on tape, 1975; and
Las Troyanas, incidental music for an indigenous group and tape, 1984. Puerto Rican

composers R. Aponte Ledée and C. Vazquez mentioned that Campos Parsi started to
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experiment recording sounds from an electronic organ on tape (clusters) without further

manipulation around the early 70s.

Rafael Aponte Ledée (born in Guayama, 1938) was among the composers studying and

composing at CLAEM, in Buenos Aires. He was there during the 1965-1966 period.

Among other works Aponte Ledée composed: Presagio de pdjaros muertos for actor and tape
in 1966, realized at CLAEM,; Estravagario. In Memoriam Salvador Allende for orchestra and
tape in 1973; Cuidense de los dngeles que caen for tape, and Los huevos de Pandora for

clarinet and tape, both in 1974.

Luis Manuel Alvarez (born in Puerto Rico, 1939) composed, among other pieces: La
Creacion, for orchestra and tape, in 1974; El Guerrero for piano and tape, Los Duendes for
tape, Vida Campesina for synthesizer, guitar, cuatro and percussion, and La calle. Poemario
de Dalia Nieves for narrator, synthesizer, guitar, cuatro and percussion, all four works in
1975. In 1982 Alvarez composed Desde adentro for soprano, piano and tape, being the tape
part realized at the Electronic Music Laboratory of the University of Puerto Rico.

Francis Schwartz (born in Texas, United States, 1940) grew up in his native land and
studied music in the United States and France. From 1971 until 1980 he was the Chairman of
the University of Puerto Rico's Music Department, where he established the first Electronic

Music Laboratory and a Workshop for Experimental Music.

Schwartz has an important catalog of compositions including music for tape only, mixed
pieces for instruments and tape, and multimedia works. Some of them are: Auschwitz, for
tape, aromas, lights, dancer, temperature manipulation and slides, 1968; Triangular Study, for
trumpet, harp and tape, 1971; Yo protesto, for orchestra and tape, 1974; Time, Sound and the

Hooded Man for actors, tape and videotape, Dolor de Muelas for voice and tape, and
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Caligula, versions for tape, and piano and tape, all three 1975; Hommage a K ... for one
soloist, tape and aromas, 1978; Musique pour Juvisy for tape, videotape and synth,
collaboration with C. Miereanu, and Mon QOeuf, polyartistic creation including video, aromas,
electronic sounds, temperature manipulation and special architecture, both pieces 1979; Ergo
sum, for flute and tape, 1980; Grimaces for chamber ensemble, tape and participting public,
1984; Aires Granadinos, versions for electronics only, piano and tape, voice and tape, and

violin and tape, 1995; and Tongues (or Lenguas), 1998.

Esther Alejandro (born in New York, 1947} studied composition and musical education at
the Conservatory of Music of Puerto Rico. She composed, among other pieces: Hecatombe,
concréte music, in 1978; Quietud for synthesizer in 1985; and Choteo for voice and

synthesizer.

Carlos Vazquez (born in Mayagiiez, 1952) is a very active and prolific composer that has
been teaching and working extensively with electroacoustic media in his music. He is
Professor at the University of Puerto Rico (UPR), and since 1978 Director of its Electronic
Music¢ Laboratory, now re-named as Centro de Tecnologia Aplicada a la Masica (Center for

Music Applied Technology).

Vazquez has been Musical Director of three international symposiums: the first, second an
third Muestra Internacional de Misica Electroactstica (International Electroacoustic Music

Exhibition) held in Puerto Rico in 1992, 1995 and 1999.

Some of his pieces are: jNorio, los cofios no son mofios! for tape, and Sobre la inmiscusion
for tape, both 1975; Falafel for percussion, tape and live electronics, 1979; La Cara de un
Angelito for chorus and tape, 1980; Alborada islefia for tape and computer, 1982; Caballo de
Palo for sopranb, percussion and tape, 1985; Mdgicas Antillas for tape, 1991; Juracan for
live electronics, 1992; £/ Encanto de la Noche Tropical I: El Yunque for tape, 1993; Los

Ciclos de Luisa for tape, dancer and slides, 1994; Cantos de Alborada for piano, double bass
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and electronic sounds, 1995; Saxofonia for sax and tape, 1996; Mascarada for soprano, tape
and images, Variaciones On Line for CD, and the multimedia work Un Boricua en Madrid,
all 1999; Tzintzuntzan for bass clarinet, marimba, violin, double bass, recorded electronic
sounds, live electronics and images, 2001; Esa medalla me quema en el pecho... for tape,

2000; Los jardines de la noche for marimba and tape, 2002; and Aquel Album, 2003.

Falafel, La Cara de un Angelito, Alborada islefia, Caballo de Palo, Juracan, Los Ciclos de
Luisa, Cantos de Alborada, and Tzintzuntzan, were all realized at the electronic music lab of

the University of Puerto Rico.

José Montalvo (born in Mayagiiez, 1951) composed Cuatro Estudios for oboe and

synthesizer in 1983. He lives at present in the United States.

William Ortiz Alvarado was born in Puerto Rico (Salinas, 1947), but grew up in New York
City. Among other works, he composed: Marcos for cassette tape in 1975, Composicién
electronica for tape in 1978; and Sintesis for guitar and tape, 124 E. 107" St. for percussion,

tape and narrator, and 3 Estudios para Computadora for tape, all of them in 1979.

Roberto Sierra (born in Vega Baja, 1953) composed Entre terceras for 2 synthesizers and

computer in 1988.

Raymond Torres Santos (born in Rio Piedras, 1958) composed several computer music
studies on tape bertween 1982 and 1983, and also: Alli donde se bifurcan los senderos for
live electronics, Enchanted Islands for piano and tape, and Vestigios Mdgicos for tape, ali
three pieces in 1984; Otoao for tape, realized at UCLA Electronic Music Studio in California,

United States, and Areytos: A Symphonic Picture for orchestra and computer generated
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sounds on tape, both in 1985; and Presagios Celestiales for live synthesizers, drum machine

and computer in 1988.

6.18  Uruguay

Héctor Tosar (born in Montevideo, 1923; died in the same city, 2002) was one of the big
names of contemporary music in Uruguay. His extensive catalog includes several pieces for
synthesizer, among them: Moto perpetuo, 1983; La Gran Flauta, Musica Festiva and

Homenaje a Debussy, all three 1988; and Voces y Viento, 1989.

Ledn Biriotti (born in Montevideo, 1929), oboist, conductor and prolific composer of
instrumental music, composed some works using electroacoustic media. Among them: En la
morada de la muerte for tape in 1970; Metamorfosis segun Kafka for oboe and piano, or oboe
and tape, in 1974; Prelude a l'aprés-midi d'un dinosaure for oboe and live electronics in
1988; Pulsars for Yamaha WX 11 MIDI wind controller and WT11 tone generator in 1989;
Furioso for oboe and live electronics, collaboration with Ricardo Dal Farra, and Self-Portrait
with Family for one performer playing oboe, multiple instruments and live electronics, both

in 1991; Self-Portrait, for oboe and live electronics in 1994.

When using electroacoustic media in his presentations, Biriotti also likes to perform with a

MIDI wind-controller.

The last piece composed by Luis Campodénico (born in 1931; died in Paris, 1973), Fl
misterio del hombre solo, seems to be the first time sounds recorded on tape were included
together with live acoustic instruments on a musical piece in Uruguay. For this scenic work
based on loneliness, madness and death Campoddnico used acoustic instruments, singers,
actors, mimes, dancers, lights, metronome and also a tape with a recorded text. Nevertheless

there was not electroacoustic processing on the recorded speech sounds.




297

This work by Luis Campoddnico was premiered during 1961 at SODRE, Montevideo. From
1961 until his death he left composition and turned to literature. Campododnico lived in Paris

from 1956 to 1961 and again from 1964 until his death in 1973.

Antonio Mastrogiovanni (born in Montevideo, 1936) composed in 1970 Secuencial II for
tape at CLAEM, Buenos Aires, where it was premiered the same year. In 1972 he composed
De Cobres for two French horns, trumpet, trombone and electronics, including two stereo
tape recorders, microphones, mixer as well as a high-pass and low-pass filter. The following
year he composed Cuauhtémoc for tape and voices, working in Mexico at Laboratorio de
Musica Electrénica del Taller de Composicion del Conservatorio Nacional de Musica. In
1975 he composed Aulos for three live oboes or one live and two pre-recorded oboes. Leon

Biriotti premiered this piece in Cérdoba, Argentina, during 1976, playing the three oboes.

Renée Pietrafesa (born in Montevideo, 1938) is active as composer, pianist, organist and

conductor.

She composed, among other works: 4 los olvidados for tape, and Sugerencias for soprano,
guitar, piano and tape, both in 1972; Nuestro tiempo, X, Y y entonces Z and Meditacion, all
three pieces for tape in 1973; Attente, Canto para curar enfermos (En homenaje a los indios
huitcholes), Con pies y sin cabeza and Danza de los pdjaros pintados y asombrados, all four
tape pieces in 1974; Helicoidal, Paris no and Viaje de Quetzalcéat! a Mitlan, all three pieces
for tape in 1975; Musique flasch, Paris evasion, Paris ['autre, Tamboriles and Cuatro
estructuras para cinta magnética, all pieces for tape, in 1976; Altos de cobre, Cosas
chichimecas, En el zoo, Estructuras I, Estructuras I, Estructuras Il Estructuras IV and
Tango y texto, all eight tape pieces in 1977; Estudios para piano preparado y cinta
magnética, for prepared piano and tape, also in 1977; Contemplacién y suefio for piano and
synthesizer, De [ ‘ortogonal a la courbe for tape, Existamos aqui for piano, tape recorder and

audience, and Naissance dans la caverne solaire, all four pieces in 1978; Crucifixion, o
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bebederos de palomas for tape in 1979; Prometeo for dancers, slides and tape, Fantasias
para cinta magnética for tape, and Canto for oboe and tape, all three in 1980; Mushuc
Huaira Huacamujum between 1981 and 1982; Integracion 7 (religiosa o del mds aca) for
voice, 4 performers and tape in 1984, tape part realized at the composer’ studio; and Beauté
magique for soprano, flute, oboe, clarinet, French horn, sax, trumpet, trombone, two violins,
cello, double bass, tympanis, gong, tape and synthesizer in 1989, based on the text 18
(Découverte de !’Inconnu) from Cantos de Maldoror by Isidore Ducasse, Conde de

Lautréamont.

Coriun Aharonian (born in Montevideo, 1940) has been composing with electroacoustic
media since the 60s. He is a well-known teacher, writer and promoter of new music, and was
also one of the main forces behind the Cursos Latinoamericanos de Musica Contemporanea

(Latin American Contemporary Music Courses) mentioned above.

Aharonidn composed his first electroacoustic work in Montevideo during 1960 for the theatre
piece Inspezione by Ugo Betti; then in 1962 he composed electroacoustic music for a short
film by José Carlos Alvarez and José Pedro Boggiani; from 1963 to 1966 he was composing
music for several theatre pieces using electroacoustic media (La fuente del arcdngel in 1963;
Suddenly last Summer in 1964; Le tuer sans gages in 1965; Water 2000 in 1966. During 1966
he also composed Hecho 2 (en tres partes y en re), a musical theatre piece for prepared piano,
xylophonic claves, sine and square wave electronic generators, tubular bell, 4 idiophones
and/or membranophones, 6 tape recorders, and paint brushes. Then in 1967 Aharonian
composed Musica para aluminios, for three instrumentalists and tape, being the tape part

realized at studio 21 of SODRE radio station in Montevideo.

During 1969 he was in Buenos Aires studying at CLAEM and composed Que, for tape, at its
Electronic Music Lab. During 1971 produced two short studies at GRM in Paris, France.
Then in 1974 he composed Gran tiempo and Homenaje a la flecha clavada en el pecho de
Don Juan Diaz de Solis, both for tape, at the Charybde studio of the Groupe de musique
expérimentale de Bourges (GMEB).



299

iSalvad los nifios! 1976, and Esos silencios, 1978 (revised 1981), were composed working at
ELAC, pequeiio estudio de Montevideo, according to Aharonian “a small and modest

cooperative studio” (Aharonian, C. 2003. Personal communication).

Then, in 1984, Aharonian composed Apruebo el sol at EMS (Elektronmusikstudion) in
Stockholm, Sweden; and in 1995 Secas las pilas de todos los timbres for tape, realized at the

Studio fiir Elektroakustische Musik of the Akademie der Kiinste in Berlin, Germany.

Aharonian also composed music for theatre using electroacoustic media, like: Rhynoceros in
1975; Chaika and La trastienda, both in 1977; Sacco y Vanzetti in 1983; Las ranas in 1991;
and Moliére in 1998.

He lives in Montevideo.

Sergio Cervetti (born in Dolores, 1940) moved to the United States in 1962, spent some time
in Europe a few years later and lived in New York, where he composed most of his electronic

music works, from the 70s to the late 90s. He has been living in Pennsylvania since 1998.

Cervetti composed several pieces using electroacoustic media: Studies in Silence, a taped
version of modified piano and voices in 1968; Oulom for tape, in 1970; Grafitti for orchestra,
spoken choir and tape in 1971; Raga Iil for tape, in 1971; Bits & pieces and Moving Parts for
tape in 1977 (the tapes of all those works were realized at the Columbia-Princeton Electronic
Music Center). Then he composed El rio de los pdjaros pintados for bandoneén and tape, and
Stella Vindemiatrix, produced using a Synclavier synthesizer, both in 1979, and Something
Borrowed, Something Blue... for tape between 1979 and 1980, all three tapes realized at the
University of Victoria Electronic Studio, in British Columbia, Canada. Since then Cervetti
realized his compositons with electroacoustic media working at his personal studio; some of
them are: Diminished Landscape, 1984; Transatlantic Light and The Hay Wain (El Carro de
Heno) for tape, used by Oliver Stone in his 1994 film Natural Born Killers, both pieces 1987;



300

Inez de Castro, ballet music, 1988; Inventory, 1990; Pornography, music for the film by Tom
D'lesso Rift, and Fields of Grace, both 1991; Quest for tape, 1993; The Guardians for tape
and Alignements, both 2001.

Ariel Martinez (born in San José, 1940) has been living in Argentina for many years.

He composed several works involving electroacoustic media during the 70s, among them: £/
glotén de Pepperland for tape, realized at CLAEM in Buenos Aires, and Nosotros y ellos for
flute, oboe, clarinet, violin, viola, violoncello and electroacoustic processing, both in 1970,
Cabotaje Illa (En medio) for tape, and Tromboffoldn I for trombone, tuba and tape, both in
1971; Cabotaje IIb for flute and tape, between 1971 and 1972; Cabotaje Illc for 3 flutes and
tape, between 1971 and 1976; and Tromboffoldn I for trumpet, French horn, trombone and

tape, between 1971 and 1978.

Cabotaje Illa was the last piece produced in the electronic music lab at CLAEM, during
December of 1971.

Conrado Silva (born in Montevideo, 1940) became interested in new music during the 50s
and was studying in Germany between 1962 and 1964. He composed in 1964 Musik fiir Zehn
Kofferradiogerdte (Music for ten portable radios or Musica para 10 radios portdtiles), using

a computer to organize the compositional material for this piece.

Silva lives in Brazil since 1969, where he is Associate Professor at the Music Department in
the University of Brasilia. He has been a major force on the development of electroacoustic
music in Latin America, not only for his compositional and teaching activities but also
because of the aforementioned Cursos Latinoamericanos de Musica Contemporanea (Latin-
American Courses for Contemporary Music) he created, which were landmarks of new music

in the region, and the several electronic music studios he founded in Brazil: Brasilia
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University, 1969; University of Sao Paulo State, 1977; Santa Marcelina Arts School, 1985;
Syntesis, 1986.

Some electroacoustic works by Silva are: Antigona, an electroacoustic incidental piece for
theatre, 1965, realized at the studios of SODRE radio station; Brinquedos I (Crdnica),
electroacoustic incidental music, 1971; Cor incurvatum, electroacoustic incidental music,
1972; Ulisses, electroacoustic incidental music, and Celebra¢ao for 4 mixed choirs and
synthesizer, both 1973; Equus, suite, electroacoustic incidental music, dated 1975, for the
homonymous play by P. Schaeffer; Polaris for voice, flute, guitar, piano, double bass and
synthesizer, and the electroacoustic piece Natal del-Rei, both 1980;, Fonoarticulagdes for
voice, tape and live synthesizer, based on sound materials by Dieter Schnebel, 1980; Mars for
live electronics , Para Sinthy, ritual for synthesizer, and Circulo Madgico Ritual for 20
synthesizers, all three pieces 1985; Ludus absque fasciem for live electronics, and Eixos [ for
symphonic orchestra and synthesizer, both 1986; Ganis for live electronics, 1987; Pericon for
live digital instruments, 1988; Galaxias Il electroacoustic piece, 1991, the opera Espacos
Habitados for female voice, actor and live digital equipment, 1994, based on texts from the
book Galaxias by Haroldo de Campos; Fragmentos do Apocalipse, 2001, and Fragmentos do
Génesis, 2002, both electroacoustic pieces realized at Estidio de Musica Eletroacustica da

Universidade de Brasilia; and Antenas de Miramar, multimedia piece, 2005.

Silva has been Vice-President of ICMA, the International Computer Music Association.

Beatriz Lockhart (born in Montevideo, 1944) composed Ejercicio I for tape during 1970 in

Buenos Aires.

Carlos da Silveira (born in Montevideo, 1950) composed Asi nomds in 1977.
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Leo Masliah (born in Montevideo, 1954) composed, among other works: La Construccion in
1979, a piece based on a text by Kafka, and realized with two cassette tape recorders; Llanto
in 1980, realized at ELAC studio in Montevideo; Radio Huesca in 1992; Tiruriru between
1992 and 1993; Africa tuya in 1993; Rigor vitae, curriculum mortis and Eccétera, both in

1995; all pieces for tape.

Fernando Condon (born in Montevideo, 1955) composed Suiana Wanka between 1981 and

1982 and En familia in 1988.

Daniel Maggiolo (born in Montevideo, 1956; died in Montevideo, 2004) was since 1988 the
Director of eMe, the Estudio de Musica Electroacustica (Electroacoustic Music Studio) at the
Universitary School of Music sited in Montevideo; and since 2000 Director of the Escuela

Universitaria de Musica (Universitary School of Music).

Most of Maggiolo’s electroacoustic music works are‘for tape only: sélo que desde adentro,
1977; habrd que ver, 1978; esos laberintos, tan nuestros, 1980; y en eso te vi, tan perdida,
1989; en el hecho mismo de la passion, 1991; nuestra magia cotidiana, 1992; adormecido
por el aire del atlantico [... se van, no vuelven mas... ], 1989-1995; de los vientres, de las mds,

1997; afuera el aire es tan sélo otra illusion, 1991-1998,

Dated 1999 is a pesar de todos los naufragios, mixed piece for percussion and tape; and
dated 2000-2001 por si acaso fuera cierto, for female voice and electroacoustic sounds,

based on poems by Fernando Beramendi and Oliverio Girondo.

Eduardo Paz Carlson (born in 1958) is a prolific composer that created numerous works

using electroacoustic media.
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He composed: la batalia desesperada between 1976 and 2003; Asi nomds in 1977,

congelados, los pies del sol 1, plaza de comidas and infinidad de productos, all four pieces
between 1977 and 2003; hotel de paso between 1978 and 2002; vision 2 between 1991 and
1996; spiritu sanctus in corde 2 between 1991 and 2002; and saturnina between 1995 and

2003; among many other works

Paz Carlson wrote about himself and his music:

First of all, I believe that an artist must remain silent. The less he talks about himself
and his work the better. What is important is the listener, the observer, the reader.
They are the ones who must talk, analyze and as a last resort, create the work [...]

It is difficult to date correctly each piece because all were composed in segments of
works done in different times (between 1977 and 2004). I cannot affirm that all my
"electroacoustic musika” work is really "electroacoustic" well... the reason is
because I don’t have a very clear vision of what electroacoustic music really is. It can
be said that I "descend” from Varese, Stockhausen, Eno, Fripp, Canas [...]

By writing MUSIKA with a K expresses that | don’t consider myself a real musician,
or as how the academy considers the status of a musician. However, do I compose
electroacoustic music? Maybe yes, | don’t know |...]

There are all sorts of transfigured sounds. In the majority of my works I make a
mixture of every different sound which I have at hand at the moment [...]

Paz Carlson, E. (2004) Eduardo Paz Carlson [online]. Address: http://retiary.net/idea/
idea7/idea_7/eduardo/eduardo.htm

Luis Jure (born Montevideo, 1960} is professor at eMe, the Estudio de Misica
Electroacustica de la Escuela Universitaria de Musica (Electroacoustic Music Studio of the
Universitary School of Music) since 1999. He composed Takanimba. A night in Soweto in
1988 (revised in 1991), Eyeless in Gaza in 1992 and mar de fondo in 1999 (revised 2001), all

of them electroacoustic works for tape.
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Pablo Sotuyo (born in Montevideo, 1963) composed among other pieces: Sonorizacién for
live digital synthesizer (Yamaha DX7) in 1989; El Canto del Caracol, electroacoustic ballet,
in 1991; MIDI Buffer Full No.l for two MIDI pianos and computer, and Aleph for computer,
both in 1996; Estudio sobre Physical Modelling for computer (working with Csound), and
Bereshit 1.1 for electronic media, both in 1997; Bereshit 1.2 for electronic media in 1998;
Bereshit 1.3 for electronic media in 1999; Quem é vocé? and Marinas, both for electronic
media; and Medita¢des de Thessalus for oboe and electronic media, all three works in 2000;
Ambienta2001 for electronic media, O Homem das Massas for chorus and electronic media,
Dominica in Palmis for organ and electronic media, and Feria Secunda Majoris Hebdomadae
for tenor, guitar, glockenspiel and electronic media, all four pieces in 2001; Dominica

Resurrectionis for voices, guitar, organ, small orchestra and electronic media in 2002.

Pablo Sotuyo lives in Brazil.

Many other composers have been using electroacoustic media in their music. Carlos
Pellegrino composed its electroacoustic pieces: Sin in 1974, and Voci silenti and Trovatura,
both in 1979. Marino Rivero (born in Tacuarembd) composed Juegos extrarios in 1977, tape
realized at the School of Arts of New York University, and Impresiones de Toledo between
1986 and 1988, both works for bandoneon and tape. Fernando Ulivi composed Estudio

sobre un cuento corto de Felisberto Herndndez, electroacoustic piece dated 1982.

There are also works involving electroacoustic media by Alejandro Barbot, Jorge

Camiruaga, Leonardo Croatto, Ernesto Donas, Ulises Ferretti (born in Florida, 1953),

Jaime Kuckierwar, Diego Legrand, and Alberto Macadar, to name but a few.

6.19 Venezuela

Alberto Grau (born in 1937) composed Epilogo for tape in 1981.
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Alfredo del Mdnaco (born in Caracas, 1938), one of the big names on the contemporary

music scene of Venezuela.

After composing Cromofonias I during 1966-1967, and Estudio electrénico [ during 1967-
1968, del Ménaco moved to New York to study and compose at the Columbia-Princeton
Electronic Music Center from 1969 to 1974. There he composed Metagrama for tape in
1969-1970, and Estudio electrénico II, also for tape, in 1970. Metagrama is based on the
manipulation of the voice of Venezuelan choreographer-dancer Sonia Sanoja; she read the
poem by Alfredo Silva Estrada used to compose the piece. In 1970 del Monaco created also
Tres Ambientes Coreogrdficos para Sonia Sanoja, joining two sonic atmospheres to

Metagrama. About that three-parts choreographic piece the composer explained:

Uno de ellos es un fondo sonoro plano con total libertad sobre el cual ella podia
construir, el segundo tambien era otro fondo sonoro plano con un sonido blanco que
se disuelve y regresa con distinto color, muy libre, un fondo sonoro para que ella
pudiera hacer todo lo que quisiera, y el tercero era Metagrama, de modo que

quedaban los tres ambientes juntos.

One of them is a flat sonic background with total freedom on which she was able to
build [dance], the second was also another flat sonic background with a white sound
that dissolves and returns with different color, very free, a sonic background so that
she could do everything what she wanted, and third was Metagrama, hence the three
sonic atmospheres were together. [RDF free translation]

Del Ménaco, A. (2003). On Tres Ambientes Coreogrdficos para Sonia Sanoja.
[interview by RDF].

Later del Mdnaco composed Alternancias for violin, viol, cello, piano and electronic sounds
on tape, and Dualismos, for flute, clarinet, trombone piano and electronic sounds on tape,
both in 1971; Syntagma (4) for trombone and electronic sounds on tape, between 1971 and
1972; Trépicos for tape in 1972; and Estudio electronico I11, also for tape, in 1974. The

composer completed in 1974 his Doctoral Thesis based on that last electronic music work.
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Del Ménaco made his first experience on computer music working with an [BM 360
(“...those were the punched cards’ days”, he remembers), finishing a sinewave-based work
on December 25 of 1971: Synus 12/25/1971, for tape. For him that “was a test ... and no
more” (del Ménaco, A. 2003. On Synus 12/25/1971. Interview by RDF).

Years later he came back to the electroacoustic world composing Lyrika for oboe with
electronic extensions ad libitum, in 1992. This work can be performed as an oboe solo or
oboe plus tape piece. The mixed version uses a prerecorded tape (made by the performer)
with background multiphonics played very softly (pppp) from around the second part until

almost the end of the composition.

Alfredo del Mdnaco lives in Caracas, Venezuela.

Federico Ruiz (born in Caracas, 1948) composed among other pieces: Actualidades for three
narrators and tape in 1982; La factoria celeste in 1984 and Aproximacion a Bach in 1985,
both for electronic sounds; Rebelion de compases for mezzo-soprano, synthesizer and multi-
effects processor, with texts by Manuel Feo-La Cruz, in 1988; and Stabar Mater for mezzo-

soprano, flute, oboe, double bass, synthesizer and electronic processing, in 1989.

Alfredo Rugeles (born in Washington D.C., 1949), composer and conductor, studied music
at Escuela Juan Manuel Olivares in Caracas and later at the Robert Schumann Institute in
Diisseldorf, Germany. During more than 10 years he has been directing the Festival

Latinoamericano de Miisica, a major event in the LLatin American new music scene.

Rugeles composed among other works: Thingsphonia for tape in 1978; Hace veinte afios in
1988; and Oracion para Clamar por los Oprimidos for voice, flute, oboe, harp, double bass

and synthesizers in 1989.
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Rugeles lives in Venezuela.

Josefina Benedetti (born in New Haven, Connecticut, United States, 1953) composed La

Muerte del Delfin for tape and slides in 1994. She lives in Venezuela.

Alfredo Marcano (born in Maracaibo, 1953) composed Trio for flute, oboe and electronics

in 1989; and Y fue Seragua for percussion and pre-recorded sounds.

Alvaro Cordero (born in Barquisimeto, 1954) composed Deambulando for harp and

electronic processing in 1988; and Un pdjaro for tape in 1990.

Victor Varela (born in Caracas, 1955) composed Procesador I for tape in 1986; Praeludium
I for oboe, live electronics and tape in 1988; Omaggio a Cortdzar for mezzo-soprano and
computer in 1993; and Logaritmica for one percussion player and tape in 1994. He lives in

Sweden.

Ricardo Teruel (born in Caracas, 1956), composer, electronic engineer and piano, English
concertina and homemade instruments performer, started to teach electronic music at the
Instituto de Fonologia of Centro Simén Bolivar in Caracas in 1983, and is the Director of the
Electronic Music Lab there since 1988. He is also Professor of Composition and Electronic
Music at IUDEM - Instituto Universitario de Estudios Musicales (Universitary Institute of

Musical Studies), where he began to teach in 1990.

Among other works Teruel composed: Nuestra cultura vegeta for tape, realized at the
Instituto de Fonologia of Simdén Bolivar Center in 1976; Hojas de olvido for electronic

sounds on tape, realized at his personal home studio with an ARP 2600 analog synthesizer
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and two cassette recorders in 1981; Pobre musica electrénica pobre for recorded voices
simulating electronic sounds and theatrical actions, and A ver si nos entendemos for piano
and electronic sounds on tape, both in 1983; Glooskap y Lindu, recorded narration with
electronic sounds, Un minuto de silencio por favor (o ni en suefios) for recorded electronic
sounds, and Um-um-é-hum-ah for electronic sounds on tape, all three pieces in
1984; Orquestada No.7: La Gran Aldea for symphonic orchestra and electronic sounds
on tape in 1985; Huellas de Voces Perdidas, 12 pieces for Roland JX-3P
synthesizer, with PG200, La Caceria del NHOC for electronic sounds on tape, and
Suave, suave, fluye suave,; fluye, fluye, suave fluye for four hands piano and
electronic sounds on tape, all three works in 1986; Piés-ligeros for electronic
sounds on tape, and Pdjaro bobo, also for electronic sounds on tape, both pieces in
1987; Estacionaria for B flat clarinet and electronic sounds on tape (or tape
only), El Macromicrobio for double bass and electronic sounds on tape (or tape
only), 4 la luz del encanto for oboe and electronic sounds on tape (or tape only),
Cuentas Claras for symphonic band and two optional synthesizers, Archivos for one to five
keyboard synthesizers and programmable electronic drum machine, and Llamadas for B
flat trumpet and electronic sounds on tape (or tape only), all six pieces in 1988;
Santuario for voice, flute, double bass, keyboard synthesizer, programmable percussion and
reverb, Expectativa for two synthesizers or two pianos, programmaBle percussion and
symphonic orchestra (being played also as the first movement of Concierto de las Tres
Esferas), Tridngulo Mdgico for two synthesizers and symphonic orchestra, collaboration with
Beatriz Bilbao (being played also as the third movement of Concierto de las Tres Esferas),
and Polvo y cenizas for reciter processed voice and electronic sounds on tape (or tape
only), all four works in 1989; 3 Piezas para Liralata y sonidos electrénicos grabados
for seven strings liralata (homemade instrument) and electronic sounds on tape in 1996;
Perceptiva 1 for electronic sounds on tape in 1998; Energias Liberadas for sound objects and
recorded sounds, and Trances for different instruments and recorded electronic sounds
(Trance 1: Fuego for tenor English concertina and recorded electronic sounds; Trance 2:
Tierra for rustic home made m’bira -sansa, kalimba- and recorded electronic sounds; Trance
3: Agua for tenor English concertina and recorded electronic sounds; Trance 4. Aire for

home made campanelli cortinero -curtain-rod campanelli or glockenspiel- and recorded
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electronic sounds), both in 1999; and Grabados, a group of pieces for English concertina

and/or home made instruments and recorded sounds, in development since 2000.

Gustavo Matamoros (born in Caracas, 1957) composed extensively using electroacoustic
media. His creations include mixed pieces, compositions for tape, performances, installations,

radiophonic works and multimedia shows.

Among other pieces Matamoros composed: Cervatana Music for flute and live processing in
1982; 142857 for tape in 1986; Truly Yours for xylophone and tape in 1987; Con el dedo en
el timbre, multimedia work involving one reed instrument (or a MIDI wind controller), one
string instrument, one percussion instrument, dancer, video, lights and tape, in 1990; To the
Victims... for snare drum and tape, Sin Ninguna Imperfeccion... for up to eight instruments
and tape, In Memory of Gentle Giant II, and Auto-Retrato for live electronics with video, all
four pieces in 1991; Heavy Metal for amplified music stand and tape, and 37, for instance, or
36, to John Cage for string orchestra and tape, both in1992; Una Guitarra... Toca Sola for
live electronics and text, and Dreamcatcher for string quintet, vocoder and tape, both in
1993; Music On A Budget, and five short pieces: Variations on a Shoe String for amplified
pencil and shoe string, Sound Consumption for amplified burning match, More for Less, or
Time is Money for as many musicians as possible, Pocket Change for amplified loose coins,
and Cheaper Imitation: Stars & Strips Forever More for electronically processed tape, also in
1993; Ventanas de Contacto for amplified double bass and gated tape in 1994; RE: TdM(are),
Jor Anthony deMare for piano, voice, gates and tape, and Private Thoughts/Public Forum for
3 readers, gates and 3 channels of tape, both in 1995; Piano, ma non tango for piano, gate
and tape, and Mapa/Memoria for 6 channels of sound, gates, microphones and dancer, both
in 1996; Trump(s) Car(d) for brass quintet, drum set, gates and tape in 1997; Sing and Follow
the Leider for voice, musical saw, gated tape in 1998; Fishtank: Music BorderLine and
Fishtank: B(ey)ON'K (ey) West, two evening-long pieces constructed by the overlapping of
several unrelated sound and video pieces, both also in 1998; In my Mind as I Work for gated

saw and wooden plank in 2000; Electra for five channel gated soundscape for play, 4n Old
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Shoe... for saw and tape, and Sounds Gathered for any number of participants recorded, all

three works in 2001; and FTNK GTR: Evidence No [ for gated Fishtank GTR in 2003.

He has been composing also a series of Portraits (Retratos) working with sound materials
coming from the same portrayed people; some of them are: Retrato: Flores Chaviano for
guitar and tape, and Refrato: Joseph Celli for oboe and tape, both 1990; Retrato: Bob
Gregory for reader and tape, 1990; Retrato: Luis Gémez-Imbert for doublebass and tape, and

Retrato: Ricardo Dal Farra for tape and real time processing, both 1992.

Some of his Sound Paintings on Tape are: Sound Painting with Dreams and Spirits, a 15-
minute loop, 1997; Sound Painting with Piano, a ten-minute loop, 1998; and Sound Painting
with Harp and Gongs, an eight-minute loop, 1999. Among his radiophonic works are: La
Pieza/NMA-Miami Version, 1988; Tracing the Radio Landscape and Preparing The Air To
Let The Rhythm Be Heard And Help The City With Its Dancing, both 1992.

About his instatlations, some of them are: R con R, with Fred Snitzer, a collaborative
installation incorporating toy trains & sound, 1989; Ferrocarril, with Fred Snitzer, a
collaborative installation incorporating computer-controlled toy trains & sound, 1990; Hold
On!!!, sound installation, 1991; The Garden, with Kate Rawlinson and Diane Dawes, a
collaborative installation incorporating sound, painting & sculpture, 1992; The Ear of the
Beholder, an interactive mixed-media sound sculpture, 1993; An Interaction of Ideas, an
installation of sound and computer images, with Tom Schmitt, a collaborative installation,
1994; Field, with Larry Cressman, a collaborative installation incorporating sticks, glass,
custom multiple speaker system & sound, 1994, ; METAPHOR?, sound installation, 1995;
Fishtank GTR, a four gate triggering instrument for improvisation, and William Tells of
Rights, recorded text broadcast through a snare drum, both 1997; Dreams & Spirits, an
outdoor sound installation that consists of sounds captured with the aid of antennae, 2000;
Dreams Gathered, encoded dreams of North Miamians set free as projected images and
broadcast sounds using two window sites at opposite sides of 125 street, 2001; Symbiosis by
Osmosis, four channel sound installation planted in a garden, idling bus sounds from the

nearby bus stop, 2002; and Breezeway, six speaker sound model of public art project, 2003.
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Matamoros lives in the United States. He is the Artistic Director of the Subtropics New
Music Festival held in Miami each year since 1989, and also founding director of the Sound

Arts Workshop since 1996.

Fernando Freitez Gassan (born in Barquisimeto, 1958), composer, guitar and cuatro
venezolano performer, and electronic engineer, studied electroacoustic music with Ricardo
Teruel during the 80s. He was recording engineer for the Lara’ Symphonic Orchestra and
Professor of Electroacoustics at CONSERMUS - Regional Conservatory of Music Jacinto

Lara.

Some of Freitez electroacoustic music works, composed mainly during his studies with
Teruel, are: Estudio No. 1 and Tarde con Chicharras, both pieces for electronic sounds,
created in 1987, and produced using ARP 2500 and 2600 synthesizers; Seis por izquierdo for
cuatro venezolano and electronic sounds, 1988; El Maromero, La persistencia de la memoria,
Sombras moviles and Mambo del gallinero, all four piece for electronic sounds, also 1988,
and produced with the ARP 2500 and 2600 synthesizers from the Instituto de Fonologia; La
caja de sorpresas, 1989, a work for tape based on sound recordings taken from a music box;
El duende de las cuevas for Flamenco guitar and sound recordings from different editions of

Flamenco music.

At present Freitez Gassan is Professor of Electroacoustics at Vicente Emilio Sojo

Conservatory in the city of Barquisimeto, Venezuela.

Adina Izarra (born in Caracas, 1959), composer and educator, studied at the National
Conservatory of Music Juan José Landaeta in Caracas, and later at York University, England,

where she obtained her PhD in Composition.
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She composed, among other pieces: Tapices for tape in 1985; Merenguitos for two
percussionists and tape in 1987; 8ritornello8 for live synthesizers and Vojm for amplified
vojm (female voice), both in 1988; Luvina for bass flute and delay in 1992; and De Visée for

theorbo and laptop, realized at LADIM, Caracas, in 2004.

In Vojm the singer uses three microphones, one going through a delay line, another one going
through a digital reverb chamber set to its maximum reverb time, and the third one is to be

used ad libitum, just for ambience, according to room acoustics.

Arcangel Castillo Olivari (born in Mérida, 1959) composed Chaos Metamorphosis in 1997,
and EverybodyDrinksMerlot in 1999, both computer music works; Save Twilight, computer
music on CD based on poems from Salvo el Crepiisculo by Julio Cortazar, in 2000; and
Soleando for violin and multimedia (real time sound processing with a computer, and DVD

combining video, photography and computer graphics) in 2002.

About Save Twilight, the composer explains: “This work is like a poetic reading with
electronic music, trying to emphasize Cortazar’s poems.” (Castitlo Olivari, undated. Personal

communication).

Julio D'Escrivan (born in Caripito, Monagas, 1960) composed Salto Mortal for tape in

1989; and Sin ti por el alma adentro for flute and tape in 1987.

Jacky Schreiber (born in Caracas, 1961) composed Seseribo for electroacoustic sounds on
tape in 1983; Questions to myself...and someone else for electroacoustic sounds on tape in
1985; Peace of the worlds for percussion and electroacoustic sounds on tape in 1986; When
the firemen arrive...everything will be over... for flute, baritone sax and electroacoustic
sounds on tape in 1988; Luna en Tralfamadore for vibraphone, marimba and synthesizer in

1989, El Baile de los Gigantes for harp and electroacoustic sounds on tape in 1990; Feedback
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series for synthesizer and video camera, between 1992 and 1994, /n a point of the spiral for
electroacoustic sounds on tape in 1992; Far beyond the rain for solo sampler in 1993;
UnmundodentrodeunmundQ for processed voice and electroacoustic sounds on tape in 1994;
Oh...Impotencia for solo synthesizer in 1995; Crystal Ball for electroacoustic sounds on tape
in 2000; Uncertainty principle, also for electroacoustic sounds on tape, in 2001; Principio de
incertidumbre in 2002, my dog's birthday party in 2003; and if we ever meet again and
broken time, both in 2004. He also composed music for films, television and multimedia

shows.

Diana Arismendi (born in Caracas, 1962) composed, among other works: Pardbolas for tape

in 1980; Cientocincuenta Dias, also for tape, in 1981; and Irreverencias for oboe and tape.

Alonso Toro (born in Caracas, 1963) composed among other works: No me perdonan in

1995.

Carlos Suarez (born in Caracas, 1966) composed Sagrarios sonoros for ethnic instruments and
tape in 1995; Revelaciones para el tiempo que transcurre for prepared piano and tape in 1996;
Sobre la opacidad del mal for keyboard and tape in 1997; El templo de los augurios for
indigenous instruments and tape, and Los arquetipos de la trinidad femenina for organ and tape,
both in 1998; Manifestaciones extdticas del pensamiento for solo tape, and El misterio de los
animales brujos for several ethnic instruments and tape, both in 1999; E/ ojo de Juyd for solo

tape in 2001; Horror vacui for string quartet and tape in 2002.

Rodrigo Segnini-Sequera (born in Caracas, 1968) studied electronic music, piano and
musicology in Venezuela; then he focused on audio digital signal processing (spectral and

physical models) at CCRMA, Stanford University, in the United States; and later he moved
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to Japan to work at DeOS-Electronic Music Studio, Tokyo National University of Fine Arts

and Music, for some years.

Among other pieces he composed: Maratsade for tape in 1992; Pekuek for synthesizer and
electronics in 1994; Pekuek Il for tape in 1994-1995; MPCSSCVEV {Imp-loro}, portable
music for computer, synthesizer, sampler, wind controller and live performer based on
fantastic situations in Caracas in 1995; Madriz for CD-ROM, special concert version for two
channel tape, in 1995-1996; Pamine for piano and four channel tape in 1996-1997; and
Geidai for eight channel tape, in 1999-2000.

Segnini wrote in 1994 for his graduation at the Escuela de Artes, Facultad de Humanidades y
Educacion, Universidad Central de Venezuela (Arts School of the Central University of
Venezuela): Comprender la musica electroacustica y su expresion en Venezuela (To

understand electroacoustic music and his expression in Venezuela).

Musikautomatika, a group of experimental music with Stefano Gramitto, Luis Levin,
Mirella Lopez (replaced by Gabriela Gamboa around 1989) and Alvise Sacchi (born in
Bergamo, Italy, 1947), has been working in Venezuela with electroacoustic media for many
years. Also Psyclosonika, a group derived from Musikautomatika, without Mirella Lopez

and Gabriela Gamboa, and with Jacky Schreiber replacing Stefano Gramitto.

Many other Venezuelan composers have been using electroacoustic media in their music.
Beatriz Bilbao composed Abbys II for synthesizer and drum machine, 1988; Los ojos de
Picasso for voice, flute, double bass and polyphonic synthesizer, 1989; and Tridngulo
Madgico for two synthesizers and symphonic orchestra, collaboration with Ricardo Teruel,
1989. Roberto Cedeiio composed Arimka for clarinet and synthesizer, 1991. Roberto
Chacén composed Mdscaras for tape, 1984, and Polvo de Estrellas for percussion and
electronic processing, 1991. Juan de Dios Lopez composed E! Triunfo de las Llamas

for flute, oboe, double bass and electronics, 1989; Al borde del abismo for double bass and
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electronic sounds, 1990; and Gravedad Cero for vibraphone and electronic processing in
1991. Leonidas D'Santiago composed E! pdjaro de madera, 1986, and Pieza para clarinete
y cinta, 1991. Ricardo Lorenz Abreu composed Tres miniaturas for flute and tape, 1988.
Servio Tulio Marin composed /mpresiones fugitives, 1976, and Retour au silence, 1985; he
was living in the United States for several years and is now in Europe. Emilio Mendoza
composed La siesta for tape, 1983. Miguel Noya composed Bajo la sombra del mundo for
double bass, tape and electronic processing, 1993. Fidel Rodriguez Legendre composed
Doble operativo for vibraphone and video tape, 1995. Alexander Romero composed Dia de
la Creacion for actress and live electronics, 2005. Juan Francisco Sans (born in Caracas,
1960) composed Lasciate mi morire for oboe and electronic processing. Edgar Saume (born
in Caracas) composed Secuencias Ritmicas for percussion and tape. Adrian Suarez Pérez
composed La piel de Petare for actress, tape and electronic processing in 1995. Numa
Tortolero composed Retorno, 1983, Sugestion, 1984, and Situacion de la Ciudad, 1986,

all three works for tape.



CHAPTER VII

TRENDS IN MUSIC COMPOSITION INVOLVING ELECTROACOUSTIC MEDIA

7.1 Styles'®

This chapter presents a selection of works by several Latin American composers showing a
diversity of compositional styles and techniques. Full scores or excerpts are used so as to
convey the composers’ creative approaches. There is a wide variety among the included

musical samples.

The first piece, Complejo No.2 by Virgilio Tosco, has an open approach using a fully graphic
notation score. It is a good example of the experimental style used by composers from Centro
de Musica Experimental in Cordoba, Argentina, during the mid 60s. That group used to work

a lot with unusual instrumentations and improvisation.

Mexican composer Manuel Enriquez also uses graphic notation in his work for violin and
tape, Movil Il or Viols, but accompanied by a detailed description of the symbols he adopted
for it. This piece was originally composed in 1969 for a string soloist. Only later was the tape
part added, realized in 1972 at the Columbia-Princeton Electronic Music Center in New
York. In this piece, like in many other works, the studio (its equipment, and above all, the
people working there) had an important influence on the adopted production techniques as

well as on the style of the electronic tape part.

' In the context of this doctoral thesis, style is considered the distinctive or characteristic manner in
which the elements of music are treated. In practice, the term may be applied to, for example,
composers, media, nations, or form or type of composition (adapted from MENC, The National
Association for Music Education (undated) Glossary. Address: http://www.menc.org/publication/
books/performance _standards/glossary.html).
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Flor de Sancayo for piano and tape, composed by Peruvian Edgar Valcarcel in 1976, has a
flexible formal structure allowing a combinatorial approach and offering to the performer
ample freedom. The score shows notes in musical staffs but arranged in non-traditional ways.

It has no written guidelines accompanying it.

Far from improvisation or aleatoric procedures, Venezuelan composer Alfredo del Monaco’s
Alternancias for violin, viola, cello, piano and electronic sounds on tape asks for a highly
synchronized performance between the acoustic instruments themselves and the electronic
tape part. The work was realized in 1971 at the Columbia-Princeton Electronic Music Center.
The Center, where Argentinean composer Mario Davidovsky was working since the early 60s
and was its Director from 1980 to 1994, had a strong influence on several Latin American
composers who had the opportunity to study and compose there. Davidovsky, well known by
his acclaimed Synchronisms mixed series, is a symbol of the Center’s style during those

years.

Something different, nor fully serial or aleatoric can be perceived in Peruvian César Bolafios
pieces from the 60s, when he was composing music for tape, mixed chamber works, and also
large and complex multimedia pieces. Inferpolaciones for electric guitar and four channels
tape from 1966, Alfa-Omega for two narrators, theatrical mixed choir, electric guitar, double
bass, 2 percussionists, two dancers, magnetic tape, projections and lights from 1967, and his
computer-assisted composition from 1970, Cancién sin palabras (ESEPCO II), for piano

with two performers and tape, are examples of his work.

Ecuadorian composer Milton Estevez composed several pieces for orchestra and tape during
the mid 80s. In Apuntes con Refrdn the Ecuadorian composer uses a flexible approach,
mixing fully notated parts with controlled improvisation. The electronic sounds on tape were

created using FM techniques on a digital synthesizer.

The scores and excerpts in the following section depict both the diversity in terms of

compositional trends and the variety of notation styles.
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7.2 Score examples

The following scores by composers from different Latin American countries show different

approaches in terms of instrumentation, techniques and sty les.
¢ Complejo No.2 by Virgilio Tosco (Argentina)

Complejo No.2 for recorders, piano, percussion (including cracking aluminum plates, rubbed
bronze discs, wood and metal elements) and electronically generated white noise was

composed in 1965 by Virgilio Tosco (born in Achiras, province of Cordoba, 1930; died in
Coérdoba City, 2000)
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Figure 8. Virgilio Tosco’s Complejo No.2 for recorders, piano, percussion and electronically
generated white noise, composed in 1965,
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The symbols are explained in the lower part of the score: madera = wood; metal; ruido blanco
= white noise; platillo frotado = rubbed cymbal; cuerdas piano frotadas = rubbed piano
strings; golpe sobre cuerdas piano = knock on piano strings; flauta = flute (in this case:

recorder).

The notation is extremely open. Except for a few notes indicated for the flute, there are no
pitches. No fempo and metrics indications either. Only a basic grid is used to suggest time

relationships, and eventually synchronize some events.

The graphics for each instrument are mixed in the score. According to the widow of the
composer, who sent me also the copy of the score included above, these are the only

indications she was able to found corresponding to this piece:

Cada instrumento tiene su simbologia particular. Aunque los instrumentos estén
mezclados en la partitura, hay lineas que indican su continuidad. La intensidad esta
dada por el tamafio de los signos; un poco a la derecha de la mitad se encuentra el
climax, donde confluyen todos los instrumentos.

Each instrument has its own symbols. Even if the instruments look mixed in the
score, there are lines showing its continuity. Sign’s size indicate intensity, a little bit
from the center to the right is the climax, where all instruments meet. [RDF free
translation]

Formiga de Tosco, L. (2003). Complejo No. 2 [epigraph]. Email subject: Musica
Electroacustica. Argentina.

These kinds of open and experimental works were usual among the composers and
performers founders of Centro de Musica Experimental created in 1965. Affiliated to the
National University of Cordoba, Argentina, the Center’s group was integrated by Oscar
Bazan (born in Cruz del Eje, 1936), Pedro Echarte, Carlos Ferpozzi (born in Cérdoba, 1937),
Graciela Castillo (born in Cordoba, 1940), Virgilio Tosco, and, for a certain length of time,
Horacio Vaggione (born in Cérdoba, 1943),
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An excerpt of this score was used for the cover of the book La Notacion de la Musica

Contempordnea by Ana Maria Locatelli de Pérgamo (Buenos Aires: Ricordi, 1975).

Complejo No. 2 was premiered during the Primeras Jornadas de Musica Experimental held in

Cordoba during 1966.

*  Maévil 11/ Viols by Manuel Enriquez (Mexico)

Movil IT, by Mexican composer Manuel Enriquez (born in Ocotlan, Jalisco, 1926; died in
Mexico City, 1994) has three different versions according to the score: one for a string
instrument only, a second one for amplified violin and optional processing, and another one
for violin and tape. The name of the piece changes for Viols when is performed in its version

for violin and tape.

Moévil I was composed for any string instrument (in fact, for any orchestral bowed string
instrument: violin, viola, cello, double bass), and asks for a special tuning on it:

- first string, 3/4 of tone lower

- second string, 1/4 of tone higher

- third string, 1/4 of tone lower

- fourth string, 1 and 1/4 of tone lower

There are no traditionally notated pitches in the score. Musical events appear organized in
different segments, sometimes framed by a geometrical figure (rectangle, triangle, circle,

etc.). The composer explains:

The space between horizontal lines means the whole register of the instrument, the
sounds must be produced under a visual impression; in the circle and triangle
segments the sound material is still more indetermined and must be played with the
maximum of phantasy. The total organization is “at random” and the whole length
between 6 and 8 minutes.

Enriquez, M. (1969-1976). Movil II [score]. Mexico.
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Figure 9. Manuel Enriquez’s Movil IT or Viols for violin and tape, composed 1969-1972.
Explanation of score’ symbols.
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Figure 10. Manuel Enriquez’s Mévil {I or Viols for violin and tape.
Graphic score.

The original piece for string instrument was composed in 1969. Enriquez completed his a
new version for violin and tape in 1972, creating the tape part with electronic sounds at the

Columbia-Princeton Electronic Music center in New York.

The score and related materials were provided by Susana Enriquez Alfaro, the composers’

widow.
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¢ Flor de Sancayo by Edgar Valcarcel (Peru)

Flor de Sancayo (a.k.a. Retablo I) for piano and tape, composed in 1976 by Edgar Valcarcel,
shows an open style of notation, mixing a traditional approach for pitches with graphical

structures that organize different groups of seven sequences in circular, triangular and other

geometrical forms.

There are no additional indications for the performance with the tape part. The electronic
sounds on tape created at the Electronic Music Studio of McGill University, in Canada, are
organized in three cues or parts, to be played with the musical material corresponding to the

three different pages of the score. These three electronic parts are 3:15, 2:34 and 2:32 minutes

long.
a 3lcides lanza i
o RETABLO [
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Figure 11. Edgar Valcércel’s Flor de Sancayo for piano and tape, composed in 1976.
Score: page 1.
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Figure 13. Edgar Valcarcel’s Flor de Sancayo for piano and tape. Score: page 3.
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Figure 14. Edgar Valcarcel’s Flor de Sancayo for piano and tape. Score: page 4.

Page 4 shows possible performance combinations of sections and subsections from A, B, C
(corresponding to pages 1, 2 and 3 of the score) resulting in examples like: A-B-C, A-C-B, C-
B-A, B-A-C, B-C-A, C-A-B and CA-AB-CB, BA-BC-AC, among other possibilities.

The score was provided by the composer and the recording by alcides lanza, Director

Emeritus of the Electronic Music Studio of McGill University, with the former’s permission.

325



326

®  Alternancias by Alfredo del Mdénaco (Venezuela)

Alternancias, for violin, viola, cello, piano and electronic sounds on tape was composed by
Alfredo del Ménaco in 1971. The tape part was realized at the Columbia-Princeton Electronic

Music Center.

In Alternancias del Ménaco hasn’t asked for special tuning of the bowed string instruments.

He uses special signs when quarter tones are needed.

All the score is precisely notated looking for a synchronized performance between the
acoustic instruments themselves and the tape part. The fempo is indicated using traditional

musical notation (q = 60) or graphically, using the distance between bars (1 cm = | second).
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WALTERNANCIAS™ (1072)

Contissioned by the Cuerteto Gelzio;
Careces,Venesuela, for the '34th. Ventce
Bieymele, 1971.~

Violin, Viole, Cellop, Pieno y sonidos elecirdrnicos (elecsronic sounds on tape) .

CUERDAS (STRIYGS):

Pizziceto. La cuerde golpea contra el 'tastd.(Snep Pizz.ellowing the string to strike
the fingervoard)

Arco (Bow).

o

Vibreto Lento{debe esoucharse 1a fluctuecién de 1/4 &4 tomo).(Very Slow Vibreto:1/4
tones must be heerd).

= Vibrzto Répido. (Fest Vitreto).

b ad
]

1/4 @8 tono heoia erribz. (1/4 tone higher).
" 4~ = 1/4 e tono hecie sbejo. (1/4 %one lower ).

x
I = Tocer 'detras' del Puente, en la cuerda especificade. (Pley 'behind! the brig, e,
_35 ) on the smpecified stri.ng?.

‘ /nm?f‘cf//: Arco cerce del puente; user sonido 'nesel', = veoes.(iottvigezrs- the bridge; use 'nasel'
soumd & 837

=~ Cuerfa: Golpear con los nudillos sobre le caja. (Strike the sounding boerd with
finger tivs or lawickles).
X PIANO:

. = 'Pigzicetd’' en les cuerdes del pieno, con objeto metélico.Usese Pedel. ('Pizg.’on the
s4rings of the piesno with a metel
objeot. Use Pedel).

f = Presioner con 6l dedo lm cuerde,cerce del puente, cuendo se ¢jecute la note. Usese

el pedel (sonido.cerceno a la merimba, reverbera‘éo). Press finger herdly on string
neer the ‘bridge'swhile the notexis vleyed on tha ksyboexrd.Use pedel. -Resuvltss soumd
closer to 8 ‘low-merimba' with reverberetion).

L

1Cluster! sobre tecles blencas solemente; o, Sobre tecles blences y negras. ('Cluster'
on white keys only; or, on white & bleck keys).

Ny

X
<

1 Tempo estd indicedoz » =603 o0 el especio enire bzrras como iguel & un pegundo.
(Tempo. 15 indiceted as: =60; or the spate between bers es equel to one second).

Ep los sonicos lergos, el cembio de ercos debe ser imperceptible e individuel.
(During long susteined sounds,chenge bova imperceptivly end individuelliy).

Les berres sirven de. Bincronizeoﬂn,solamente. Ra deben escucherse sincoves ni
ccentos, salvo indicados.{Ber lines serve only for synchronizetion; no syncopations
noy acceénts wust bé heerd except indiceted). ’

El grebedor debe detenerse sobre les cintes gufea*el momento indicedo. E1 reinicio
d6bve necerss sobre la cints meguética siguieate, 2l coOmienzo. Hg Gos segundos de pausa
gntes o la upréxima sefiel. (Tepe recorder must be stopped cu leeding tepes whemever
{ndiceted £nd re-sterted et the beginning of the next megnetic teps. There is a two
soconds pause befors nsxi signel is heerd), Flece loudspeekers near the isstruments for
e beitér blend of sounds.Belence both et center concert hell.

. kifredo del Koneco

— v

Alfredo del Moneco Tepe pert reeliced et
21 Pesifn-C.Andrémeda Colurtis-Frinceton Zlectronic kusic Center,N.¥:/71
Q4e.Chepine-CARACAS 108

YEREZUELA

Figure 15. Alfredo del Ménaco’s Alternancias for violin, viola, cello, paino and electronic
sounds on tape, composed in 1971. Explanation of score’ symbols.
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Figure 16. Alfredo del Ménaco’s Alternancias for violin, viola, cello, paino and electronic
sounds on tape. Score’s excerpt: page 1.



weg  \EATOTIL

sr/qf‘ﬁ S 0 J Y -

A

3

i
“h

C i) 5 fotlan vt
v £ o :
A amsn o}
! .
%w«&y«,«. pevae Y]
Va = - - - -
Vo o~ £, fagrons | etimm )

¢ Gkt e

b A~ A AT

P %%}@u}
FH[E R
AN hThd
2, N T
(1 ?
=
l i
|
I
:
A
! 3,
| gL =
F b (
1y

329

Figure 17. Alfredo del Ménaco’s Alternancias for violin, viola, cello, paino and electronic

sounds on tape. Score’s excerpt: page 2.
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Figure 18. Alfredo del Monaco’s Alternancias for violin, viola, cello, paino and electronic
sounds on tape. Score’s excerpt: page 3.
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Figure 19. Alfredo del Mdnaco’s Alternancias for violin, viola, cello, paino and electronic
sounds on tape. Score’s excerpt: page 4.

* Cancion sin palabras or ESEPCO-IT by César Bolaiios (Peru)

Cancion sin palabras, also known as ESEPCO-II, was composed by César Bolafios in 1970

working in collaboration with mathematician Mauricio Milchberg.

Bolafios and Milchberg were experimenting with computers to organize compositional
structures. ESEPCO is the generic name they used in their works composed with the aid of

computers. ESEPCO stands for “estructura sonoro-expresiva por computacién” (computer
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sound-expressive structure). Sialoecibi (ESEPCO-I) for piano and one reciter-mime-actor and
Cancién sin palabras (ESEPCO-II), subtitled Homenaje a las palabras no pronunciadas, for

piano with two performers and tape, are two works representative from this stage.

Honeywell Bull and later Olivetti Argentina were supporting Bolafios and Milchberg

experiences carried out in Buenos Aires.

I : ol E
g - (
"2 : .
= IPE e - e ¥
2 g | ; == e et ! g e e i
g H : .fh:_zf:";' st
= = : £ ! SR R
1 = ) .
e ] P e [ S L o —-——————7”-‘-7‘—
o =2 F o] feditlemeids THEL
£, 2 ‘_E,_, 1 ed s s PR R el E AR TS !
=3 A 2 0 o aes! ls}- riates PREROH
o m ol |
o, SIN| : v m-r'_k_‘_ | e b e !
%8 o . : b L Ll;u.‘.,., B H
. 5 § 44 de e H n
%rg"o- i 0 el 2 G dal - ] ;
A ® \ L IR Grmaantie 4
= = ¢ B = sl : ——] i
LR e e B e = . '
'S § 2 i i %m] i ke t iy
=3 'th . g - $baguats, |
w38 = = B da o e
Va2 £ L\ golyos [ 338050 du gl S B
©x%csas AN b Y
(& w% S O sy o e i \ |
oRas U ngaqucn de la Aqsmedaova, bib ares.
Q 55 -
Ly 2250 PIANO! :
O 2:E F
in B E e Oirecto ¢
0) O -6 : |
LygPes i !
[ Té 3 ' bt
: 2 =E } |
z Q aa | i i
o —E |w0D : T ]
Paas i e e
L = ; 3 _ i j b sy 2
. : Lael, : ! Hin ey
e ,u%;@% ) i s vl i
§ % ] s Lo 1o tley ' ¥ R '
g‘s:"{ i & c-:_l; i ; i i ¥ ik f : 1
oA : P
: i fat o
- et
secin | 14 L Nl =
s 2 % n , ; - N :
T.pycial } ' x u)s - : 250 £ 1 v I "oy -
Tototat |
3 Toma4sads

Figure 20. César Bolafios’ Cancidn sin palabras (ESEPCO-II) for piano and tape,
collaboration with Mauricio Milchberg, composed in 1970. Score’s excerpt: initial minutes.

The score has indications for the performers to play in the keyboard, directly on the strings or
even knocking around in different parts of the piano. It has also indications for the magnetic
tape part. Not mentioned in the instrumentation, the score also reveals the use of an electronic

impulse generator in the piece.
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® Apuntes con Refran by Milton Estevez (Ecuador)

Ecuadorian Milton Estevez composed several pieces for orchestra and electronics during the
80s. For Apuntes con Refrdn, a piece from 1987, he created the electronic part in his home
studio using a Yamaha DX7 FM synthesizer, a digital sequencer and a Revox B77 open reel
tape recorder. The excerpts from the score included below shows an open style allowing

controlled improvisation mixed with fully notated parts.

This is a sketch of a “multiple solo” for acoustical and electroacoustical instruments.
It contains some “rough” materials (since they are ideas to evolve in the “multiple
solo”) as well as some free exploratory approaches to other composing devices.

Within the first category, a short event plays the role of refrain. The individual
quality of its solo lines, as they are played simultaneously, is dissolved within a large
texture, which becomes characteristic, very bright and is some way aggressive {...]

The refrain interventions assume different shapes. Some of them (e.g. the first one)
are immediately dissolved and in some way developed through multiple and open
repetitive evolution procedures. Others appeal to counterpoint variation devices.

In the refrain and the tutti interventions, the principal device is the vertical texture
and its shape, each time renewed by open construction and performance. In the
alternate passages (based on modal materials from Ecuadorean music), on the
contrary, line movement becomes conspicuous.

The electroacoustical texture, constructed with the same material of the acoustic
texture, uses both structural ways, but color variation is added in order to modify
each appearance. The same electronic event of the introduction takes place at several
reprises, each time modified through most of the work, alternating also with the solo
acoustical interventions. In addition to the acoustical solo lines, except in the
introduction, the electroacoustical texture plays a subordinate role in its relationship
with the global mixed texture, alternating or superimposing by analogy or contrast.

Estevez, M. (2004). Program Notes. [personal communication].
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Figure 21. Milton Estevez’s Apuntes con Refrdn for orchestra and tape, composed in 1987.
Score’s excerpt: page 4.
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Figure 22. Milton Estevez’s Apuntes con Refrdn for orchestra and tape.
Score’s excerpt: page 6.
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Movil 1T (Viols), Alternancias and Apuntes con Refrdn are available for listening online

(Internet) at the Daniel Langlois Foundation for Art, Science, and Technology web site'”.

Those works as well as Flor de Sancayo (Retablo [) and ESEPCO-1{ (Cancidn sin palabras)
are also available for listening at the Centre for Research and Documentation (Intranet) of the

same Foundation.

A composer’ selection of (17 from 61) pages from Apuntes con Refran as well as full-length
scores from Manuel Enriquez’s Movil 11 (Viols), Alfredo del Moénaco’s Alternancias, César
Bolaiios’ Interpolaciones for electric guitar and tape from 1966, alcides lanza’s interferences
111 [1983-1V] for chamber ensemble and computer generated sounds from 1983, Jonatas
Manzolli’s Névoas e Cristais for vibraphone and computer from 1995, and Edson
Zampronha’s Mdrmore for tuba and electroacoustic sounds from 2001, are also available

online at the Foundation’s web site'®.

7 http://www fondation-langlois.org/flash/e/index.php?NumPage=556

*® hitp://www fondation-langlois.org/flash/e/stage. php?NumPage=556



CHAPTER VIII

MUSIC-RELATED TECHNOLOGY AND SCIENCE RESEARCH

8.1 Technology innovators. Early developments

An aspect strongly connected to the development of a musical practice using electronic media

is that of the available technologies to support it.

During the early years of electroacoustic music creation in Latin America there were not
favorable or easy conditions in most countries. Different from today, the access to highly
flexible and powerful recording technologies as well as to professional systems for the
electronic generation and processing of audio signals was extremely limited or inexistent in

most places.

Many composers were working with tape techniques using home tape recorders, recording
any kind of acoustic sounds in order to edit those samples later applying the usual techniques:
cut and splice, speed change, tape direction, and loops. Electronic generating and modifying
equipment was very rare and it was usually available only in electronic music studios, where

composers shared those resources, or in radio stations or scientific research labs.
However, there were exceptional cases worth considering and the following paragraphs are

focused on some of them.

In 1942, Juan Blanco (born in Mariel, 1919) registered the description and design of a new

musical instrument at the Patent and Trademark Office in Cuba. He called his creation the
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Muitiérgano (Multiorgan), and it was based on 12 magnetophonic wire loops running through
a playback head (recording on magnetic tape was being used in Germany at that time but not
in America yet!) Being a polyphonic instrument, the Multiorgan could be loaded with 12
chromatically recorded voices, musical instruments or other sounds, including any
multitimbral combinations and limited only by the allowed number of loops. Each sound
signal would be controlled by a keyboard switching its flow to the amplifier. One pedal
changed the sound amplitude, and another one modified its frequency/duration, varying loop
speeds. The Multiorgan concept predated the Mellotron by several years, but the original
instrument invented by Blanco was never built. In 1991, during the Musical Inventions and
Creations: Denial of Utopia, an International Symposium held in Bourges, France, Blanco

presented a blueprint of the original design.

In Chile, during 1957 Juan Vicente Asuar (born in Santiago, 1933) proposed to write his
civil engineering thesis on Generacién Mecanica y Electrdnica del Sonido Musical
(Mechanic and Electronic Generation of Musical Sounds). Then, in 1958, he started building
the first Electronic Music Studio of Chile at the Catholic University, which was ready in
1959.

Asuar was helping to develop several electronic music studios in different countries during

the 60s, including Germany and Venezuela.

Since 1969 he has become interested in the possibilities of using computers in music and he

created some works using an IBM360 in 1970 and again in 1972.

In 1978 Asuar started his own computer music studio based on what he called COMDASUAR
or Computador Musical Digital Analégico Asuar. The COMDASUAR was using a
microcomputer to generate square waves in real time that later were processed by analog
means. The system was able to produce six voices simultaneously. The software he wrote for
the system was able to generate basic control signals allowing the composer to produce his

own scores (including data interpolation, pitch transposition, etc.) but also providing more
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complex operations like: pitch and duration transmutation, canon, retrograde, and probability,

among other functions.

An engineer interested both in electronics and music, Radl Pavén (born in Mexico City,
1930) began to promote the use of electronic musical instruments in Mexico years before the
first studio was built there in 1970. In 1958, he built the prototype of a loop-based musical
instrument using magnetic tape recordings without knowing this principle was already in use,
Then, in 1960, he built a small electronic musical instrument that featured an oscillator with
multiple waveform outputs, a variety of filters, an envelope generator, a white noise
generator and a keyboard, among other modules. Pavon named the instrument the Omnifon

(meaning: all sounds), and it was among the first electronic sound synthesizers ever built.

KLEargw -7

fonde

Figure 23. Analog synthesizer developed by Raul Pavon during the early 60s in Mexico.
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Pavén was the technical director of the first Electronic Music Lab in Mexico, created as part
of the Composition Workshop at the National Conservatory of Music. With Héctor Quintanar
as its artistic director, the laboratory launched activities in January 1970 with equipment that

included Buchla and Moog synthesizers.

Figure 24. The first electronic music lab in Mexico opened in 1970.

Years later, Pavon wrote one of the first books in Spanish about electronic music: La
Electronica en la Musica ... y en el Arte (Electronics in Music...and the Arts), which was
published in 1981 by CENIDIM. In the book, he wrote about the acoustics, history,

technology and techniques of electroacoustic music as well as about new media arts.



Figure 25. Cover of the book La Electronica en la Musica ... y en el Arte by Rall Pavén.

Pavén also developed the Icofén, an oscilloscope-based system that derived images from
sounds (working with Lissajous figures). He used this system to create several multimedia

works.

In Argentina, Fernando von Reichenbach (born in Buenos Aires, 1931; died in the same
city, 2005) played a major role in technological development during the CLAEM/Di Tella
Institute days in the mid 60s.

341
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Figure 26. The Electronic Music Lab at CLAEM during the late 60s, after Fernando von
Reichenbach redesigned it. Photo by César Bolafios.
2005 © The Daniel Langlois Foundation for Art, Science, and Technology.

He invented the Convertidor Grafico Analdgico (Analog Graphic Converter), also known as
Catalina, used to convert graphic scores from a paper roll into electronic control signals

adapted for musical uses with analog instruments, capturing the original drawing images with

a camera.

Figure 27. The Analog Graphic Converter developed by von Reichenbach during the 60s.
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Reichenbach habia construido Catalina, o sea el Convertidor Analdégico Grafico, que
era una banda de papel en la que se dibujaba, una cdmara de television que leia la
banda de papel, y un generador de las tensiones que controlaban a un moédulo Moog
que era el generador de audio, controlado por la tensién que a su vez era controlada
por este aparato de Reichenbach.

Reichenbach had built Catalina, that is to say the Analog Graphic Converter, that was
a paper band in which it was drawn, a TV camera that read the paper band, and a
generator of the voltages that were controlling a Moog oscillator, which was the
audio generator, controlled by the voltage that was as well controlled by
Reichenbach’s apparatus. [RDF free translation]

Martinez, A. (2003). On the Analog Graphic Converter by Fernando von
Reichenbach. [interview by RDF].

The only VCO available at CLAEM to be controlled by the Analog Graphic Converter was a
Moog module borrowed from composer Nelly Moretto. It was a multi-waveform
monophonic oscillator. Therefore, any polyphonic texture needed to be realized by mixing

and remixing each line on analog (usually stereo) tape recorders.

Al no haber computadoras era necesario que de alguna manera se pudiesen dibujar
las alturas o las intensidades o ambas cosas al mismo tiempo; teniamos dos canales
de dibujo [...]

[A través de los dibujos era possible controlar] ...el oscilador, el modulador y el
filtro.

Having no computers, it was necessary to find some way to draw the pitch or the
intensity or both at the same time; we had two channels for drawing [...]

[With drawings it was possible to control] ...the oscillator, the modulator, and the
filter. [RDF free translation]

von Reichenbach, F. (2003). On the Analog Graphic Converter. [interview by RDF].

The first tape piece created using the Converter was Analogias Paraboloides by Pedro
Caryevschi, composed in 1970. José Ramdn Maranzano and Eduardo Kusnir also composed

tape pieces with the Converter that same year.
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[Caryevschi] Planted un trabajo como racional que era la realizacién de un mddulo
paraboloide, esto es, a la manera de Xenakis, lineas que en forma parabdlica van
generando un modulo que primero se abre y luego se cierra. Eso construido con 64
sinusoides grabadas de a una y montadas en cinta.

He [Caryevschi] proposed to realize a rational piece, that was the accomplishment of
a paraboloid module, that is to say, following Xenakis’ style, lines which in parabolic
form are generating a module that gradually opens and then it closes. That was done
with 64 sine waves recorded one by one and assembled on tape. [RDF free
translation]

Martinez, A. (2003). On the creation of Analogias Paraboloides by Pedro Caryevschi
[interview by RDF].

Figure 28. Sonogram of Analogias Paraboloides by Pedro Caryevschi, a 1970 tape piece
created using the Analog Graphic Converter developed by von Reichenbach. (excerpt
analyzed from minute 2:00 to 3:00).
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During those years, von Reichenbach also created devices such as the keyboard-controlled
polyphonic third/octave and octave filter, and a special patch-bay that helped solve the

complex needs of composers at the lab.

Usually using low-tech he was working behind the scene to solve the technical needs of
composers who were experimenting at Di Tella Institute. An example of this is the switch
pedal board he developed for Interpolaciones, a 1966 piece for guitar and tape by Peruvian
composer César Bolafios, to allow the performer a live control of sound distribution around

the audience.

Fernando von Reichenbach was also involved with the technical development of several
multimedia shows in Buenos Aires. Around 1960, before CLAEM started its activities, he
was working to put on one of the first large multimedia shows of Argentina, the Shell

Pavilion.

It is worth mentioning the experiences of Peruvian composer César Bolaiios (born in Lima,
1931) with the mathematician Mauricio Milchberg in Buenos Aires during the late 70s,
when they were experimenting with computers to organize compositional materials. Those
works led to the creation of two pieces: Sialoecibi (ESEPCO I) for piano and one reciter-
mime-actor and Cancion sin palabras (ESEPCO 1) for piano with two performers and tape,

both from 1970. Milchberg wrote about those experiences:

Lo que si es claro, es que solo traté de ser un complemento del trabajo del
compositor, que es quien tomaba las decisiones en ultima instancia. Usando técnicas
de calculo dentro de lo que se solia llamar, muy exagerada y pomposamente,
inteligencia artificial. No se generaban sonidos, sino estructuras - la intencion era
escribir "partituras" [...] y complementos, como la generacion de los textos leidos.

It was clear that I was only trying to be a complement of the composer, who was
really taking the decisions. Working with calculus techniques from what used to be
called, very overestimated, artificial intelligence. We were not using the computers to
generate sounds but structures - the idea was to write “scores” [...] and complements,
like the generation of some texts read during the pieces. [RDF free translation]

Milchberg, C. (2005). Email subject: Cinta de César Bolafios. France.
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Most of the technology innovators and researchers previously mentioned were also
composers. References about their musical production using electroacoustic media can be
found in chapters V and VI, searching in their respective countries (e.g. Juan Blanco: Cuba;

José Vicente Asuar: Chile; Rail Pavon: Mexico; César Bolafios: Peru).

8.2 Recent research

After the pioneering years represented in the previous section by Blanco, von Reichenbach,
Pavdn and a few other researchers and composers, is hard to find stable technology research
related to music until recent years. An exception is the work by Aluizio Arcela (born in Jodo

Pessoa, Paraiba, 1948) in Brazil.

Arcela's research started in 1975 at the Electrical Engineering Department of the Pontifical
Catholic University of Rio de Janeiro. In 1977 he presented his thesis Dynamic Spectra-
Generating System for the Synthesis of Musical Signals in which he explained a system
combining digital and analog technologies for producing frequency spectra within the range

of human perception.

In 1983 Arcela was invited to join the University of Brasilia where he started a program in
computing. In order to accept, he asked the University for a laboratory to do research in
computer music. A short time later he founded the Laboratdrio de Processamento Espectral

(Spectral Processing Lab) at that University.

Also at the University of Brasilia, in 1989 Arcela created the Master’s in Computer Music,

the first University-level computer music course in South America.

Arcela developed software for sound synthesis, algorithmic musical composition and
computer image generation based on musical intervals. An example is Som-A, his

programming language for additive sound synthesis.
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Some research papers by Arcela written between 1978 and 2002 are available on Internet'.

Several Brazilian composers/researchers have devoted part of their energies to create
computer music applications, among them: Rodolfo Caesar (born in Rio de Janeiro, 1950)
and Gilberto Carvalho (born in 1952). Caesar developed some MIDI-based software for
electroacoustic music composition: Copacabana and Perfil. And Carvalho, in collaboration
with Hudson Lacerda, developed MUSAS (Musical Space Analyzer and Synthesizer) a
software tool for musical analysis and composition that works with two main approaches: the

creation of musical spaces and their analysis by the pitch-class set theory.

During the last decade is noticeable the activity developed in music technology and new
media by several Brazilian researchers, all of them born in the 60s. Fernando Iazzetta,
Fabio Kon and Jonatas Manzolli have been working mostly in Brazil, and Eduardo ‘Reck’

Miranda and Marcelo Mortensen Wanderley out of their mother country.

Most of those researchers have been also active as composers. References about their musical
production using electroacoustic media can be found in chapter V, searching in the Brazil
section. The same is valid for researchers from other countries also named in this chapter; the
information about their musical production should be searched in sections corresponding to
their countries of birth (e.g. Emiliano Causa, Argentina; Roberto Morales-Manzanares,

Mexico; Juan Reyes, Colombia).

Fernando Iazzetta (born in Sao Paulo, 1966) teaches Electroacoustic Music at the Music
Department of the University of Sao Paulo, where he coordinates LAMI - Laboratério de
Acustica Musical e Informatica (Computer and Musical Acoustics Laboratory) and is a

Research Associate at the Graduate Program on Communication and Semiotics at PUC-SP.

" http://www.cic.unb.br/docentes/arcela/lcmm/textos/artigos.html
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His research is directed towards the study of new forms of music technology and music
interaction. He developed: GenComp, a graphic environment for creation and representation
of music based on genetic algorithms, and with Fabio Kon: MaxAnnealing, a tool for

algorithmic composition based on simulated annealing.

lazzetta is author of the book Miisica: Processo e Dindmica (Music: Process and Dynamics)
published by AnnaBlume in 1993, and a number of articles, papers and technical
communications, among others: Um Novo Musico Chamado Usudrio, published in the
procedings of I Simpésio Internacional de Computagéo e Miisica, held in Caxambu, Brazil,
1994; A Semiotic Approach to Music Interaction published in the proceedings of
International Computer Music Conference - ICMC95, held in Banff, Canada, 1995; Sons de
Silicio: Corpos e Mdquinas Fazendo Musica, doctorate thesis, program of Semiotics and
Communication (Comunicagdo e Semidtica), PUC-SP; 4 Musica, o Corpo e as Mdquinas
published in Opus IV magazine, 1997; O Fondgrafo, o Computador e a Musica na
Universidade Brasileira published in the proceedings of X Encontro Nacional da ANPPOM,
held in Goiania, Brazil, 1997; Internet Music: Dream or (virtual) reality, collaboration with
Fabio Kon, published in the proceedings of V Simpdsio Brasileiro de Computagdo e Misica,
hekd in Belo Horizonte, Brazil, 1998; A Misica Efémera da Internet, collaboration with
Fabio Kon, published in the proceedings of XI Encontro Nacional da ANPPOM, held in
Campinas, Brazil, 1998; Material, Forma e Processo na Musica Eletroacustica presented in
the VI Simpdsio Brasileiro de Computagdo e Musica, held in Rio de Janeiro, Brazil, 1999; La
musica en Internet: un suefio o una realidad (virtual)?, collaboration with Fabio Kon,
published in Musica y nuevas tecnologias - Perspectivas para el siglo XXI, Eduardo R.
Miranda (editor), Barcelona, Spain, by L'Angelot Editora, 1999; Meaning in Music Gesture,
in the ebook (CD-ROM) Trends in Gestural Control of Music, Marc Battier and Marcelo
Wanderley (editors), Paris-IRCAM - Centre Pompidou.

lazzetta composed several mixed works as well as tape pieces. In Gérmen, an electronic piece

from 1996, he applied his software GenComp.
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Fabio Kon (born in Sdo Paulo, 1969) has a bachelor degree in Percussion from Sao Paulo
State University and a PhD degree in Computer Science from the University of Illinois at
Urbana-Champaign, where he studied Algorithmic Composition with Prof. Heinrich Taube.

Kon is Professor at the Department of Computer Science at the University of Sao Paulo.

Some of Fabio Kon publications are: O Som do Futuro - Miisica, Computadores e Fractais,
published in Jornal da Tarde, Sdo Paulo, Brazil, 1992; Musica, Computadores e Fractais I1,
Technical Report - [A/UNESP, 1992; 4 Detailed Description of MaxAnnealing, with
Fernando Tazzetta, Technical Report, Department of Computer Science - IME/USP, 1995;
Categorial Grammar and Harmonic Analysis, collaboration with Flavio Silva, published in
the proceedings of the Second Brazilian Symposium on Computer Music, held in Canela,
Brazil, 1995; Stylistic Musical Choices Via Fuzzy Preference Rules collaboration with Flavio
Silva, published in the proceedings of the Congress of the International Fuzzy Systems
Association, held in Sdo Paulo, Brazil, 1995; A Miisica Efémera da Internet, collaboration
with Fernando lazzetta, published in the proceedings of the 11th Meeting of the National
Association of Research and Graduate Studies in Music (ANPOM'98), held in Campinas,
Brazil, 1998; Internet Music: Dream or (virtual) Reality, collaboration with Fernando
[azzetta, published in the proceedings of the Sth Brazilian Symposium on Computer Music,
held in Belo Horizonte, Brazil, 1998; Lg musica en Internet: un sueio o una realidad
(virtual)?, collaboration with Fernando lazzetta, published in Misica y nuevas tecnologias -
Perspectivas para el siglo XXI, Eduardo R. Miranda (editor), Barcelona, Spain, by L'Angelot
Editora, 1999; ACMUS: Design and Simulation of Musical Listening Environments,
collaboration with Fernando lazzetta and Flavio Silva, publsihed in the proceedings of the 8th
Brazilian Symposium on Computer Music, held in Fortaleza, Brazil, 2001; Downloading
Musical Signs, collaboration with Fernando lazzetta, European Journal for Semiotic Studies

Vol. 13, No. 1-2, Vienna, Austria, 2001.

3

As it was mentioned before, Fabio Kon developed with Fernando [azzetta: MaxAnnealing, a
tool for algorithmic composition based on simulated annealing. He is currently working on
applying the technology of mobile agents, developed in the late 90s, to create distributed

environments for music composition and performance through computer networks.
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Kon also composed some electroacoustic works, among them: Momentos I in 1994,
collaboration with Fernando lazzetta, one result of Kon’s research project about The Use of

Fractal Geometry on Music Analysis and Composition.

Jonatas Manzolli (born in Olimpia, Sao Paulo, 1961), composer and mathematician, has
been working on the development of gesture interfaces, using sensors to relate body
movements to sound events, since the early 90s. He has been leader of the Computer Music
Research Group of NICS, Nucleo Interdisciplinar de Comunicagdo Sonora (Interdisciplinary
Nucleus of Sound Communication) at UNICAMP, since 1994. In 1996 Manzolli created the
Gesture Interface Laboratory (LIGA) at NICS “to study relationships between human
gestures, machines and sound, and to develop software and hardware for real time

composition/performance applications.” (Manzolli, 2004)

His research is focused on mathematical model applications of complex systems to music
composition and interactive systems. Two of his recent works are: the evolutionary
compositional system Vox Populi and the application of neuroinformatic technology in the

RoBoser project.

In Vox Populi: An Interactive Evolutionary System for Algorithmic Music Composition, paper
published in 2000, VOX POPULI is described in this way:

Musical composition can be seen as a framework to express human subjectivity in
symbolic and sub-symbolic terms. While recent techniques of digital sound synthesis
present a large number of new sounds at the musician’s desktop, several artificial
intelligence techniques have been applied to algorithmic composition. [...] We
introduce Vox Populi, a system based on the Evolutionary Computation for
composing music in real time. A population of chords is properly codified according
to the MIDI protocol, and evolves by the application of genetic algorithms. Graphic
controls (pad and sliders) provide a friendly manipulation of the fitness and of the
sound attributes.

Evolutionary Computation is used to stimulate the user's sonic perception and to
which he responds. Associating the dynamic behaviour of genetic algorithms with
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tools for real time interaction, Vox Populi becomes a musical instrument. Differently
from a traditional one, Vox Populi is able to create its own sound raw material (chord
population) and to provide a choice-criteria (music fitness) simultaneously.

Moroni, A., Manzolli, J., Von Zuben, F. V., and Gudwin, R. (2000). Vox Populi: An
Interactive Evolutionary System for Algorithmic Music Composition. [n Leonardo
Music Journal, v. 10, 49-54. United States: The MIT Press.

Manzolli developed the Roboser project with Dr. Paul Vercshure of the Institute of

Neuroinformatics in Zurich. The following paragraph gives a basic description of it:

This paper describes Roboser (http://www.roboser.com), an autonomous interactive
music composition system. The core of the system comprises two components: a
program for simulating large-scale neural networks, and an algorithmic composition
system. Both components operate in real-Time. Data from e.g. cameras, microphones
and pressure sensors enter the simulated neural system, which is also used to actively
control motor devices such as pan-tilt cameras and robots. The neural system relays
data representing its current operational state on to the algorithmic composition
system. The composition system in rum [sic] generates musical expressions of these
neural states within an a priori stylist framework. The result is a real-time system
controlled by a brain-like structure that behaves and interacts within a given
environment and expresses its internal states through music.

Wassermann, K. C., Blanchard, M., Bernardet, U., Manzolli, J., Verschure, P. (2000).
Roboser - An Autonomous Interactive Musical Composition System. In I. Zannos
(Ed.), Proceedings of the International Computer Music Conference (ICMC), 531-
534. United States: The International Computer Music Association.

Another recent research by Manzolli, about musical creation on the web, is introduced in this

abstract:

Our objective was to build a "Virtual Studio”, an environment suited for creating
musical compositions, interactively, on the web. Starting from this point, we studied
the implementation of new computer based music instruments for distributed
performance on the Web, called here as DMIs. We took advantage of the recent
Java2 implementation to create a general model for developing interactive musical
performance among Internet users. The DMIs were used in interactive performances
where a MIDI Server receives several streams of MIDI data from several clients. In
this paper, we present and analyse the performance of two DMIs: the first one is
called "Rabisco" which allows the user to draw sound trajectories on the Web; the
second, called “Cordas", is a fretted-string instrument implemented using class
abstractions. In both examples, there is a heavy usage of Java Objected Oriented



352

packages and they run in any browser supporting the current Java Virtual Machine
(JVM}) across the Web.

Ramos, F. L., Manzolli, J., and Costa, M. O. (2003). Virtual Studio: Distributed
Musical Instruments on the Web. In Anais do XXIII Congresso da Sociedade
Brasileira de Computagio, [X SBCM (Simposio Brasileiro de Computagdo e
Musica). Brazil: UNICAMP.

The RoBoser system was used to compose the soundscape of Ada: the intelligent space

presented at the World Expo 02 in Neuchatel, Switzerland.

Eduardo ‘Reck’ Miranda (born in Porto Alegre, 1963) is an active researcher and
composer. As researcher his main areas of work are: sound-based communication systems
(origins of intonation systems in languages; emotion in computer speech; automatic language
identification systems; robot communication), formerly developed at SONY Computer
Science Lab Paris; music and the brain (non-gestural music control using brainwaves;
neurocompatible interfaces; neural networks); music and artificial intelligence (sound design
systems; intelligent synthesizers; knowledge representation; symbolic machine learning),
formerly conducted at University of Edinburgh; and evolutionary music (granular synthesis;
algorithmic composition; origins of music), developed at Edinburgh Parallel Computing

Centre, Glasgow University and the SONY Computer Science Lab Paris.

Miranda published several books about music and new technologies”: Computer Sound
Synthesis for the Electronic Musician, Focal Press, Oxford, United Kingdom, 1998 (with
music software on the accompanying CD-ROM); Musica y nuevas tecnologias.: Perspectivas
para el siglo XXI, L' Angelot, Barcelona, Spain, 1999; Readings in Music and Artificial
Intelligence, Harwood Academic Publishers, Amsterdam, The Netherlands, 2000; Composing
Music with Computers, Focal Press, 2001 (with music software on the accompanying CD-

ROM); and Computer Sound Design: Synthesis Techniques and Programming, also by Focal

2 Some research papers by Miranda are available on Internet at: http://neuromusic.soc.plymouth.ac.uk/
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Press, 2002 (also with music software on the accompanying CD-ROM). He is also co-author
with Marcelo Wanderley of a new book: New Digital Musical Instruments: Control and

Interaction beyond the Keyboard (working title) being published by A/R Editions.

Working at the Edinburgh Parallel Computing Centre (EPCC) Miranda developed
Chaosynth, “an innovative granular synthesis software that uses evolutionary computing

techniques for generating complex sound spectra” (Miranda, 2004).

Miranda lives at present in the U.K. where he is Head of Computer Music Research and
Reader in Artificial Intelligence & Music at the School of Computing, Communications and

Electronics of the University of Plymouth.

Marcelo Mortensen Wanderley (born in Curitiba, 1965) holds a degree on electrical
engineering from UFPR - Universidade Federal do Parana, Brazil, a MSc from UFSC -
Universidade Federal de Santa Catarina, Brazil, on integrated analog circuit design, and a
PhD from the University Pierre et Marie Curie - Paris VI, France, on acoustics, signal
processing and computer science applied to music. As part of his PhD, Wanderley spent five
years at the Analysis-Synthesis Team at IRCAM (Institut de recherche et coordination
acoustique musique) in Paris, where he studied ways of designing new digital musical
instruments. His main research interests are directed towards “the development of human-
computer interaction (HCI) tools and metaphors in a musical context” focusing on the
“analysis of performer-instrument interaction with applications to gestural control of sound

synthesis.” (Wanderley, M. 2004).

Wanderley is co-editor, with Marc Battier, of Trends in Gestural Control of Music, an ebook
published by IRCAM with a collection of essays about different kinds of sensors and their

expressive use in devices to control electronic musical instruments.
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Some of his publications®': 3D Position Signals Acquisition System with Application to Real-
Time Processing published in the proceedings of [CSPAT'96, held in Boston, United States,
1996; Dance-Music Interface based on Ultrasound Sensors, published in the proceedings of
the III Brazilian Symposium on Computer Music held in Recife, Brazil, also in 1996; Non-
obvious Performer Gestures in Instrumental Music; in A. Braffort et al. (editors): Gesture-
Based Communication in Human-Computer Interaction, Springer Verlag, 1999; Contréle
gestuel de la synthése sonore, collaboration with Philippe Depalle, in H. Vinet and F.
Delalande (editors): Interfaces Homme-Machine et Création Musicale, Hermes Science
Publishing, 1999; Improving Instrumental Sound Synthesis by Modeling the Effect of
Performer Gestures, collaboration with Philippe Depalle and Olivier Warusfel, published in
the proceedings of the International Computer Music Conference - ICMC99 , held in Beijing,
China; Gestural Control of a Physical Model of a Bowed String Instrument, collaboration
with Stefania Serafin, Richard Dudas and Xavier Rodet, also published in the proceedings of
the International Computer Music Conference - ICMC99; Gesture-Music, collaboration with
Claude Cadoz, in the aforementioned Trends in Gestural Control of Music - Ircam - Centre
Pompidou, 2000; Towards a Mode! for Instrumental Mapping in Expert Musical Interaction,
collaboration with Andy Hunt and Ross Kirk, published in the proceedings of the
International Computer Music Conference - ICMC2000, held in Berlin, Germany; Gestural
Control of Music, published in the proceedings of the International Workshop Human
Supervision and Control in Engineering and Music held in Kassel, Germany - September
2001; Gestural Control at IRCAM, collaboration with Marie-Héléne Serra, Marc Battier and
Xavier Rodet, published in the proceedings of the International Computer Music Conference
- ICMC2001, held in Havana, Cuba - September 2001; The Importance of Parameter
Mapping in Electronic Instrument Design, collaboration with Andy Hunt and Matt Paradis,
published In Proceedings of the 2002 International Conference on New Interfaces for
Musical Expression (NIME-02), Dublin, Ireland, 2002; Quantitative Analysis of Non-
Obvious Performer Gestures, in . Wachsmuth and T. Sowa (editors) Gesture and Sign
Language in Human-Computer Interaction, Springer Verlag, 2002; Evaluation of Input

Devices for Musical Expression: Borrowing Tools from HCI, collaboration with Nicola Orio,

! Some research papers by Wanderley are available on Internet at:
http://recherche.ircam.fr/equipes/analyse-synthese/wanderle/articles.htm]
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published in Computer Music Journal, Vol 26 No. 3, 2002; Mapping Strategies for Real-time
Computer Music, guest editor, in Organised Sound Vol. 7, Number 2, 2002; Gestural Control
of Sound Synthesis, collaboration with Philippe Depalle, published in Proceedings of the
IEEE, vol. 92, No. 4, 2004. He is also co-author with Eduardo Miranda of a new book: New
Digital Musical Instruments: Control and Interaction beyond the Keyboard (working title)
being published by A/R Editions.

Marcelo Wanderley lives in Montreal, Canada. He is Assistant Professor and Music

Technology Area Chair at the Faculty of Music, McGill University.

Some other Brazilian researchers working in the computer music field are: Ignacio de
Campos, José Homero F. Cavalcanti, Regis Rossi Alves Faria, José Eduardo Fornari,
Anselmo Guerra de Almeida, Victor Lazzarini, Mauricio Alves Loureiro, Mikhail Malt,

Artemis Moroni, Marcio da Costa Pereira Brand4o, Geber Ramalho and Rosa Maria Vicari.

The Brazilian Symposium on Computer Music (SBCM) has become an important
international event during the last decade. The first symposium was held in Caxambu, 1994,
the second one in Canela, 1995, the third one in Recife, 1996, the fourth one in Brasilia,
1997, the fifth one in Belo Horizonte, 1998, the sixth one in Rio de Janeiro, 1999, the seventh
one in Curitiba, 2000, the eighth one in Fortaleza, 2001, the ninth one in Campinas, 2003,
and the tenth one again in Belo Horizonte, 2005. Scientific research as well as technological
innovations related to computer music in Brazil can be tracked through the papers and related

works presented in each edition.

Argentina is one of the most prolific places for electroacoustic music composition in Latin
America. However, research activities focused on the development of applied technology for
music have been, generally speaking, sporadic and without much institutional support until
the recent years. Of course, there have been exceptions, like the aforementioned works by

Fernando von Reichenbach.
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Eleazar Garzon (born in Pozo del Molle, Cordoba, 1948), composer and researcher,
developed several computer applications for music. Some of them are: Sinapsis, introduced
in 1995 during the I Brazilian Symposium on Computer Music held in Canela and described
by his author as “a self-generating system of musical discourses”, and Mus-ario, introduced
in 2001 during the VII Brazilian on Computer Music held in Fortaleza and described as a

“simulator of musical discourses based on artificial life”.

Among the younger generation of technology researchers and composers born in Argentina
we find Pablo Cetta, Luis Maria Rojas, Damian Keller, Emiliano Causa and Francisco

Colasanto.

Pablo Cetta (born in Buenos Aires, 1960) started his activities as researcher in 1987 with the
project Digital Control of analog synthesizers at Centro de Investigacion Musical of the
University of Buenos Aires (UBA). Subsequently he worked on the project Estudios sobre la
utilizacion del Espacio en Musica partiendo de un hardware especialmente disefiado para tal
fin (Studies on the use of Space in Music applying specially designed hardware), which
resulted in the composition of his piece Bosco: jardin al compds del deseo. As part of his
work for the Centro de Estudios Electroacusticos at FACM-UCA he developed a series of
applications for computer assisted composition using pitch class sets, combinatorial arrays
and instrumental re-synthesis of sound synthesis techniques. He also developed digital signal
processing and educational software. During 1992 he was working on an automatic musical
performance software, applying musical graphics and MIDI control in real time. In 1996 he
worked on the project Estudio y desarrollo de una interfaz grdfica a aplicar en programas de
sintesis digital (Study and development of a graphic interface to apply to digital synthesis
programs). During the last years he was working on a research project focused on building

Un modelo para la simulacién del Espacio en Misica (A model for simulation of Space in
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Music), which involved the development of sound spatial localization applications using the

HRTF technique applied to the composition of chamber music with electronic sounds.

Dr. Cetta composed several pieces for tape as well as mixed works.

Luis Maria Rojas (born in Bolivar, 1960) is researcher, musical software developer and
composer. He received a prize in the Computer Assisted Work category from the
International Institute of Electroacoustic Music of Bourges, France, for his Texture 3.0
software. Rojas says about his development: “Texture generates musical information by
stochastic means in two differents ways: the first one to be interpreted by a MIDI device, and

the other one to be interpreted by TRender, a sofware synthetizer included with the package.’

(Rojas, L. M. 2003. Personal communication).

Rojas also developed SMSrt during 2001, a Xavier Serra’s SMS based software.

He is teaching Electroacoustic Media at the Musical Conservatory of Bahia Blanca,

Argentina.

Damian Keller (born in Buenos Aires, 1966) has been developing an interdisciplinary
research work on instrumental timbre and formal structures using tools extracted from

psychology of perception, signal processing and musicaf analysis.

Some of Keller’s published articles and reports are: Theoretical outline of a hybrid musical
system, with C. Silva, published in the Proceedings of the Second Brazilian Symposium on
Computer Music held in Canela, Brazil, in 1995; Anitoo: some analysis tools, published in
the Proceedings of the International Computer Music Conference held in Hong Kong, in
1996; Ecologically-based granular synthesis, with B. Truax, published in the Proceedings of
the International Computer Music Conference held in Ann Arbor, United States, in 1998;

touch'n'go; Ecological Models in Composition, Master of Fine Arts Thesis, Simon Fraser
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University, Burnaby, Canada, 1999; Social and perceptual dynamics in ecologically-based
composition, published in Proceedings of the VII Brazilian Symposium of Computer Music
held in Curitiba, Brazil, in 2000; Introduction to the ecological approach, included in the
accompanying CD-ROM coming with R. Bianchini and A. Cipriani (editors) Virtual Sound,
Contempo Edizioni, Rome, Italy, 2000; Social and perceptual processes in the installation
The Trade, with A. Capasso, published in Organised Sound Vol. 5 No. 2, 2000; Social and
perceptual dynamics in ecologically-based composition, published in Electronic
Musicological Review, Vol. 6, 2001; Accumulation and interaction in an urban landscape:
Urban Corridor, with A. Capasso, and S.R. Wilson, published in the Proceedings of the VIII
Brazilian Symposium of Computer Music held in Fortaleza, Brazil, 2001; Everyday sounds:
synthesis parameters and perceptual correlates, with J. Berger, published in the Proceedings

of the VIII Brazilian Symposium of Computer Music held in Fortaleza, Brazil, 2001.

In collaboration with C. Rolfe, Keller developed MacPOD, a real-time granular synthesis

software.

Emiliano Causa (born in La Plata, 1970) studied graphic art, composition, sax and
information systems’ engineering. He is Researcher and Professor at the Multimedia

Production career of the Fine Arts Faculty, University of La Plata.

Causa has been developing software applications for music, digital audio signal processing
and multimedia: a tool for assisted composition based on Schillinger techniques, a time
expander, a neural network based pitch recognition system, sound morphing software, and

some sound-image-movement developments, among others.
In 2002 Causa founded the group Proyecto Biopus (with Christian Silva, Tarsicio Pirotta and
Julidn Isacch) to work on interactive artworks and web-art developments, bringing together

multimedia and artificial intelligence concepts.

He has been active in electroacoustic music, video and web art.
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Francisco Colasanto (born in Buenos Aires, 1971) is researcher at [ESMUMD, Instituto de
Investigacion Experimental en Sonido y Musica por Medios Digitales de la Facultad de
Informatica ae la Universidad de Morén (Digital Sound and Music Experimental Research
Institute at University of Moron) and LIPM. His research is mainly focused in interactive

musical performances involving acoustic instruments and electronics.

Today, several public and private universities in Argentina are supporting some technology

research activities related to electroacoustic music creation and performance.

Research activities in terms of music technology applications and related new media
developments have been increasing since the mid 80s. Most researchers have been
developing, at least part of their work, out of their native country, looking for an adequate
support. Juan Reyes and Camilo Rueda from Colombia, Roberto Morales-Manzanares from

Mexico, and Rajmil Fischman from Peru, are some of those researchers.

Juan Reyes (born in Barranquilla, 1962), composer and researcher, obtained degrees in
Mathematics and Music Composition from the University of Tampa, in the United States. He
also studied computer music at Center for Computer Research in Music and Acoustics

(CCRMA) in Stanford University.

Reyes has been focusing his research on: artificial intelligence and music, 1995; spectral and
physical models of musical instruments, 1996; wavelets, 1997; chaos and attractors, 2000;
dynamic systems and scan synthesis, 2001; algorithmic composition, 2003; among other

topics.
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Some musical outputs of Reyes research projects can be heard in his pieces: Straw-Berry,
composed in 1997 at MOX - Advanced Computing Center of Los Andes University in
Bogota, where he was using physical modeling of blown and plucked musical instruments;
SygFrydo, composed in 1998 at MOX, using physical, spectral and expression modeling; and
Chryseis, composed in 2002 at CCRMA - Stanford University in California, using scanned

synthesis.

Camilo Rueda was helping to develop PatchWork, the visual music composition language
created at IRCAM, France, during the early 90s. Among other papers, he published: 4 visual
Programming Environment for Constraint Based Musical Composition in the proceedings of

the [ Brazilian Symposium on Computer Music, 1994.

Roberto Morales-Manzanares (born in Mexico City, 1958) is an active composer,
performer and researcher. He developed Escamol, “an algorithmic tool for composition
which uses non-deterministic automatons controlled by rules” (Morales, E and Morales, R.
1995 Learning Musical Rules). Escamol can “generate more than 20 simultaneous voices and
its predicates include counterpoint modal rules, algorithms that simulate Alberti’s bass,
traditional harmonic progressions, contemporary composition rules and generative
grammars” (Morales, E and Morales, R. 1997. Music, Composition, Improvisation and

Performance through Body Movements).

Some of Morales published research papers are: Learning Musical Rules, collaboration with
E. Morales, 1995; Non Deterministic Automatons for Composition, in 1994 International
Computer Music Conference Proceedings, International Computer Music Association;
Andlisis de forma y estilo musicales por induccion utilizando [6gica de primer orden,
collaboration with E. Morales, in Revista de la Sociedad Matematica Mexicana vol. 14, 1994;
Learning Counterpoint rules for analysis and Generation, collaboration with E. Morales, in
First Brazilian Symposium on Computer Music, 1994; SICIB (Sistema Interactivo de

Composicion e Improvisacion para Bailarines), collaboration with E. Morales, in Revista de
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la Sociedad Matematica Mexicana vol. 16, 1996; Music, Composition, Improvisation and
Performance through Body Movements, in KANSEI The technology of Emotion, 1997
Proceedings, AIMI International Workshop; /ntegrating Bayessain Networks with Logic
Programs for Music, collaboration with E. Morales and E. Sucar, in 2000 International

Computer Music Conference Proceedings, International Computer Music Association.

Morales composed a large number of tape and mixed pieces using electroacoustic media,

many of them involving live electronics.

Rajmil Fischman (born in Lima, 1956) studied composition and electrical engineering, and
has been working with computer media since the mid 80s. He has been composing both tape

and mixed works. He is Professor at Keele University, in Staffordshire, U.K.

Some of his published papers are: Music for the Masses, published in 1994 by Journal of
New Music Research (Swets & Zeitlinger, Netherlands); 4 Systematic Approach to the
Analysis of Music for Tape, published in 1995 on the Proceedings of the International
Computer music Conference at Banff, Canada; followed by Analysis of Crosstalk, a work by
Michael Vaughan and The Phase Vocoder: Theory and Practice, both published in 1997 by
Organised Sound (Cambridge University Press, UK); Global Village - Local Universe,
published in 1999 by Leonardo Music Journal (The MIT Press, USA); Derivation of Organic
Musical Structure and Materials from the Solution of Differential Equations (MRI Press,
USA) and Application of Mathematical Models to the Generation of Organic Musical
Structure and Discourse in Composition: Research Summary, published in 2002 on the
Proceedings of the International Computer music Conference at Géteborg, Sweden. He also
contributed with two chapters, 4 Tutorial Survey of ‘Classic’ Synthesis Techniques and
Multiband Processing with Time-varying Filters to The Csound Book and accompanying CD-
ROM edited by Richard Boulanger and published in 2000 (The MIT Press, USA).

Fischman also has been developing some software applications, including: CDPDESK,

CDP - Composers' Desktop Project and GRAPHLIB - CDP Graphics Library and manual in
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1987; MAESTROI - SoundMaestro for CD production. Version 1 in 1988; KEELEDESK, a
compositional environment for the manipulation and processing of soundfiles in 1991 (this
project includes and integrates the research and development carried out by Digital Music
Technology students at Keele University); AL, Algorithmic Composition Graphics
Environment, and ERWIN-COM plug-in for granular synthesis using the statistical
distributions obtained from Schréedinger’s quantum mechanics equation for a potential with
spherical symmetry, in 2001. Since 1987 he has been also developing miscellaneous

programs for musical signal processing, distributed by the Composers' Desktop Project.

Throughout this chapter a first approach to the music-related technology and science research
developed in different Latin American countries is proposed. It was very difficult to find
traces of the pioneering music-related technology innovations developed by José Vicente
Asuar, Juan Blanco, Rail Pavon, Fernando von Reichenbach, and Mauricio Milchberg with
César Bolafios. For example, it was impossible to find Pavon in Mexico, even asking many of
his colleagues, they have no references about where he could be living today. Once again, I
need to say here that part of our recent history in terms of art and new technologies is being

lost, and we need to do much more before it is too late.

While Brazilian researchers have been developing important activities, both in their own
country and abroad for the last three decades, Argentinian, Colombian and Mexican
researchers have been increasing their music-related technology and scientific studies during

the last few years.



CHAPTER IX

CONCLUSIONS

9.1 Conclusions

The results of my research show a sustained development in several Latin American

countries in terms of musical creation involving electroacoustic media.

Argentina, Brazil and Cuba have been showing uninterrupted activities around the studied
field since the 50s or 60s. On the other hand, countries like Chile, Mexico, Uruguay and
Venezuela showed pioneering activities during the 50s or 60s but then an irregular
production, in some cases until the late 80s or 90s, when strong activities in the field

restarted.

Composers from Bolivia, Colombia, Ecuador and Peru using electroacoustic media in their
music during the 60s and 70s were mainly working at studios in Europe, the United States or

in other Latin American countries (e.g. Argentina).

In a few countries of the studied region, like Costa Rica or El Salvador, we can track
sustained activities in the electroacoustic music field only since the 80s, the 90s, or even just

a very few years ago.

There are also some exceptional situations, like the one in Guatemala or the Dominican
Republic, where just a few composers have been integrating electroacoustic techniques and
technologies in their music. In spite of that, in Guatemala Joaquin Orellana started to

incorporate electroacoustic media in his music during the early 60s. In the Dominican
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Republic the first activities were found around the late 70s.

To my initial main research question: How has the tradition of musical creation using
electroacoustic media developed in Latin America? | am proposing this thesis together with
the collection of recordings archived at the Daniel Langlois Foundation as an answer. With
them I am aiming to unfold part of the Latin American electroacoustic music history, helping
to keep the memory of this tradition developed through the work of many artists and
technology innovators. This empirical research has allowed me to work with pioneers of the
electroacoustic music field and to produce concrete actions to preserve some of their

endangered works.

The few major initiatives supporting electroacoustic music creation during the early years of
its development in Latin America, like the CLAEM at Instituto Di Tella in Buenos Aires
during the 60s, did not produce any actions related to the preservation and documentation of

their vast production.

The region’s economic and social conditions were not good and are not much better today. In
some cases, they are even worse now than during the 50s or 60s, but the affordability and
availability of sophisticated electronic technologies to produce and transform musical sounds

is a different reality today from that of the pioneering years.

The experimental approach of many composers, together with innovative solutions coming
from technology makers, resulted in a vast and rich production developed during several
decades, beginning just a few years later than in the places where electroacoustic music was

born.

The history of Latin America as a region has many points in common. When electroacoustic
music activities started in the different countries there were many similarities in their context.
The political, social and economic situation have been difficult in most countries for many

years, and that has not changed much lately.
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The access to the technology needed to create electroacoustic music was prohibitive for
individuals until not so many years ago. The costs of buying equipment were very high and

the technical maintenance also costly and usually extremely complex to resolve.

Composers were traveling to Europe and the United States to be able to learn about the new
technologies and, most of all, to be able to use them in their own creations. Local institutional
support was scarce in Latin America, and with a few exceptions, no organizations were able
to survive for a long period. Talented composers and creative technology innovators were
“making the change”, most of them without important institutional support. They have been
the real basis for this incredible musical production that has not been very well known in
most of the main northwestern centers of electroacoustic music or even in Latin America

itself.

The lack of preservation actions and documentation about electroacoustic music in Latin
America led to the urgent need to do something about it, before it was too late, and this text
together with its accompanying recordings archive are the results of this regional-focused

initiative.

9.2 Future steps

Hopefully, the work I have been presenting throughout this text will invite the reader to
explore more about the wonderful and largely unknown sonic world created by hundreds of

Latin American composers over the past several decades.

Future steps could follow multiple paths, as for example: (a) further research work on the
recordings already available at the Daniel Langlois Foundation for Art, Science and
Technology, (b) further regional or local field-research with composers and/or organizations

that still have musical recordings and information of pioneering works.
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The basic information I have included in the database accompanying the recordings of the
collection I have developed at the DLF could be widely expanded. The compositional
techniques used in some works, as well as the technology developed for them are two aspects
that could be considered to extend this study, but also, in a deep contextual analysis, the
history and socio-economic characteristics of the different countries of the region could be
looked into. In fact, I consider this work is a part of an unfolding process where we could
find a new world of sounds and music but it is also a process of basic knowledge about

different cultural contexts with varied artistic developments.

At the moment of this writing, 2005, there are several major European institutions joining

efforts to find possible solutions for the electroacoustic music preservation problem.

Today a more energetic action is needed in order to build initiatives that will open

preservation and access to our electroacoustic heritage. Two major dangers threaten

the electroacoustic memory:

- The decaying of all media, mainly analog but also early digital media

- The fact that many actors and historical centres are disappearing, carrying with
them knowledge and know-how about collections, technology and history.

Concern is growing in the electroacoustic community as well as in the academic
domain for developing initiatives that may improve this situation and progressively
build a common, wide, non-aesthetic oriented preservation action.

The approach of the network is completely open-minded. There are no aesthetic or
technological restrictions; the main concern is that there is media that needs to be
preserved. Priority is given to endangered media, mainly analog media and early
digital media. The urgency is to preserve music for which media is the only carrier,
and may disappear if the media decays. Our focus is on music composed with
technological devices.

Many questions remain open: what documentation systems and protocols are needed;
what do we do with essential documents such as scores and diagrams; what future is
there for old software, hardware, machines and devices used for musical creation;
what essential information should be preserved so as to guarantee a future
performance of a work? Within the project’s scope there are no limitations, the entire
electroacoustic domain is concerned and no limits should be put to it. The only
limitations are practical; what can be done, and what are the priorities in relation with
the danger of losing our heritage?



Teruggi, D. (2005). Electroacoustic Music Preservation: a memorandum. Email
subject: Electroacoustic Preservation Meeting. France.

This text and the accompanying recordings archive are positive steps towards what the
European initiative is mentioning. However, many more actions must be taken soon to
preserve an important part of the Latin American heritage concerning its recent artistic

production involving electronic technologies.

I hope this work will be useful and will help others to learn something from it.

367



LATIN AMERICAN ELECTROACOUSTIC MUSIC COLLECTION

Argentina

Table 12. Musical compositions created by Argentinian composers
available for listening in the Latin American Electroacoustic Music Collection.

| Composition Date of creation Composer D:it:ﬂ(: f
Dos Estudios en Oposicion 1959 Dianda, Hilda 1925
A-7 1964 Dianda, Hilda 1925
Contrastes 1964 Krieger, Armando 1940
Didlogos I 1964 1965 Kropfl, Francisco 1931
Electronic Study No.3 1964 1965 |Davidovsky, Mario 1934
Concrecion 65 1965 Castillo, Graciela 1940
Didglogos Il 1965 Kropfl, Francisco 1931
exercise [ (1965-V) 1965 lanza, alcides 1929
\Forma sonora de Ondina : Homenaje a o
\Aloysius Bertrand 1965 Arandia Navarro, Jorge | 1929
Composicion 9b 1966 Moretto, Nelly 1925
interferences I (1966-11) 1966 lanza, alcides 1929
interferences I (1966-11) [tape part -
ﬁzly] 1966 lanza, alcides B 1929
}kromoplasticos 1966 lanza, alcides 1 1929
@eczros 11 (1966-1) 1966 lanza, alcides 1929
plectros I (1966-1) [tape part only] 1966 lanza, alcides 1929
interferences Il (1967-1) 1967 lanza, alcides 1929
interferences Il (1967-1) [tape part |
only] 1967 lanza, alcides 1929

|—
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strobo I (1967-V) 1967 lanza, alcides 1929
strobo 1 (1967-V) [tape part only] 1967 lanza, alcides | 1929
two times too 1967 lanza, alcides 1929
Fjercicio [ 1968 Grela, Dante 1941
ekphonesis I (1968-11) [tape part only] | 1968 lanza, alcides 1929
ekphonesis 11 (1968-111) 1968 lanza, alcides 4(1‘929
ekphonesis Il (1968-111) [tape part

only] u968 lanza, alcides 1929
Estudio Electrénico No. [ 1968 Tejeda, Eduardo %1 923 1
Médisances 1968 Ferreyra, Beatriz 1937 |
penetrations I (1968-1V) 1968 lanza, alcides 1929
ekphonesis 111 (1969-11) 1969 lanza, alcides 1929 |
ekphonesis 111 (1969-11) [tape part 0

only] 1969 lanza, alcides 1929
Four electronic statements (1969-

[11bis) 1969 lanza, alcides 1929
nvocation 1969 Serra, Luis Maria jV 1942
E;z'wig van [tape part only] 1969 Kagel, Mauricio 1931
penetrations Il (1969-1V) [version 1] | 1969 lanza, alcides 1929
penetrations 11 (1969-1V)  [version 2] | 1969 lanza, alcides i 192?\
penetrations 11 (1969-1V) [tape part

only] 1969 lanza, alcides 1929
The Cement Jungle Suite (1969-111) 1969 lanza, alcides 1929
Tres movimientos para cinta

magnetofonica 1969 Tosco, Virgilio F. H. 1930
A:alog[as Paraboloides 1970 Caryevschi, Pedro

Dynamus 1970 Bértola, Eduardo 1939
@Panaderz’a 1970 Kusnir, Eduardo 1939
EOrvietan B 1970 Ferreyra, Beatriz j@
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Mnémon ] 1970 Maranzano, José 1940
Muisica para sintetizador 1970 Krépfl, Francisco 1931
Penetraciones 1970 1972 |Bértola, Eduardo 1939
penetrations V (1970-1V) 1970 lanza, alcides 1929
penetrations V (1970-1V) [tape part

only] 1970 lanza, alcides 1929
acufenos 11 (1971-1V) 1971 lanza, alcides 1929
acifenos I (1971-1V) [tape part only] 1971 lanza, alcides 1929
\Atmésferas 1] 1971 Tosco, Virgilio F. H. 1930
\Dividido dos 1971 Etkin, Mariano 1943
ecidesis 11l (197 1-1]) 1971 lanza, alcides 1929
eidesis 111 (197 1-11) [tape part only] 1971 lanza, alcides 1929
ekphonesis IV (1971-111) [tape part

only] 1971 lanza, alcides 1929
Musica en-cinta 1971 Alvarez, Calixto 1938
Penetraciones 11 1971 Bértola, Eduardo 1939
plectros I (1971-1) 1971 lanza, alcides 1929
plectros LI (1971-1) [tape part only] 1971 lanza, alcides 1929
Skolyon 1971 Viera, Julio Martin 1943
Estudio 1972 | Grela, Dante 1941
penetrations VII (1972-111) 1672 lanza, alcides 1929
penetrations VII (1972-11) [tape part

only] 1972 lanza, alcides 1929
Siesta Blanca 1972 Ferreyra, Beatriz 1937
\Absolum 1973 Luengo, Marfa Teresa 1940
Estudio [ 1973 Rapp, Jorge 1946
hip'nos I (1973-1) 1973 lanza, alcides 1929
Canto del Loco 1974 Ferreyra, Beatriz 1937

Parca 1974 Bazan, Oscar 1936
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plectros IV (1974-1) 1974 lanza, alcides 1929

lectros IV (1974-1) [tape part only] 1974 lanza, alcides 1929
... Después el silencio ... 1975 1976 |Dianda, Hilda 1925
Bah, le dije al tiempo 1975 Moretto, Nelly 1925
huauqui 1975 Paraskevaidis, Graciela | 1940
kron'ikelz75 [1975-1] 1975 lanza, alcides 1929
\Los numeros 1975 Bazéan, Oscar 1936

emento 1975 Maranzano, José 1940
Senzar 1975 Tejeda, Eduardo 1923
Tramos 1975 Bértola, Eduardo 1939
Un tiempo, un lugar .. 1975 Rapp, Jorge 1946
Visiones 1976 Serra, Luis Maria 1942
acifenos I (1977-1) 1977 lanza, alcides 1929
actfenos I (1977-1) [tape part only] 1977 lanza, alcides 1929
eidesis IV (1977-11) 1977 lanza, alcides 1929
eidesis IV (1977-11) [tape part only] 1977 lanza, alcides 1929
Scherzo 1977 Kropfl, Francisco 1931
outof... (1978-1) 1978 lanza, alcides 1929
Cotidiana 1978 Rapp, Jorge 1946
Echos 1978 Ferreyra, Beatriz 1937
ekphonesis V (1979-1) 1979 lanza, alcides 1929
ekphonesis V (1979-1) [tape part only] | 1979 lanza, alcides 1929
El cuaderno del alquimista 1979 Mandolini, Ricardo 1950
Glaciacion 1979 Grela, Dante 1941
Una Orquesta Imaginaria 1979 Vifiao, Alejandro 1951
Voces Il 1979 1982 |Terzian, Alicia 1934
acufenos V (1980-1I) 1980 lanza, alcides 1929
acifenos V (1980-11) [tape part only] 1980 lanza, alcides 1929
Cancién de Madera y Agua 1981 Mandolini, Ricardo 1950




372

Go 1981 Viiiao, Alejandro 1951
Configuraciones Espaciales 1982 Grela, Dante 1941
\Estudio sobre Ritmo y Espacio 1982 Dal Farra, Ricardo 1957
\Estudio sobre un ataque de timbal 1982 Dal Farra, Ricardo 1957
Hinterland 1982 Roqué Alsina, Carlos 1941
modulos I (1982-1) 1982 lanza, alcides 1929
modulos I (1982-1) [tape part only] 1982 lanza, alcides 1929
Montparnasse la nuit 1982 Teruggi, Daniel 1952
Octuor 1982 Vaggione, Horacio 1943
Tres Piezas para Flauta y Sonidos
FElectronicos 1982 Palazzo, Ricardo 1955
Yasiera 1982 Castillo, Graciela 1940
udiciones 1983 Dal Farra, Ricardo 1957
Civilizaciones 1983 | v.2003 |Dal Farra, Ricardo 1957
De mi huian los pdjaros 1983 Mandolini, Ricardo 1950
Estudio eliptico 1983 Dal Farra, Ricardo 1957
interferences Il (1983-1V) [version 1]| 1983 lanza, alcides 1929
interferences 11 (1983-1V) [version 2]| 1983 lanza, alcides 1929
interferences III (1983-1V) [tape part
only] 1983 lanza, alcides 1929
modulos I (1983-111) 1983 lanza, alcides 1929
modulos I (1983-111) [tape part only] | 1983 lanza, alcides 1929
Poema reiterado 1983 Mandolini, Ricardo 1950
sensors IV (1983-V) 1983 lanza, alcides 1929
sensors IV [tape part only] 1983 lanza, alcides 1929
\Aqui, alld y en todas partes ... 1984 Rapp, Jorge 1946
Ceremonia Secreta 1984 Mandolini, Ricardo 1950
Gags Kags 1984 Kusnir, Eduardo 1939
Klavierstiick VI (Hommage a Bach) 1984 Roqué Alsina, Carlos 1941
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Muisica para Hall 1984 Dal Farra, Ricardo 1957
Costa, Carlos
Mutacion 11 1984 1985 [Kropfl, Francisco 1931
Overstrung 1984 1985 |Valverde, Gabriel 1957
Spheera : Eterea 1984 1993 |Teruggi, Daniel 1952
Una musica, un rumor, un simbolo 1984 Valverde, Gabriel 1957
( Es ese el baile de Delia Ble? 1985 Edelstein, Oscar 1953
Como es Lily? 1985 Kusnir, Eduardo 1939
Ek-stasis 1985 1986 [Valverde, Gabriel 1957
ektenes I (1985-111) 1985 lanza, alcides 1929
Estudio Electronico Il 1985 Rapp, Jorge 1946
Incertidumbre 1985 Mendelievich, Eudardo | 1958
Petit Poucet Magazine 1985 Ferreyra, Beatriz 1937
Primer Instante [tape 1] 1985 Dal Farra, Ricardo 1957
Primer Instante [tape 2] 1985 Dal Farra, Ricardo 1957
Son Entero 1985 1988 [Vifiao, Alejandro 1951
Thema 1985 Vaggione, Horacio 1943
Acusmadtico 1986 Dal Farra, Ricardo 1957
! menor ruido los pdjaros se callan 1986 Tauriello, Antonio 1931
\Ancestros 1986 Dal Farra, Ricardo 1957
Canto a mi misma 1986 1987 |Terzian, Alicia 1934
Clones 1986 Dal Farra, Ricardo 1957
Gervasoni, Arturo 1962
Contradicciones 1986 Simkin, Carlos 1944
Dos nifios amenazados por un ruisefior | 1986 Tauriello, Antonio 1931
Double 1986 Dal Farra, Ricardo 1957
Gervasoni, Arturo 1962
Intangibles universos 1986 Grela, Dante 1941
\Integrados 1986 Dal Farra, Ricardo 1957
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Gervasoni, Arturo 1962
Karma [stereo version] 1986 Dal Farra, Ricardo 1957
Karma [4 tracks] 1986 Dal Farra, Ricardo 1957
PH 1986 Dal Farra, Ricardo 1957
Gervasont, Arturo 1962
Procesos 1986 Dal Farra, Ricardo 1957
Sonambula 1986 1987 illni, Ricardo 1960
Spheera . Aquatica 1986 1993 |Teruggi, Daniel 1952
The U.F.QO. forest 1986 Ferreyra, Beatriz 1937
Toccata del Mago 1986 1987 [|Vifiao, Alejandro 1951
“La Noche de las Noches " seven Zenga| 1987 1989 |Viiiao, Ezequiel 1960
arghanum II (1987-11) 1987 lanza, alcides 1929
arghanum [V (1987-111) 1987 lanza, alcides 1929
Lopez Lezcano,
Busqueda 1987 Fernando 1956
Cumulos 1987 1988 (Valverde, Gabriel 1957
Divertimento I : El Reloj 1987 Viera, Julio Martin 1943
G 1987 Dal Farra, Ricardo 1957
Gervasoni, Arturo 1962
Hambulat Hic Armatus Homo 1987 Piantino, Eduardo 1943
L'autre ... ou le chant des marécages 1987 2004 |Ferreyra, Beatriz 1937
Para Todos Ellos 1987 Dal Farra, Ricardo 1957
Planos Imaginarios 1987 Perales, Stella 1944
Souffle d'un petit Dieu distrait 1987 1997 |Ferreyra, Beatriz 1937
Viril Occidente 1987 Edelstein, Oscar 1953
... due giorni dopo [stereo version] 1988 Dal Farra, Ricardo 1957
... due giorni dopo [4 tacks] 1988 Dal Farra, Ricardo 1957
...there is a way to sing it... (1988-11]) 1988 lanza, alcides 1929
\Argos 1988 Fumarola, Martin 1966
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Canticum 1988 Franchisena, César 1923
ekphonesis VI (1988-11) 1988 lanza, alcides 1929
ekphonesis VI (1988-11) {tape part
only] 1988 lanza, alcides 1929
Entropogel 1988 Nillni, Ricardo 1960
Kabenhavn 1988 Luna, Fabian 1963
Orillas 1988 Kropfl, Francisco 1931
S¢ir 1988 Vaggione, Horacio 1943
Uhuru 1988 Dal Farra, Ricardo 1957
Gervasoni, Arturo 1962
Vértex 1988 Pérez Mird, Ricardo 1952
A bylo to tak... 1989 Fiore, Héctor 1953
Danzas 1989 Gerardi, Enrique 1926
De los mundos paralelos 1989 Grela, Dante 194]
Doble Mensaje 1989 Mary, Mario Marcelo 1961
EGT 1989 Dal Farra, Ricardo 1957
El Grito 1989 Lopez Blanco, Esteban
El Valle de las Profecias 1989 Bazan, Oscar 1936
Estatismo 1989 Fumarola, Martin 1966
Homenaje a Pierre Schaeffer 1989 Belloc, Enrique 1936
Japi-Nd 1989 Dal Farra, Ricardo 1957
lacrimosa a salvador dali 1989 Schmilovich, Sergio 1959
Los Giros del Alma del Toro 1989 Sad, Jorge L. 1959
Melélogo I (Chroniques de 'abolition
de l'esclavage) 1989 Serra, Luis Maria 1942
INio Aeln 1989 Gritzer, Carlos 1956
Sikxo 1989 Justel, Elsa 1944
SP4 1989 Dal Farra, Ricardo 1957
Spheera : Focolaria 1989 1993 |[Teruggi, Daniel 1952
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Spheera : Terra 1989 1993 [Teruggi, Daniel 1952
Synergy 1989 Furman, Pablo 1955
Synergy [tape part only] 1989 Furman, Pablo 1955
un mundo imaginario (1989-11) 1989 lanza, alcides 1929
un mundo imaginario (1989-11) [tape
part only] 1989 lanza, alcides 1929
Xastock 1989 Dal Farra, Ricardo 1957
\Anaconda 1990 Rosas Cobian, Michael | 1953
arghanum V (1990-]) pet 1990 lanza, alcides 1929
arghanum V (1990-1) pet [tape part
only] 1990 lanza, alcides 1929
arghanum V (1990-1) pi 1990 lanza, alcides 1929
arghanum V (1990-1) pi [tape part
only] 1990 lanza, alcides 1929
\Ash 1990 Vaggione, Horacio 1943
\Batimenti 1990 Cerana, Carlos 1958
Ciao bambina 1990 Fiore, Héctor 1953
Ecos 1990 Schachter, Daniel 1953
El adios 1990 Pozzati, Guillermo 1958
Endorfina 1990 Mary, Mario Marcelo 1961
Escenas para un film - [ 1990 Gerardi, Enrique 1926
Escenas para un film - I] 1990 Gerardi, Enrique 1926
Failles fluorescentes 1990 Gritzer, Carlos 1956
Gaps 1990 Nillni, Ricardo 1960
Gaps [tape part only] 1990 Nillni, Ricardo 1960
ai generated 1990 Fiore, Héctor 1953
La Confesion 1990 Schmilovich, Sergio 1959
Las vaquitas son ajenas 1990 Fiore, Héctor 1953
Lejania 1990 Gerardi, Enrique 1926
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Meldlogo 11 (A Jacques Coeur, T

Argentier du Roi) 1990 Serra, Luis Maria 1942
Persecucion 1990 Keller, Damian 1966
Strata 1990 Furman, Pablo 1955
Tecnota 1990 Fiore, Héctor 1953
the freedom of silence (1990-11) 1990 lanza, alcides 1929
the freedom of silence (1990-11) [tape
part only] 1990 lanza, alcides 1929
Tonal / Nagual 1990 Sad, Jorge L. 1959
Tu casa o este océano 1990 Dirie, Gerardo 1958
A.M a deux (Divertimento) 1991 Serra, Luis Maria 1942
\Ashram 1991 Dal Farra, Ricardo 1957
lAshram [tape part only] 1991 Dal Farra, Ricardo 1957
Buenos dias fue un buen dia 1991 Kusnir, Eduardo 1939
Cohesion 1991 Mary, Mario Marcelo 1961
Composicion 1991 Grela, Dante 1941
Dos estudios preliminares 1991 1992 |Valverde, Gabriel 1957
El Simurgh -Book I- "The Conference
of the Birds" 1991 Vifiao, Ezequiel 1960
Estudio Sobre Una Configuracion
Fractal 1991 Zimbaldo, Daniel 1955
Expansion 1991 San Martin, Patricia
[Furioso 1991 Dal Farra, Ricardo 1957
Biriotti, Ledn 1929
Fy Mor 1991 Justel, Elsa 1944
\Halito 1991 Schachter, Daniel 1953
Lépez Lezcano,
Hot'n cold 1991 Fernando 1956
Huellas digitales 1991 Cerana, Carlos 1958




378

India vieja, sincretismo #1 1991 Halac, José 1962
Mano a Mano 1991 Teruggi, Daniel 1952
Schwarz, Jean
Memorias 11 1991 1992 |Castillo, Graciela 1940
Mhneése 1991 1992 [Nillni, Ricardo 1960
Sinfonia Concertante 1991 Belloc, Enrique 1936
Solo Saxo Baritono 1991 Alsuyet, Claudio 1957
son glosas, claro... (1991-]) 1991 lanza, alcides 1929
Soplando Almas 1991 Naon, Luis 1961
Three Winters 1991 Calzén, Miguel 1956
Till 1991 Vaggione, Horacio 1943
Tintas 1991 Candia, Cecilia 1959
Urbis #2 1991 Rosas Cobian, Michael | 1953
Vestigios 1991 Liuéan, Claudio 1957
Womb (etudes) 1991 Rosas Cobian, Michael | 1953
... para el trato con el desierto 1992 Budén, Osvaldo 1965
...que me hiciste mal... 1992 Cetta, Pablo 1960
a1 1992 Schachter, Daniel 1953
ALL + 1992 1993 |Justel, Elsa 1944
Bakxai 1992 Rosas Cobian, Michael | 1953
Borges y el Espejo 1992 Viiiao, Alejandro 1951
Break up 1992 Rapp, Jorge 1946
Chant d'Ailleurs 1992 Vifiao, Alejandro 1951
Danzas 1992 Schmilovich, Sergio 1959
Desde la Torre 1992 Figueiras, Juan Carlos 1957
Divertimento Il] 1992 Viera, Julio Martin 1943
D'un souffle retrouvé 1992 1993 |Gritzer, Carlos 1956
El Simurgh (Book 1) 1992 Vifiao, Ezequiel 1960
Homotecia [111] 1992 1994 |Dal Farra, Ricardo 1957
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Homotecia [1X] 1992 2004 |Dal Farra, Ricardo 1957
Homotecia [tape part only] 1992 Dal Farra, Ricardo 1957
Homotecia [Va] 1992 1995 |Dal Farra, Ricardo 1957
Homotecia [Vb] 1992 1995 |Dal Farra, Ricardo 1957
Homotecia [VI] 1992 2001 [Dal Farra, Ricardo 1957
Homotecia [VII] 1992 | 2002 |Dal Farra, Ricardo 1957
In-movile 1992 1993 |Fumarola, Martin 1966
KITAB 1992 Vaggione, Horacio 1943
Latido Estival 1992 Justel, Elsa 1944
Maturity, sincretismo #3 1992 Halac, José 1962
Memorias 1992 Dal Farra, Ricardo 1957
Memorias del Poeta 1992 Schmilovich, Sergio 1959
Minimax 1992 Cerana, Carlos 1958
Mirada Roja 1992 Chab, Gustavo 1964
Stanford (a mi padre) 1992 Pozzati, Guillermo 1958
Syrcus 1992 Teruggi, Daniel 1952
Ulitotos, sincretismo #2 1992 Halac, José 1962
Urbis #3 1992 Rosas Cobian, Michael | 1953
Veladuras 1992 Nillni, Ricardo 1960
véo (1992-1) 1992 lanza, alcides 1929
voo [tape part only] 1992 lanza, alcides 1929
\Alma de las orquestas 1993 Di Liscia, Pablo 1955
Ball sincretismo #4 1993 ) Halac, José 1962
Brasil[espago]ia 1993 1994 |Keller, Damian 1966
Carmelorimba : Un saludo a Carmelo

Saitta 1993 Belloc, Enrique 1936
\Del otro lado del silencio 1993 Mary, Mario Marcelo 1961
Desencuentros 1993 Pensado, Andrea 1965
El libro de los seres imaginarios 1993 Sad, Jorge L. 1959
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Lopez Lezcano,

Espresso Machine [1 1993 1995 |Fernando 1956
Fall 1993 Cerana, Carlos 1958
Gritos y gritarras 1993 Cromberg, Teodoro 1955
Instants d'hiver 1993 Teruggi, Daniel 1952
Kélnisch Wasser 1993 1994  (Bellusci, Miguel 1958
La esferay la piedra 1993 1994 |Naén, Luis 1961
La ira de Fassbinder 1993 Mihovilcevic, Luis 1958
La vida perdurable 1993 Calzén, Miguel 1956
Las obsesiones de Pierre Delval : Ira.
obsesion 1993 Mihovilcevic, Luis 1958
Leph 1993 Vaggione, Horacio 1943
Lucero 1993 Rosas Cobian, Michael | 1953
Macristalhias 1993 INadn, Luis 1961
Mare Nostrum II] 1993 Schmilovich, Sergio 1959
Mestizaje 1993 1994 |Biffarella, Gonzalo 1961
Monedas de Hierro 1993 Matalon, Martin 1958
\Para Bla : un saludo a Barbara Belloc | 1993 Belloc, Enrique 1936
pizz. 1993 Garavaglia, Javier 1960
Remansos 1993 Goldberg, Silvia
Seine sans e 1993 Schachter, Daniel 1953
Surefia 1993 Furman, Pablo 1955
Surefia [tape part only] 1993 Furman, Pablo 1955
Lépez Lezcano,
Three Dreams 1993 Fernando 1956
Tiempo quebrado (Sin Tiempo 1) 1993 Schachter, Daniel 1953
Un hombre 1993 Schmilovich, Sergio 1959
Un tiro de dados 1993 Losa, Diego

Willey, Robert
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Vino nuevo en odres viejos 1993 Martinez, Edgardo 1958
Wind Again 1993 Budén, Osvaldo 1965
3 Cascadas en Transicion 1994 Luna, Fabian 1963
Acousmaclip 2 : Las Relaciones
Peligrosas 1994 Beiloc, Enrique 1936
\Ancestros 1994 Garzdn, Eleazar 1948
\Apocalypse was postponed due fo lack
of interest 1994 Pampin, Juan 1967
Biosfera [ 1994 Rapp, Jorge 1946
Cuarteto 1994 Dal Farra, Ricardo 1957
El pesar de los Pdjaros: homenaje a
Jackes Prevert 1994 Calmens, Claudio 1962
Entre vents et marées 1994 Roqué Alsina, Carlos 1941
Espejos de tiempo 1994 2002 |Martinez, Patricia 1973
Espejos virtuales 1994 1996 |Schachter, Daniel 1953
Fspejos, certeza, cereza 1994 Calmens, Claudio 1962
Gato's Raid 1994 Rosas Cobian, Michael | 1953
Gegensdlze (gegenseitig) 1994 Garavaglia, Javier 1960
Gestes de l'écrit 1994 Teruggi, Daniel 1952
Gramatica Vitae 1994 Belloc, Enrique 1936
Hildegard's Dream 1994 Vifao, Alejandro 1951

Compaiiia de Misica
D2 1994 1995 |Imaginaria

Compaiiia de Misica
D3 1994 1995 |Imaginaria

Compaiiia de Musica
1L1 1994 1995 |Imaginaria
in ...visible (1994-1) 1994 lanza, alcides 1929
in ...visible (1994-1) [tape part only] 1994 lanza, alcides 1929
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Incursiones en el AREM [version for
sampled instruments] 1994 Kropfl, Francisco 1931
\Incursiones en el AREM [version for 7
electronic sounds] 1994 Kropfl, Francisco 1931
Compaiiia de Musica
Kochenseq 1994 1995 |Imaginaria
_
La Melodia Perdida 1994 Villar, Jorge 1937
Las ultimas luces 1994 Druetta, Hugo
Mell8 1994 Dal Farra, Ricardo 1957
Microtematismo 1994 Pozzati, Guillermo 1958
Compailia de Musica
Mininga 1994 1995 Imaginaria
Movimiento urbanos 1994 Martinez, Edgardo 1958
Otros lugares 1994 Pérez Miro, Ricardo 1952
Compafiia de Masica
Pieza 1 - 1993 1994 1995 |Imaginaria
poPierre 1994 1997 Belloc, Enrique 1936
Rdfagas de tiempo 1994 Gréitzér, Carlos 1956
Renacer 1994 Carranza, Ofelia 1953
Restos de nada 1994 1999 |Martinez, Patricia 1973
Rumbos 1994 Rosas Cobian, Michael | 1953
Schall 1994 Vaggione, Horacio 1943
Set-in 1994 Fumarola, Martin 1966
Sintesis, en cuatro suenos 1994 Mihovilcevic, Luis 1958
Timbres partiels 1994 Mary, Mario Marcelo 1961
Compaiiia de Musica
Trio 1994 1995 |Imaginaria
Urbis #4 1994 Rosas Cobian, Michael 195?
AL Rumga! 1995 Pensado, Andrea 1965
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Arcano 72 1995 Mihovilcevic, Luis 1958
lArcano 82 1995 Mihovilcevic, Luis 1958
\Arte Poética (1) 1995 Garavaglia, Javier 1960
\Arte Poética (Il Stanza) 1995 Garavaglia, Javier 1960
utour des Tores 1995 Nillni, Ricardo 1960
Del ser o la nada y esa desesperada
busqueda 1995 Polonuer, Fernando 1964
ektenes 11 (1995-1) 1995 lanza, alcides 1929
ektenes H[ (1995-1) [tape part only] 1995 lanza, alcides 1929
El pdjaro 1995 Kropfl, Francisco 1931
El Peregrinar de la Arafia 1995 Fumarola, Martin 1966
Electrocanas 1995 Cerana, Carlos 1958
Losa, Diego
Feuillage de silence 1995 Justel, Elsa 1944
Figuras Flamencas 1995 Verandi, Mario 1960
Homenaje a E.C. 1995 1996 Biffarella, Gonzalo 1961
Um‘ramuros I 1995 Schachter, Daniel 1953
La legende des clones 1995 Mandolini, Ricardo 1950
La rue de la Cage Verte 1995 Biffarella, Gonzalo 1961
Music for Alto Saxophone &
Electronics 1995 Furman, Pablo 1955
\Musica entre Musicas /2 1995 Gerardi, Enrique 1926
Origenes 1995 1996 (Biffarella, Gonzalo 1961
Plegaria 1995 Biffarella, Gonzalo 1961
Rugosidades del inconsciente colectivo | 1995 Belloc, Enrique 1936
Tap-Tap-Tap 1995 Kusnir, Eduardo 1939
Triptico 1995 1997 |Haro, Jorge 1963
Voces del recuerdo 1995 1996 |Minsburg, Raul 1965
Web composition 1995 Verandi, Mario 1960
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4 tear on the desert 1996 Verandi, Mario 1960
Iglesias-Rossi,
Angelus 1996 Alejandro 1960
\Arte Poética (Stanzas Il to VII) 1996 Garavaglia, Javier 1960
\Auto-rre-trato 1996 1999 [Martinez, Patricia 1973
AWB 1996 1997 Mihovilcevic, Luis 1958
Ca, c'est Bourges . hommage a
Schaeffer 1996 Biffarella, Gonzalo 1961
Callejuelas 1996 Fumarola, Martin 1966
Chi-pa-boo 1996 Justel, Elsa 1944
Cicldopeo 1996 Moliterni, Antonio 1963
Claustrum 1996 Nadn, Luis 1961
Claxis 1996 Mihovilcevic, Luis 1958
Contraries (Resonances) 1996 Garavaglia, Javier 1960
Dancescape 1996 Verandi, Mario 1960
Del Big Bang a la Torre de Babel 1996 Candia, Cecilia 1959
Dos piezas 1996 Loudet, Pablo 1969
\Du libe tu? 1996 Justel, Elsa 1944
Estudio para tres 1996 Loudet, Pablo 1969
Faces and Intensities 1996 Verandi, Mario 1960
Fuga tras un objeto oculto 1996 Schachter, Daniel 1953
\Fuyante 1996 Buddn, Osvaldo 1965
Fuyante [tape part only] 1996 Budén, Osvaldo 1965
Haricots 1996 Justel, Elsa 1944
\Hasta que el tiempo se quiebre 1996 1999 |Martinez, Patricia 1973
Heartbreaker 1996 Verandi, Mario 1960
Colectivo de Creacién
(Klang/Clan 1996 1997 (Sonora
Las siete vidas de un gato 1996 Matalon, Martin 1958 |
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Los Enemigos del Hombre de

Conocimiento [version 1] 1996 Mandolini, Ricardo 1950
Los Enemigos del Hombre de
Conocimiento [version 2] 1996 Mandolini, Ricardo 1950
Los Pliegues del Cielo 1996 Poblete, Sergio 1959
Madres en el desierto 1996 Rojas, Luis 1960
Marimabdgenes 1996 Cromberg, Teodoro 1955
Metal Hurlant 1996 Pampin, Juan 1967
Mont Jiiic 1996 Lafuret Pereyra, Raul

arziss 1996 Lafuret Pereyra, Ratl
Objetos animados : homenaje a Pierre
Schaeffer. 1996 Rapp, Jorge 1946
Rastros 1996 Biffarella, Gonzalo 1961
Spectral Colours 1996 Garavaglia, Javier 1960
Summer Band 1996 Teruggi, Daniel 1952
Terrero 1996 1997 |Varchausky, Nicolas 1973
Territorios 1996 Budén, Osvaldo 1965
The Big Dipper (1996-11) 1996 lanza, alcides 1929
The Big Dipper (1996-11) [tape part
only] 1996 lanza, alcides 1929
Tierra y Sol 1996 Dal Farra, Ricardo 1957
Vidrios 1996 Alcaraz, Gustavo
Vientos 1996 Kropfl, Francisco 1931
Ya nunca me veras como me vieras 1996 Mataloni, José 1965
... raices lejanas, tal vez ... 1997 Schachter, Daniel 1953
...se desprende y cae... 1997 1998 |Martinez, Patricia 1973
Al sur 1997 Kropfl, Francisco 1931
IAlba Sud 1997 1998 |Justel, Elsa 1944
\Antaitl 1997 Rojas, Luis 1960
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\Aroranza de lo dionisiaco 1997 Cromberg, Teodoro 1955
Ausbruch 1997 Griitzer, Carlos 1956
Blue Diamond 1997 Villar, Jorge 1937
Circulo de Piedra 1997 Candia, Cecilia 1959
Foutel, Ana
crystal mirages 1997 Teruggi, Daniel 1952
D'un geste apprivoisé 1997 Campana, Jos€ Luis 1949
El radar de Tasmania (a Tarkovski) 1997 Mihovilcevic, Luis 1958
Fréquences de Barcelone 1997 Verandi, Mario 1960
fugitives voix 1997 Teruggi, Daniel 1952
Geofonia 1997 Belloc, Enrique 1936
Gritos 1997 Garzén, Eleazar 1948
Haiku 1997 Vazquez, Osvaldo 1956
La estructura 1997 Loudet, Pablo 1969
\Las formas del silencio 1997 Minsburg, Raal 1965
Metamorfosis 1997 Miraglia, Daniel 1958
\Noche y Fuego 1997 Ochoa, Pedro 1968
Objetos Reencontrados 1997 Belloc, Enrique 1936
Overture (in memoriam T.A.T.) 1997 Garavaglia, Javier 1960
Portraits témoins 1997 Mary, Mario Marcelo 1961
sin titulo : obertura para Omobramu 1997 Rojas, Luis 1960
Sons 1997 Véazquez, Osvaldo 1956
Tangata vocale 1997 Campana, Jos¢ Luis 1949
The shining space 1997 Teruggi, Daniel 1952
Tiempos virtuales 1997 Rapp, Jorge 1946
Toco Madera 1997 Pampin, Juan 1967
Tus palabras cercanas 1997 Polonuer, Fernando 1964
Un romance en tiempo de candombe 1997 Fiore, Héctor 1953
Una esquina de la eternidad 1997 Mihovilcevic, Luis 1958
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Words through the Worlds 1997 Dal Farra, Ricardo 1957
... Sorefes de punta 1998 Keller, Damian 1966
}A—gon 1998 Vaggione, Horacio 1943
prenas insinuado 1998 Villar, Jorge 1937
Iglesias-Rossi,
scension : Las Tierras Nuevas 1998 Alejandro 1960
\Atomizacion de Tangos 1998 Calmens, Claudio 1962
Au-dela du miroir 1998 Zimbaldo, Daniel 1955
\Blanco de Zinc 1998 Varchausky, Nicolas 1973
Breve resefia sobre los suefios, el vacio
v la enfermedad 1998 Polonuer, Fernando 1964
Cémeme, bébeme 1998 Loudet, Pablo 1969
ias Después... 1998 Minsburg, Ratl 1965
Dos visiones apresuradas de la misma
cosa 1998 Rojas, Luis 1960
El Cementerio Marino 1998 Szewach, Julieta 1971
Colectivo de Creacién
FEl Doble 1998 Sonora
El rancho 1998 Fiore, Héctor 1953
Emulaciones 1998 Luna, Fabian 1963
Esculturas para tocar 1998 Fiore, Héctor 1953
Estudio para cinta y guitarra eléctrica | 1998 Loudet, Pablo 1969
\Etoiles Liquides 1998 Gervasoni, Arturo 1962
Ftoiles Liquides [tape part only] 1998 Gervasoni, Arturo 1962
Psverzast 1998 Alarcén, César 1972
}gz 1998 Solare, Juan Marfa 1966
Hilo de Marfil 1998 Candia, Cecilia 1959
images symphoniques 1998 Teruggi, Daniel 1952
La cacerola 1998 Rojas, Luis 1960
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Malkut 1998 Martinez, Federico 1968
Marina (de un tiempo de verano) 1998 Serra, Luis Maria 1942
Monalisa Overdrive Il 1998 Miraglia, Daniel 1958
\Nubwaora 1998 Garzoén, Eleazar 1948
Objets croisés 1] 1998 Mary, Mario Marcelo 1961
Oktubre 1998 Schmilovich, Sergio 1959
On the liguid edge [fragment] 1998 Dal Farra, Ricardo 1957
Refugio y temblor 1998 Fernandez, Mariano 1974
Rio de los pdjaros 1998 1999 |Ferreyra, Beatriz 1937
Rugosidades en los pliegues de Oniria 1998 1999 |Garzdn, Eleazar 1948
Shaguir 1998 Fumarola, Martin 1966
T AT (4 Man's life) 1998 Garavaglia, Javier 1960
Tan go zando 1998 Fiore, Héctor 1953
Tani, Tani, La balada del sagrado

demandante 1998 Mihovilcevic, Luis 1958
Verano del 98 1998 Villar, Jorge 1937
Viendo | 1998 Galperin, Miguel 1972
\4 Ana-Sequenzia para cinta y melédica | 1999 Mihovilcevic, Luis 1958
\Actions 1999 Poblete, Sergio 1959
ﬁssurancetourix 1999 Solare, Juan Maria 1966
Blanco de Titanio 1999 Varchausky, Nicolas 1973
Carcajadas Ajadas 111 1999 Pensado, Andrea 1965
Cientos de voces 1999 Minsburg, Ral 1965
Como una luna en el agua 1999 Fernandez, Mariano 1974
continentalia 1999 Mataloni, José 1965
Czekam na odpowiedz 1999 Fiore, Héctor 1953
De objetos y desvios 1999 Castillo, Graciela 1940
Desnudo de mujer sobre sofd azul 1999 Ventura, Ricardo 1955
Eili 1 1999 Calmens, Claudio 1962
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Eili 2 1999 Calmens, Claudio 1962
FEili 3 1999 Calmens, Claudio 1962
El Escrache 1999 Keller, Damian 1966
El nombre 1999 Martinez, Federico 1968
Eleas 1999 Garzén, Eleazar 1948
Entre la noche y el océano 1999 Pérez Miré, Ricardo 1952
Estudios Sinfonicos [ 1999 Miraglia, Daniel 1958
Hambre Hombre 1999 Causa, Emiliano 1970
Hulasa 1999 Fiore, Héctor 1953
Karawane 1999 Alarcén, César 1972
La Espera 1999 Loudet, Pablo 1969
La ida hacia abajo de la tierra de la Colectivo de Creacion

tarde 1999 Sonora

La Varsovia 1999 Varchausky, Nicolas 1973
Las gdrgolas invisibles 1999 Fernandez, Mariano 1974
Llanuras 1999 Loudet, Pablo 1969
LuzazulL 1999 Schachter, Daniel 1953
On Swings and Folds 1999 Nillni, Ricardo 1960
ontem (1999-1) 1999 lanza, alcides 1929
ontem [tape part only] 1999 lanza, alcides 1929
Organismos Sonoros 1999 Causa, Emiliano 1970
Palabras 1 1999 Keller, Damian 1966
Péripéties pour pardessus de viole et

charango 1999 Fiore, Héctor 1953
Poppekstive 1999 Garavaglia, Javier 1960
Pour le piano (fin de siglo) 1999 Mihovilcevic, Luis 1958
\Rio de los pajaros azules 1999 | 2000 |Ferreyra, Beatriz 1937
Rio de los pdjaros escondidos 1999 | 2000 |Ferreyra, Beatriz 1937
SC 1999 | 2000 |Fumarola, Martin 1966
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Scatt 1999 Mihovilcevic, Luis 1958
Solidita della Nebbia 1999 2000 |Solare, Juan Maria 1966
Syrinx segun Eleazar 1999 Garzén, Eleazar 1948
The Breaking of the Scream 1999 Halac, José 1962
Tiempos imaginarios 1999 Minsburg, Raal 1965
Tres momentos 1999 2000 |Rapp, Jorge 1946
Tunes 1999 Fiore, Héctor 1953
Variaciones negras 1999 Rojas, Luis 1960
Viejo océano 1999 Schmilovich, Sergio 1959
Wiersze na flet 1999 Fiore, Héctor 195L
¢ Qué haré cuando esto termine? : ;.7 | 2000 Alcaraz, Gustavo
Aarhus 2000 Mary, Mario Marcelo 1961
Alma mia 2000 Castillo, Graciela 1940
Colectivo de Creacion
alma mula 2000 Sonora
\Ambiance 2 2000 Vazquez, Osvaldo 1956
rgumentum ex cracoviensi 2000 Fiore, Héctor 1953
Asl .. 2000 Campana, José Luis 1949
Bestiario* 2000 Alarcén, César 1972
de dncoras : algo sobre Julio Cortazar | 2000 Alcaraz, Gustavo
Diabolus Urbanus 2000 2001 |Nadn, Luis 1961
Dinamicas Expansivas 2000 Luna, Fabian 1963
Disritmia 2000 Villar, Jorge 1937
Ecos del Proceso Sonoro de K 2000 Candia, Cecilia 1959
El caminante 2000 Ochoa, Pedro 1968
El regreso 2000 Kropfl, Francisco 1931
El vuelo 2000 Kropfl, Francisco 1931
Elefante 2000 Rojas, Luis 1960
En el comienzo fue la Palabra 2000 Miraglia, Daniel 1958
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Entre 2 mundos 2000 Biffarella, Gonzalo 1961
Estacionarias 2000 Romeo, Ernesto 1968
Estoy asi ... 2000 Causa, Emiliano 1970
Evil Fruit 2000 Verandi, Mario 1960
Fragmentacion e Interferencia 2000 Causa, Emiliano 1970
Germinal 2000 | 2001 |Loudet, Pablo 1969
Granular Song 2000 Garavaglia, Javier 1960
Colectivo de Creacion
UImprovisacion 2000 Sonora
La Bonaerense / La Federal 2000 Varchausky, Nicolés 1973
Las criaturas de orlEGm 2000 Garzon, Eleazar 1948
Lineas y puntos de otro tiempo 2000 Schachter, Daniel 1953
Manchas 2000 Allende, Eduardo
Mayo 2000 Mihovilcevic, Luis 195L
Pequerios Disefios Sonoros 2000 De Armas, Ricardo 1957
piazzollage 2000 Mataloni, José 1965
Pieza electroacustica N* 1 (Sintesis) 2000 Catalano, Julio César
Plastic Water 2000 Verandi, Mario 1960
Presencias Reales 2000 Miraglia, Daniel 1958
rimera carta 2000 Mataloni, José 1965
tiempo dos 2000 Matalont, José 1965
Tres Epistolas: del secreto de las alas [glesias-Rossi,
ocultas a la luz del sol de medianoche 2000 Alejandro 1960
Triptico de Bahia Blanca 2000 Belloc, Enrique 1936
24 variations 2001 Vaggione, Horacio 1943
’Acecho, Persecucion y Muerte 2001 Causa, Emiliano 1970
\Adivinanza 2001 Mataloni, José 1965
lAngelus 1 2001 Gervasoni, Arturo 1962
ngelus 1] 2001 Gervasoni, Arturo 1962
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}Angezus 11 2001 Gervasoni, Arturo 1962
Calvario 2001 2003 |AlarcoOn, César 1972
Circus 2001 Gervasoni, Arturo 1962
Eesiertos 2001 Alcaraz, Gustavo

Dos Discursos 2001 Causa, Emiliano 1970
Efecto Tango 2001 2002 |Schachter, Daniel 1953
Eili 4 2001 Calmens, Claudio 1962
Entre suefios 2001 Minsburg, Radl 1965
Estudios Sinfénicos Il 2001 Miraglia, Daniel 1958
evolucion 2001 Schmilovich, Sergio 1959
FlaX 2001 2002 LSchachter, Daniel 1953
Ghosts 2001 Villar, Jorge 1937
Interieur 2001 Gervasoni, Arturo 1962
Jazz't for Miles 2001 Ferreyra, Beatriz 1937
La ba-balle du chien-chien a la mé-

mere 2001 Ferreyra, Beatriz 1937
La Noche en que los Peces Flotaron 2001 Mandolini, Ricardo 1950
Magma 2001 Mataloni, José 1965
Miisica desilusionada 2001 Rojas, Luis 1960
Musica para muestras N* [ 2001 Catalano, Julio César

Ofrenda 2001 Castillo, Graciela 1940
Panther 2001 Solare, Juan Maria 1966
Patio 2001 Yaya, Gabriela 1975
Pequerio Poema 2001 Villar, Jorge 1937
Pieza electroaciistica N* 2 2001 Catalano, Julio César

PP—lc;inte 2001 Gervasoni, Arturo 1962
puerta : primera parte del cosmos 2001 Alcaraz, Gustavo

quien me diese alas como de paloma 2001 Martinez, Patricia 1973
recuerda : el cello también puede hacer| 2001 Alcaraz, Gustavo
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bellas melodias

Sortilegios 2001 Ferpozzi, Carlos A. 1937
SSSSCHCHS 2001 Gervasoni, Arturo 1962
Vivencias 2001 Ferreyra, Beatriz 1937
Voi ch'intrate 2001 Solare, Juan Maria 1966
Was a sal¥ 2001 Solare, Juan Maria 1966
...como rocas al sol (2002-V) [tape part
only] 2002 lanza, alcides 1929
011220 2002 De Armas, Ricardo 1957
ccessus 2002 Luna, Fabidn 1963
\Unalogias Nro. 1 2002 Uslenghi, Federico
aXions (2002-11) 2002 lanza, alcides 1929
aXions (2002-11) [tape part only] 2002 lanza, alcides 1929
Back to the guitar 2002 Alarcdn, César 1972
Cantos de antes 2002 Ferreyra, Beatriz 1937
Correspondencias 2002 Poblete, Sergio 1959
Dale que va! 2002 Pensado, Andrea 1965
Die Arcana (Tarot I) 2002 Mataloni, José 1965
El otro lado 2002 Garzon, Eleazar 1948
El Suerio del Gallo 2002 Mataloni, José 1965
Equinoccio 2002 Garzon, Eleazar 1948
escrarcha : segunda parte del cosmos 2002 Alcaraz, Gustavo
expangdo (2002-111) 2002 lanza, alcides 1929
expangdo (2002-111) [tape part only] 2002 lanza, alcides 1929
[nvierno de Plata 2002 Serra, Luis Maria 1942
La edad de la luz 2002 Maglia, Fernando 1954
Les chemins du vent des glaces 2002 | 2004 [Ferreyra, Beatriz 1937
L'ombre du souffle 2002 Gervasoni, Arturo 1962
Mixturas 2002 Grela, Dante 1941
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Monstruo Mecanico 2002 Mataloni, José 1965
Muisica para muestras N* 2 2002 Catalano, Julio César

Navidad del Agua 2002 Mataloni, José 1965
\Ninth (Music for viola and computer) 2002 Garavaglia, Javier 1960
Ombres Portees 2002 INillni, Ricardo 1960
Pieza electroacustica N* 3 (Mezcla) 2002 Catalano, Julio César

Primpilipansa 2002 Justel, Elsa 1944
Retorno al fuego 2002 Castillo, Graciela 1940
\Sin titulo 2002 De Armas, Ricardo 1957
aXents (2003-1) 2003 lanza, alcides 1929
aXents (2003-1) [tape part only] 2003 lanza, alcides 1929
c3seg 2003 Rojas, Luis 1960
Ceremonia de sangre y piedra 2003 Fernandez, Mariano 1974
Circundantes en Eco 2003 Gervasoni, Arturo 1962
crescente (evocativa) 2003 Abadi, Sami 1965
crescente (invocativa) 2003 Abadi, Sami 1965
drum phase 2003 Abadi, Sami 1965
El Club de la Calle 42 2003 Villar, Jorge 1937
fantasia 2003 2003 Schmilovich, Sergio 1959
Interruptores 2003 Alarcén, César 1972
kiki 2003 Abadi, Sami 1965
La puerta 2003 De Armas, Ricardo 1957
\Le Solfegiste solfegé 2003 Ferreyra, Beatriz 1937
Mi sol menor 2003 Yaya, Gabriela 1975
Moebius 2003 Garzon, Eleazar 1948
Murmureln 2003 Ferreyra, Beatriz 1937
nascente 2003 Abadi, Sami 1965
\Next Bach 2003 Gervasoni, Arturo 1962
Pieza electroacustica N* 4 (Mixta) 2003 Catalano, Julio César
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Pobrecita si me muero 2003 Alcaraz, Gustavo

Signes émergents 2003 Mary, Mario Marcelo 1961
Strauss, clonazepam and young thieves | 2003 De Armas, Ricardo 1957
Tierra viva 2003 Ochoa, Pedro 1968
tion 2003 Abadi, Sami 1965
toshio 2003 Abadi, Sami 1965
vance 2003 Abadi, Sami 1965
voids 2003 Abadi, Sami 1965
Ya ... una version 2003 Espinosa, Susana
7777222448822337778 2004 De Armas, Ricardo 1957
Caios 34 2004 De Armas, Ricardo 1957
Gotas caen 2004 Martinez, Patricia 1973
Las estrategias fatales 2004 De Armas, Ricardo 1957
Los relojes de Dali 2004 De Armas, Ricardo 1957
TOC (trastorno obsesivo compulsivo) 2004 De Armas, Ricardo 1957
Transvolucién 2004 Mataloni, José 1965
[ °demulticarr undated Pensado, Andrea 1965
2ffts+RM undated Pensado, Andrea 1965
\Alerta, peligro... planeta azul undated Buiani, Elena 1956
Eili Eili undated Calmens, Claudio 1962
Etnogrdficas I undated Cozzi, Daniel 1949
EVENT | undated Pensado, Andrea 1965
Futura undated Chab, Gustavo 1964
Impresiones No. | undated Gonzalez, Marcelo

mpresiones No. | [tape part only] undated Gonzalez, Marcelo

Inflexiones undated Ferrari, Andrés 1971
La ida undated Sad, Jorge L. 1959
La llave de cristal undated Zimbaldo, Daniel 1955
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Le cri etouffé undated | Zimbaldo, Daniel 1955
WASALc/banquetes undated Pensado, Andrea 1965
O tempo - 4 condena undated Edelstein, Oscar 1953

aisaje nocturno undated Cutaia, Carlos 1941
]gtual of the Rose undated Zimbaldo, Daniel 1955
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Bolivia

Table 13. Musical compositions created by Bolivian composers
available for listening in the Latin American Electroacoustic Music Collection.

r . | Date of creatio? Da.te of
Composition Composer birth
FM—OP[ 1968 Pozadas, Florencio 1940
Folivianos...! 1973 Villalpando, Alberto 1942
wasqa 1986 Prudencio, Cergio 1955
Soundfences 1989 Alandia Canipa, Edgar 1950
Desde el jardin de Morador 1990 Villalpando, Alberto 1942
Silent Towers 1990 Fernandez, Agustin 1958
LUna’fen 1990 Alandia Canipa, Edgar 1950
Pe los Elementos 1991 Villalpando, Alberto 1942
exta Mayor 1992 Suarez, Nicolas 1953
Paisaje Sonoro Nocturno | 1993 [bafiez, Jorge 1960
Paisaje Sonoro Nocturno 11 1993 Ibafiez, Jorge 1960
Es Zas 1993 Claros Brasil, Sergio 1963
L Garcia, Oscar 1960
Chica Aruma 1994 Suarez, Nicolas 1953
Vntiyana 1994 Parrado, Javier 1964
...sottili canti invisibili 1995 Alandia Canipa, Edgar 1950
Estudio Ocarino 1998 Ibafiez, Jorge 1960
Irupampa 2002 Garcia, Oscar 1960
u Choroy Piré undated Namuncura, Juan 1962
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Brazil
Table 14. Musical compositions created by Brazilian composers
available for listening in the Latin American Electroacoustic Music Collection.
Composition Date of creation Composer leitril(x)f

Sibemol 1956 Carvalho, Reginaldo 1932
Pequena Pega para Mi bequadro €

Harmoénicos 1961 Antunes, Jorge 1942
Valsa Sideral 1962 Antunes, Jorge ] 1942
Musica para Varreduras de Freqiéncias | 1963 Antunes, Jorge 1942
Fluxo Luminoso para Sons Brancos | 1964 Antunes, Jorge 1942
Contrapunctus contra Contrapunctus 1965 Antunes, Jorge 1942
Trés Estudos Cromofonicos 1966 Antunes, Jorge 1942
Trés Estudos Cromofénicos | 1966 Antunes, Jorge 1942
Trés Estudos Cromofonicos 1966 Antunes, Jorge 1942
Canto Selvagem 1967 Antunes, Jorge 1942
Intermiténcias II 1967 Santoro, Claudio 1919
{E\anto do Pedreiro 1968 Antunes, Jorge 1942
rMovimiento Browniano 1968 Antunes, Jorge 1942
{Auto—Retrato sobre Paisaje Portefio 1969 1970 |Antunes, Jorge 1942
}Cinta Cita 1969 Antunes, Jorge 1942
Jiistoria de un Pueblo por Nacer 1970 Antunes, Jorge 1942
thationen I 1970 Santoro, Claudio 1919
Para nascer aqui 1971 Antunes, Jorge 1942
Un-X-2 1971 Neves, José Maria 1943
FlautatualF 1972 Antunes, Jorge 1942
Source 1974 Antunes, Jorge 1942
Vivaldia MCMLXXV 1975 Antunes, Jorge 1942
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Suite Electronica 1979 Richter, Frederico 1932
AL YUJIN 1980 Richter, Frederico 1932
Ecco Study 1980 Richter, Frederico 1932
Introdugio e Elegia por um Her6i
Moribundo 1980 Richter, Frederico 1932
Sonhos e Fantasia 1980 Richter, Frederico 1932
Study Spectrum Shaper 1980 Richter, Frederico 1932
Electroacoustic Music 1981 Richter, Frederico 1932
Electronic Study 1981 Richter, Frederico 1932
Mean Time Far Away 1981 Richter, Frederico 1932
Metamorfoses 1981 Richter, Frederico 1932
Di-Stances 1982 Dantas Leite, Vania 1945
Sound 1982 Csekd, Luis Carlos 1945
Cyclone 1983 Mannis, José Augusto 1958
Coelho de Souza,
Chroma 1986 Rodolfo 1952
PAN: Laceramento della Parola
(Ommagio a Trotskij) 1986 1988 |Menezes, Flo 196L
Words in Transgress 1986 1995 |Menezes, Flo 1962
Coelho de Souza,
Cinco Cangdes Japonesas 1987 Rodolfo 1952
Sounds from the sacrifice of Iphigenia 1987 de Oliveira, Jocy 1936
Synergie 1987 Mannis, José Augusto 1958
Contextures I (Hommage a Berio) 1988 1989 |Menezes, Flo 1962
Profils écartelés 1988 Menezes, Flo 196T
Duorganum II 1989 Mannis, José Augusto 1958
Voice Solo 1989 Sukorski, Wilson 1956
Berocan 1990 1996 |Manzolli, Jonatas 1961
Contesture 11 - Tempi Reali, Tempo 1990 Menezes, Flo 1962
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Virtuale
Contesture IV - Monteverdi Altrimenti | 1990 1993 [Menezes, Flo 1962
Electroacoustic Samba I 1990 1991 Miranda, Eduardo Reck| 1963
Coelho de Souza, B
Metropolis 1990 Rodolfo 1952
Rescala, Luiz Augusto
Ponto, Linha e Plano 1990 (Tim) 1961
3 Fragmentos 1991 Mannis, José Augusto 1958
Reflexos 1991 Mannis, José Augusto 1958
Reflexos [tape part only] 1991 Mannis, José Augusto 1958
Coelho de Souza,
Chuva Obliqua 1992 Rodolfo 1952
Electroacoustic Samba II 1992 Miranda, Eduardo Reck| 1963
Noises 1992 Miranda, Eduardo Reck| 1963
O Demiurgo 1992 Mannis, José Augusto 1958
Turbuléncias 1992 Manzolli, Jonatas 1961
A Dialética da Praia 1993 Menezes, Flo 1962
Agenda pour un petit futur 1993 Antunes, Jorge 1942
Deep Resonance 1993 Miranda, Eduardo Reck | 1963
Interlude No.l pour Olga 1993 Antunes, Jorge 1942
Cicchelli Velloso,
Muitiple Reeds 1993 Ll994 k{odrigo 1966
Planos 1993 1994 |Pinheiro, Luis Roberto 1960
Technicki I 1993 Sukorski, Wilson 1956
Technicki 11 1993 Sukorski, Wilson 1956
Trem-Passaro 1993 Garcia, Denise 1955
LUm dia feito d'agua 1993 L Garcia, Denise 1955
Vozes da Cidade 1993 Garcia, Denise 1955
Campos de Passaros - Messiaen 1994 Menezes, Flo

19627
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Revisitado Ferraz, Silvio 1959
For Cello 1994 de Oliveira, Jocy 1936
Ida 1994 de Oliveira, Jocy 1936
@1 1994 de Oliveira, Jocy 1936
La loba 1994 de Oliveira, Jocy 1936
Milk of love 1994 de Oliveira, Jocy 1936
Mythical chants 1994 de Oliveira, Jocy 1936
emietoia 1994 Caesar, Rodolfo 195U
Olivine Trees 1994 Miranda, Eduardo Reck| 1963 J
Parcours de I'entité 1994 Menezes, Flo 1962
Sforzatto/Piano 1994 Dantas Leite, Vania 1945
(Extérias 1994 Kampela, Arthur 1960
The woman with the golden hair 1994 de Oliveira, Jocy 1936
Triflauto Soliléquio 1994 Lintz Maues, Igor 1955
Women dreams 1994 de Oliveira, Jocy 1936
@rtas/rs%.car 1995 Arcela, Aluizio 1948
Ballade Dure 1995 Antunes, Jorge 1942
Electroacoustic Samba X 1995 Miranda, Eduardo Reck| 1963
Fuzué 1995 Pinheiro, Luis Roberto 1960
Goma Ardbica 1995 Miranda, Eduardo Reck| 1963
La beauté indiscréte d'une note violette | 1995 Antunes, Jorge 1942
La Prosa dell'uomo 1995 1996 |Gorodski, Fabio 1971
Materialma 1995 Pantalefio, Aquiles 1965
T\/Iaterialma 1995 Pantaledo, Aquiles 1965
Modelagem V 1995 1996 |Zampronha, Edson S. 1963
Momento Angular 1995 Caminhoto, Guto 1967
INévoas e Cristais 1995 Manzolli, Jdnatas 1961
Noite 1995 Lazzarini, Victor 1969
Piece of Mind 1995 Aguiar, Celso 1957
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Vitraux MCMXCV 1995 Antunes, Jorge 1942
Amazing Amazon 1996 Sukorski, Wilson 1956
Atlas Folisipelis 1996 1997 |Menezes, Flo 1962
EterAto ~ 1996 Tazzetta, Fernando 1966
Nuages 1996 | 1997 [Cintra, Celso 1969
Refulgere Urbem 1996 1997 |Garcez, Luciano 1972
A caminho da scola / Jardim de Tragtenberg, Livio 1961
B\fﬁncia / Escola Normal 1997 Sukorski, Wilson 1956
A cidade desperta 1997 Tragtenberg, Livio 1961
Sukorski, Wilson 1956
Acqua Viva 1997 1998 |Manzolli, Jonatas 1961
Aquele que ficou sozinho 1997 Guigue, Didier 1954
Arvore (after Walter Smetak) 1997 Sukorski, Wilson 1956
Butantan / No trabalho, na sorte 1997 Tragtenberg, Livio 1961
Sukorski, Wilson 1956
Circulos ceifados 1997 Caesar, Rodolfo 1950
Concreta 1697 Pantaledo, Aquiles 1965
Crowd 1997 Jazzetta, Fernando 1966
Entrevales 1997 Kafejian, Sérgio 1967
EXPASSVM 1997 de Campos, Ignacio 1966
O que acontece embaixo da cama Coelho de Souza,
enquanto Janis estd dormindo? 1997 Rodolfo 1952
Olhos de Vampa 1997 Sukorski, Wilson 1956
PerCurso 1997 lazzetta, Fernando 1966
PerCurso 1997 [azzetta, Fernando 1966
Sinfonias 1997 1998 |Menezes, Flo 1962
TransFormantes 111 1997 Menezes, Flo 1962
Vox Victimae 1997 Guigue, Didier 1954
Cognitive Dissidents 1998 Sukorski, Wilson 1956




403

W Coelho de Souza,
Colorless Green Ideas Sleep Furiously 1998 Rodolfo 1952
CriaTerra 1998 Sukorski, Wilson 1956
Dru 1998 lazzetta, Fernando 1966
Hombres tristes y sin titulo rodeados de
pajaros en noche amarilla, violeta y
naranja 1998 Antunes, Jorge 1942
Mecanica Popular 1998 Sukorski, Wilson 1956
Naked Diva 1998 de Oliveira, Jocy 1936
Three Inconspicuous Settings 1998 Pantaledo, Aquiles 1965
Coelho de Souza,
Clariagua 1999 Rodolfo 1952
Corda e Cabaga 1999 lazzetta, Fernando 1966
Fragmentacion 1999 Zampronha, Edson S. 1963
Grain Streams 1999 Miranda, Eduardo Reck| 1963
Coelho de Souza,
leproviso em forma de passaro preto 1999 Rodolfo 1952
En respect of ordinary things 1999 Pantaledo, Aquiles 196L
Infobodies 1999 Garcia, Denise 1955
Modelagem XI 1999 Zampronha, Edson S. 1963
When I drift into my thoughts 1999 Corréa, Jaime
A - Telefone + Beat leve +J - Janela 2000 Tragtenberg, Livio 1961
Sukorski, Wilson 1956
Caribal 2000 Mannis, José Augusto 1958
Coelho de Souza,
Concerto para Computador e Orquestra | 2000 Rodolfo 1952
Etnias 2000 Manzolli, Jonatas 1961
Harmonia das Esferas 2000 Menezes, Flo 1962
Longas noite I + Tensao I 2000 1961

Eragtenberg, Livio
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Sukorski, Wilson 1956
Ql 2000 Mannis, Jos€ Augusto 1958
Sala / quarto / Rai 2000 Tragtenberg, Livio 1961
Sukorski, Wilson 1956
Tanque / fim 2000 | Tragtenberg, Livio 1961
Sukorski, Wilson 1956
Trama Nudo Flujo 2000 Zampronha, Edson S. 1963
Vachagotta's waiting 2000 Pantaledo, Aquiles 1965
Mérmore 200t Zampronha, Edson S. 1963
Objetos Afetos 2001 Manzolli, Jonatas 1961
Par Lui 2 2001 Garcla, Denise 1955
Caminhantes 2002 Manzolli, Jonatas 1961
Dangas & Intermezzi 2002 Corréa, Jaime
O jardim dos caminhos que se bifurcam | 2002 Corréa, Jaime
Olhos d'agua 2002 | 2003 |Manzolli, Jonatas 1961
Tangerina 2002 lazzetta, Fernando 1966
Mural 2003 Manzolli, Jénatas 1961
do Valle, Rail 1936
Non Sequitur 2003 Manzolli, Jonatas 1961
do Valle, Raul 1936
Fanfarra finebre undated de Olijveira, Jocy 1936
Guerra de Almeida,
O Acorrentamento de Prometeu undated Anselmo 1959
Technicki 11 undated Sukorski, Wilson 1956
ﬁ‘echnicki v undated Sukorski, Wilson 1956
Coelho de Seuza,
The Book of Sounds III: Cuica undated Rodolfo 1952
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Chile
Table 15. Musical compositions created by Chilean composers
available for listening in the Latin American Electroacoustic Music Collection.
Composition D . Composer Da'te of
ate of creation birth
Los Peces 1957 Amenabar, Juan 1922
Variaciones Espectrales 1959 Asuar, José Vicente 1933
Juegos 1966 Becerra-Schmidt, Gustavo | 1925
\Divertimento 1967 Asuar, José Vicente 1933
Volveremos a las montarias 1967 Brncic, Gabriel 1942
Guararia Repano 1968 Asuar, José Vicente 1933
Klesis 1968 Amenabar, Juan 1922
Batucada 1969 Brncic, Gabriel 1942
Suefio de un nifnio 1970 Amenabar, Juan 1922
Amacata 1972 Amenabar, Juan 1922
Ludus Vocalis 1973 Amenabar, Juan 1922
Affaires des Qiseaux 1976 Asuar, José Vicente 1933
Chile fértil provincia 1976 Brncic, Gabriel 1942
Contratempo-Sensatempo 1976 Amenabar, Juan 1922
L]uegos 1976 Amenabar, Juan 1922
\Amanecer 1977 Asuar, Jos€ Vicente 1933
Cirrus 1978 Vera-Rivera, Santiago 1950
FElegia 1982 Asuar, José Vicente 1933
Polifonia de Barcelona 1983 Bracic, Gabriel 1942
Didglogos 1985 Asuar, José Vicente 1933
Clarinen Tres (a Bdrbara Brncic
Monsegur) 1986 Brncic, Gabriel 1942
Des’ étre (a Oscar Masotta) 1986 Brncic, Gabriel 1942
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En el jardin 1986 Asuar, José Vicente 1933
En el infinito 1987 Asuar, José Vicente 1933
Interior 1987 Becerra-Schmidt, Gustavo | 1925
\Astillas de bambu 1989 1994 |Martinez Ulloa, Jorge 1953
Composicion de 1989 (a Eduardo
Polonio) 1989 Brncic, Gabriel 1942
]Fiesta 1989 Cori Traverso, Rolando 1954
La otra concertacion 1989 Caceres, Eduardo 1955
4 1990 1992 |Ancarola, Francesca 1968
Vade Retro (a Luigi Nono) 1990 Braocic, Gabriel 1942
Cygnus 1994 Morales Ossio, Cristian 1967
Lovecraft 1994 Cantén Aguirre, Edgardo 1963
B/[etalmambo 1994 Caceres, Eduardo 1955
Carrasco Pantoja,
NILNOVISUBSOLE 1994 Fernando 1953
NUD 1994 Mora, Mario 1967
OIREB-A 1994 Holman Grossi, Ernesto 1950
...Que no Desorganitza Cap
Murmuri. (a Joan Brossa) 1995 Brncic, Gabriel 1942
Dos Esbozos Para Antiguos
Instrumentos Electrénicos 1995 Brncic, Gabriel 1942
Golpe de luz 1995 Vergara Solar, Juan Carlos| 1969
Sax 1995 Mora, Mario 1967
Las huellas del pequefio venado 1996 1997 |Candela, Jose Miguel 1968
Preludio des élémentes 1996 Cantén Aguirre, Edgardo | 1963
Saint Michel en carretera nocturna | 1996 Cantén Aguirre, Edgardo 1963
RisRas 1997 Morales Ossio, Cristian 1967
Biisqueda y Retorno 1998 Arenas Navarrete, Mario 1953
ojo 1998 Otondo , Felipe 1972
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La Casa del Viento 1998 Brncic, Gabriel 1942
\Apolo - 23 1999 Lazo, Paola 1969

ttract 1999 Fernandez, José Miguel 1973
Attract Il 1999 Fernandez, José¢ Miguel 1973
Bailecitos con la novia 1999 Cori Traverso, Rolando 1954
Birds in a Cage full of silence 1999 Otondo , Felipe 1972
(Clarinet—Concert 1999 Brocic, Gabriel 1942
Coréutica 1999 Brncic, Gabriel 1942
La Musica del Cuerpo 1999 Schumacher, Federico 1963
Memoria de los Andes 1999 2000 |Cantdn Aguirre, Edgardo 1963
Palabras del Sur 1999 Schumacher, Federico 1963

Carrasco Pantoja,

ajar.cl 2000 Fernando 1953
Bajan Gritando Ellos 2000 Candela, Jose Miguel 1968
Gato en el Agua 2000 Schumacher, Federico 1963
Guitar ex Machina 2000 Otondo , Felipe 1972
La violacion de Lucrecia 2000 Garcia-Gracia, Cecilia 1968
Leruleru.. ld 2000 Caceres, Eduardo 1955
Wuevamente 2000 Carvallo, Antonio 1972
Shu-Shu 2000 Alvarado, Boris 1962
TD reciclados 2000 Vergara Solar, Juan Carlos| 1969
100 Flores 2001 2002 [Schumacher, Federico 1963
Dj2 2001 Candela, Jose Miguel 1968
Dj3 2001 Candela, Jose Miguel 1968
Impermanences [ 2001 Otondo , Felipe 1972
Los Suefios de Attar 2001 Cantdn Aguirre, Edgardo 1963
On the radio, oh, oh, oh 2001 Schumacher, Federico 1963
9dn. 13 2002 Fernandez, José Miguel 1973
Delta 2002 Candela, Jose Miguel 1968
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Dual 2002 Fernandez, José Miguel 1973
Exzummo 2002 2004 |Lazo, Félix 1957
La Sombra del Sonido 2002 Kaplan, Adolfo
TOTTO 2002 Lazo, Paola 1969
TTK : 1 2002 Candela, Jose Miguel 1968
TTK : LII 2002 Candela, Jose Miguel 1968
TTK : XLIX 2002 Candela, Jose Miguel 1968
TTK : XLVl 2002 Candela, Jose Miguel 1968
TTK - XxlI 2002 Candela, Jose Miguel 1968
Constelaciones 1 2003 Otondo , Felipe 1972
Estrellas Compactas 2003 Schumacher, Federico 1963
Improv. video/music 2003 Lazo, Félix 1957
(ﬁv filles du Mara 2003 | 2004 |Lazo, Félix 1957
Objetos Encontrados 2003 Otondo , Felipe 1972
Wérika 2003 Garcia-Gracia, Cecilia 1968
Medusa Il [tape part only] 2004 Lazo, Paola 1969
MingaSola | 2004 Schumacher, Federico 1963
Pi 2004 Otondo , Felipe 1972
Zapping Zappa : Homenaje a Frank
Zappa 2004 Otondo , Felipe 1972
Estudio Nocturno undated Rivas, Roque 1975
Vanco undated Garcia-Gracia, Cecilia 1968
\Proteo undated Martinez Ulloa, Jorge 1953
Tinku undated Martinez Ulloa, Jorge 1953
Una flauta en el camino undated Asuar, José Vicente 1933
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Colombia

Table 16. Musical compositions created by Colombian composers
-available for listening in the Latin American Electroacoustic Music Collection.

[ Composition Date of creation Composer D;t:ﬂ?f
lEnsayo Electrénico 1965 Gonzalez Zuleta, Fabio | 1920
@rigma I 1966 Atehortta, Blas Emilio | 1933
(Oposicio’n-F usion 1968 Nova, Jacqueline 1935
\Estudio Electrdnico 1971 Feferbaum, David
Creacion de la Tierra 1972 Nova, Jacqueline 1935
Omaggio a Catullus 1972 1974 [Nova, Jacqueline 1935
[El Paseo Bolivar : Musica por
computadqr para el oyente
desprevenido \;988 Reyes, Juan 1962
Catenaria 1989 1990 |Posada, Andrés 1954
Las Meninas 1991 Reyes, Juan 1962
Requiem sobre una muerte T
imaginaria 1991 1999 |Peralta, Catalina 1963
Tripode 1992 Carbo, Guillermo 1963
Rocas 1993 Reyes, Juan 1962
Boca de Barra : An Infraacoustical
Landscape 1994 Reyes, Juan 1962
Esquicios 1994 1998 [Bejarano, Mauricio 1955 W
P’uite Logique 1994 Triana, Alba Fernanda

Henao, Luis Fernando

Cuellar, Lucio
A Armero 1995 Edilberto 1954
Recitativo Ilb 1995 1997 [Peralta, Catalina 1963
Suspension 1 1995 1997 |Acosta, Rodolfo 1970
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L

Choi Hung 1996 Reyes, Juan 1962

Choi-Hung 1996 Reyes, Juan 1962

FEquus & Resonancias 1996 Reyes, Juan 1962

Estudio de ruidos y campanas 1996 Toro, German 1964

Ficciones 1996 1997 |Toro, German 1964
Garcia Piedrahita,

... del imperativo ... 1997 1998 |Roberto 1958

\dire 1997 1998 |[Toro, German 1964

D'or et de lumiere 1997 2000 [Parra, Arturo 1958
Bejarano, Mauricio 1955

Espacios de tiempo 1997 Romano, Ana Maria 1971

Recitativo elettronico 11 1997 Peralta, Catalina 1963

Soliloquio del retorno 1997 1999 |Peralta, Catalina 1963

Straw-berri ﬁu 997 Reyes, Juan 1962
Cuellar, Lucio

\Androide 1998 Edilberto 1954

r'.a basilique fantéme 1998 2000 |Parra, Arturo 1958
Roy, Stéphane

L'envers du temps 1998 2000 |Parra, Arturo 1958
Gobeil, Gilles

Sol y sombra.,.. L'espace des Parra, Arturo 1958

espectres 1998 2000 [Dhomont, Francis

Soledad 1998 2000 ([Parra, Arturo 1958
Gobeil, Gilles

Suite para flauta, trompeta, dos

\percusionistas, violoncello, piano y Cuellar, Lucio

tape 1998 Edilberto 1954

Sygfrydo 1998 Reyes, Juan 1962

Inventario I 1999 2003 [Toro, German 1964
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\nventario 11l 1999 Toro, German 1964
ppP 1999 | 2000 |Reyes, Juan 1962
Rothko II : Segundo homenaje a Mark

Rothko 1999 2000 [Toro, Germén 1964
Carrera 7a. 2000 Bejarano, Mauricio 1955
De Igitur 0 la locura de Elbehnon:

Estudio Antiguo - (Introduccion) 2000 2001 |Peralta, Catalina 1963
Domingo 2000 Bejarano, Mauricio 1955
Fluidos 2000 Bejarano, Mauricio 1955
H—[ora 0:00 2000 Bejarano, Mauricio 1955
La Estacion 2000 Bejarano, Mauricio 1955
‘Pique de Usaquén 2000 Bejarano, Mauricio 1955
(iaza de Bolivar 2000 Bejarano, Mauricio 1955
/Reloj final 2000 Bejarano, Mauricio 1955
}Rutas del agua 2000 Bejarano, Mauricio 1955 |
Silencio No.1 ... BLANCO 2000 Bejarano, Mauricio 1955
@ncio No.2 .. AZUL 2000 Bejarano, Mauricio 1955
Silencio No.3 ... NEGRO 2000 Bejarano, Mauricio 1955
Silencio No.4 ... VIOLETA 2000 Bejarano, Mauricio 1955
Silencio No.5 ... PLATEADO 2000 Bejarano, Mauricio 1955
Tiempo de agua 2000 Bejarano, Mauricio 1955
@n de paso 2000 Bejarano, Mauricio 1955
F/iernes Santo 2000 Bejarano, Mauricio 1955
@nged (ima-limén) 2001 Reyes, Juan 1962
‘ﬁdi Musa (or the Monteria Hat) 2001 Reyes, Juan 1962
‘ihryseis 2002 Reyes, Juan 1962
}Efervessencia 2002 Muiioz, Ramiro 1977
Signature work : Variacién en cinco Cuellar, Lucio

objetos sonoros 2003 Edilberto 1954
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Cuellar, Lucio

Tierra Vieja, Tierra Nueva 2003 Edilberto 1954
\Abierto 2004 Romano, Ana Maria 1971
lAmarilla al sol 2004 Carrefio, Juan Pablo 1978
Cambuche 2004 Zea, Daniel 1976
\Needle Battle 2004 Cardenas, Alexandra 1976
Pieza electroacustica No. 2 2004 Garcia, Jorge 1975
Responsorio 2004 Lozano, Santiago 1976
Todas las noches, el cielo arde sobre

Bogota. 2004 Acosta, Rodolfo 1970

Cuellar, Lucio

Variaciones en seis objetos sonoros 2004 B Edilberto 1954
Vivo 2004 L Leguizamén, Daniel 1979
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Costa Rica

Table 17. Musical compositions created by Costa Rican composers
available for listening in the Latin American Electroacoustic Music Collection.

Composition Date of creation Composer Dl?it:tl(:ﬂ
Fotos | 1997 Castro, Otto 1972 1
LEspirales 1999 Castro, Otto 1972
LTV ! 1999 Castro, Otto 1972
Jardin Téxico 2000 Castro, Otto 1972
Mala Fe 2000 Castro, Otto 1972
Encuentros Televisivos 2001 Castro, Otto 1972
BSTRFeDON 2002 Autoperro (Arce - Ordoriez)
HuMDL 2002 Autoperro (Arce - Ordofiez)
Olimpia 2002 B Herra, Luis Diego 1952
TXal PART 2002 Autoperro (Arce - Ordofiez) r
ZaRGZS 2002 Autoperro (Arce - Ordofiez)
El pescador y la muerte 2003 Herra, Luis Diego 1952 |
Seriales 2003 Herra, Luis Diego 1952
\Arquetipos Marinos (Tejiendo
lenguajes ancestrales) | 2004 | Castro, Otto 1972
Rinocerontes 2004 Herra, Luis Diego 1952
Zurqui 2004 Herra, Luis Diego 1952




Cuba

Table 18. Musical compositions created by Cuban composers
available for listening in the Latin American Electroacoustic Music Collection.
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Composition Date of creation Composer Dt?it:;;:f

Ensamble VI 1963 Blanco, Juan 1919
\Estructuras 1963 Blanco, Juan 1919
Interludio con Mdquinas 1963 Blanco, Juan 1919
Yr;erpolation 1965 de la Vega, Aurelio 1925
La Partida Viviente 1967 Blanco, Juan 1919
Conclerto for two pianos, percussion,

tape and audience 1968 Barroso, Sergio 1946
Contrapunto Espacial No. 3 1969 Blanco, Juan 1919
Tangents 1973 de la Vega, Aurelio 1925
Para-Tangents 1973 de la Vega, Aurelio 1925
Olep ed Arudamot 1974 de la Vega, Aurelio 1925
Ehile Vencerd 1975 Blanco, Juan 1919
Galaxia M-50 1975 Blanco, Juan 1919
Yantra VI 1976 1979 |Barroso, Sergio 1946
Inflorescencia 1976 de la Vega, Aurelio 1925
Contrapunto Espacial No. 6 1976 Blanco, Juan 1919
Yantra IX 1979 Barroso, Sergio 1946
Extrapolation 1981 de la Vega, Aurelio 1925
Picassianas I. Homenaje al Centenario

de Picasso 1981 Ortega, Jesus 1935
La tierra que nos vio nacer 1981 Rodriguez, Fernando 1958
En un abrazo de luz 1981 Rodriguez, Fernando 1958
Yantra X 1982 Barroso, Sergio 1946
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Les Barricades Mystérieuses : Variations

on a Rondo by Couperin 1982 1985 |Barroso, Sergio 1946
Pirandelliana 1983 Pifiera, Juan 1949
El otro huevo de la serpiente 1983 Rodriguez, Fernando | 1958
\Aguas Territoriales 1983 Farifias, Carlos 1934
Primer Dia de Mayo 1984 Farifias, Carlos 1934
Tres de Dos 1984 Pifiera, Juan 1949
Alejandro, Edesio 1958
Halley 86 1984 Roloff, Julio 1951
Ritual 1984 Blanco, Juan Marcos 1953
Cirkus Toccata 1984 Blanco, Juan 1919
Cirkus Toccata 1984 Blanco, Juan 1919
Ireme 1985 1979 |Barroso, Sergio 1946
Caballos 1985 Blanco, Juan Marcos 1953
IAsonante 1985 de la Vega, Aurelio 1925
Invocacion (Por la Paz Mundial) : a Leo
Brower 1985 Ortega, Jesls 1935
Picassianas Il : a Juan Blanco 1985 Ortega, Jesas 1935
Tariidos 1985 Blanco, Juan 1919
Pdampano y Cascabel 1985 Pifiera, Juan 1949
Pampano y Cascabel [tape part only] 1985 Pifiera, Juan 1949
\Fanfarria de Primavera 1986 Ortega, JesUs 1935
Espacios V 1986 Blanco, Juan 1919
Suite erdtica 1986 Blanco, Juan 1919
\Del espectro nocturno [tape part only] 1986 Pifiera, Juan 1949
Encuentro 1986 Rodriguez, Fernando 1958
Espacios 1] 1986 Blanco, Juan 1919
En Febrero Mueren las Flores 1987 Barroso, Sergio 1946
Soledad 1987 1988 |Barroso, Sergio 1946
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Ella (Pastorale) 1987 Blanco, Juan 1919
Germinal 1987 Pifiera, Juan 1949
Canzona 1988 Barroso, Sergio 1946
Son Mac Plus 1988 Ortega, Jesus 1935
Espacios VI 1988 Blanco, Juan 1919
Music for Different Timbres 1989 Rodriguez, Armando 1951
Texturas Americanas I 1989 Blanco, Juan 1919
Retratos [ (photographs [) 1989 Garcia, Orlando J. 1954
\La Fiesta 1989 Barroso, Sergio 1946
1789-1989 : Homenaje al Bicentenario

de la Revolucion Francesa 1989 Blanco, Juan 1919
Variaciones Americanas 1989 Blanco, Juan 1919
Tema con Variaciones 1989 Blanco, Juan 1919
Espacio Cerrado 1990 Pedroso, Pedro Pablo
Improvisation with Metallic Materials 1990 Garcia, Orlando J. 1954
Sitio sin nombre 1990 Garcia, Orlando J. 1954
Spatial Projection 1990 Rodriguez, Armando 1951
Linear 1990 Rodriguez, Armando 1951
Triangular 1990 Rodriguez, Armando 1951
Progression 1990 Rodriguez, Armando | 1951
Occupied Space 1990 Rodriguez, Armando 1951
Piece No. 2 from Three Pieces for

Double Bass and Tape 1990 Garcia, Orlando J. 1954
Tablao 1990 Barroso, Sergio 1946
Music for Nada [tape part only] 1990 Garcia, Orlando J. 1954
Improvisation with Metallic Materials

[tape part only] 1990 Garcia, Orlando J. 1954
|Piece No. I from Three Pieces for

Double Bass and Tape 1990 Garcia, Orlando J. 1954
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Piece No. 3 from Three Pieces for

Double Bass and Tape 1990 Garcia, Orlando J. 1954
Metallic images 1991 Garcia, Orlando J. 1954
Cuando el aura es durea o la muy triste

historia de los ocho minutos con treinta y

ocho segundos 1991 Pifiera, Juan 1949
Palmas 1992 Valera, Roberto 1938
From Darkness to Light 1992 Rodriguez, Armando | 1951
Cronicas de Ultrasuefio 1992 Barroso, Sergio 1946
Sonatada 1992 Barroso, Sergio 1946
Cinco Epitafios : para un

narcotraficante 1992 Blanco, Juan 1919
Cinco Epitafios : para un ninio 1992 Blanco, Juan 1919
Cinco Epitafios : para un terrorista 1992 Blanco, Juan 1919
Cinco Epitafios : para un perro 1992 Blanco, Juan 1919
Cinco Epitafios : para un tirano 1992 Bianco, Juan 1919
Paisaje 1992 Blanco, Juan 1919
Treno por las Victimas del Estrecho de

la Florida 1992 Blanco, Juan 1919
Nexos II: Escenas de Vida 1993 Pedroso, Pedro Pablo

Orbitas Elipticas 1993 Farifias, Carlos 1934
Periodo Espacial 1993 Valera, Roberto 1938
% Quiet World 1993 Rodriguez, Armando | 1951
Charangas Delirantes 1993 Barroso, Sergio 1946
Viejas Voces 1993 Barroso, Sergio 1946
Loops 1993 Blanco, Juan 1919
Contrastes 11 1993 Blanco, Juan 1919
16 repeticiones sobre un temas de J. S.

\Bach 1993 Rodriguez, Fernando | 1958
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Tj‘ﬁsaje 1994: Musica para las

demoliciones 1994 Pedroso, Pedro Pablo
Pérez Velazquez,
Piedras 1994 lleana 1964
Pérez Velazquez,
Yoruba 1994 Ileana 1964
Pérez Velazquez,
Celia 1994 Ileana 1964
That Day 1994 Rodriguez, Armando 1951
Para Enterrar la Esperanza 1994 Blanco, Juan 1919
S 0.8 13 de marzo 1994 1995 (Blanco, Juan 1919
Variantes I1 1994 Blanco, Juan 1919
Pérez Velazquez,
Conversations 1995 [leana 1964
Pérez Velazquez,
Un ser con unas alas enormes 1995 Ileana 1964
storm was coming over the quiet pond | 1995 Rodriguez, Armando 1951
De dos para uno 1997 Perdn, Alain 1969
Opus 18 o de la gota de agua 1997 Pifiera, Juan 1949
Moniobra 1998 O'Reilly, Ménica 1975
Cancion 1998 Blanco, Juan 1919
Loa del Camino 1999 Valera, Roberto 1938
La primavera del angel 1999 Escalante, [rina 1977
Como un coro de clarinetes celestiales 1999 Garcia, Orlando J. 1954
Imagenes (Sonidos) Sonoros Congelados | 1999 Garcia, Orlando J. 1954
Ajuandejuan 2000 Piiiera, Juan 1949
D...efectos 2000 Pifiera, Juan 1949
Divertimento 2000 Nufiez, Teresa 1966
El segundo de un compay eterno 2000 O'Reilly, Ménica 1975
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Mundo Interior 2000 Escalante, Irina 1977
O'Reilly, Moénica 1975
Plegarias 20007 Rodriguez, Fernando 1958
Psss 2000 O'Reilly, Ménica 1975
Separacion 2000 | 2001 |Garcia, Orlando J. 1954
Sira Arisu Ira 2000 Escalante, Irina 1977
Bbpino 2001 O'Reilly, Ménica 1975
Cancidn C: Jesus, amigo, yo siempre
estoy contigo 2001 Blanco, Juan 1919
Congas 2001 Escalante, Irina 1977
Liturgias 2001 Escalante, [rina 1977
Momentum 2001 Escalante, Irina 1977
Un besito a papito 2001 O'Reilly, Moénica 1975
Tres little escenas de Mr. Pérez 2002 O'Reilly, Ménica 1975
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Dominican Republic

Table 19. Musical compositions created by Dominican composers
available for listening in the Latin American Electroacoustic Music Collection.

Composition Date of creation Composer Dl?itretlg f

Tangentes 1988 José, Alejandro 1955
Cuatro Estudios para Wind

Controller 1989 José, Alejandro 1955
Pulsar: El Caribe 1991 José, Alejandro 1955
Ecofonia 1992 José, Alejandro 1955
Beyond the Stars 1994 Luna, Ana Margarita

Todo Es Uno 1995 José, Alejandro 1955
Millenium Hope 1997 Cucurullo, Dante 1957
Toccatta de mente 1999 José, Alejandro 1955
Ll Encantador de Aguas 2000 Cucurullo, Dante 1957
Con el Pulso de una Estrella 2002 | 2003 |osé, Alejandro 1955
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Ecuador

Table 20: Musical compositions created by Ecuadorian composers
available for listening in the Latin American Electroacoustic Music Collection.

Composition Date of creation Composer Dl:]itl'il?f
Dort wo wir leben 1967 Maiguashca, Mesias 1938
Hor-zu 1969 Maiguashca, Mesias 1938
Ayayayayay 1971 Maiguashca, Mesias 1938
Ubungen 1972 | 1973 [Maiguashca, Mesias 1938
Lindgren 1976 Maiguashca, Mesias 1938
... y ahora vamos por aqui ... 1977 Maiguashca, Mesias 1938
Intensidad y Altura 1979 Maiguashca, Mesias 1938
Fermez les yeux S.V.P. 1983 2001 |Rodas, Arturo 1954
FMelodies 11 1983 1984 |Maiguashca, Mesias 1938
Los Ojos de mis Suefios 1984 Luzuriaga, Diego 1955
Patch 13 1984 Estevez, Milton 1947
\Apabatapabata 1986 Luzuriaga, Diego 1955
Brasilia 1986 Luzuriaga, Diego 1955
Ludus Spectralis 1986 Luzuriaga, Diego 1955
\Apuntes con Refrdn 1987 Estevez, Milton 1947
Pythagoras 1987 Luzuriaga, Diego 1955
Sarapangas como vos 1987 Luzuriaga, Diego 1955
moments musicaux 1989 Maiguashca, Mesias 1938
The Wings of Perception II 1989 1992 |Maiguashca, Mesias 1938
Zeluob 3 1990 Freire, Pablo 1961
El Oro 1992 Maiguashca, Mesias 1938
Flauta y Viento 1992 Luzuriaga, Diego 1955
Sacateca's Dance 1992 Maiguashca, Mesias 1938
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Los Amantes 1993 Flores Abad, Eduardo 1960 ‘
The Nagual 1993 Maiguashca, Mesias 1938 \
The Spirit Catcher 1993 Maiguashca, Mesias 1938 |
The Tonal 1993 Maiguashca, Mesias 1938
Yaravi 1993 Campos, Jorge 1960
Ritmo en el ritmo 1994 Flores Abad, Eduardo 1960
Viento en el Viento 1994 Luzuriaga, Diego 1955
Taleas 1995 1996 |Flores Abad, Eduardo 1960
Cantos vivos y cantos rodados 1996 Estevez, Milton 1947 |
Kon-Tiki 1996 Campos, Jorge 1960
Tiefen 1998 Maiguashca, Mesias 1938

A ras del cuero #3 2001 Flores Abad, Eduardo 1960
Bailecito 2001 Rodas, Arturo 1954 W
El llanto del disco duro 2001 Rodas, Arturo 1954 |
El Aire ... Como ... Pan 2002 Pontén, Julian 1961
Flectroacoustic Piece I: from The

Book of the Orchestra: BESTIARIO 2002 2003 |Rodas, Arturo 1954
Electroacoustic Piece II: from The

Book of the Orchestra: BESTIARIO 2002 2003 |Rodas, Arturo 1954
Electroacoustic Piece IlI: from The

Book of the Orchestra: BESTIARIO 2002 2003 |Rodas, Arturo 1954
Electroacoustic Piece IV: from The

Book of the Orchestra: BESTIARIO 2002 2003 [Rodas, Arturo 1954
FElectroacoustic Piece V: from The

Book of the Orchestra: BESTIARIO 2002 | 2003 |[Rodas, Arturo 1954
Electroacoustic Piece VI: from The

Book of the Orchestra: BESTIARIO 2002 2003 [Rodas, Arturo 1954
Electroacoustic Piece VII: from The

Book of the Orchestra: BESTIARIO 2002 2003 |Rodas, Arturo 1954
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Electroacoustic Piece VIII: from The

Book of the Orchestra: BESTIARIO 2002 2003 |Rodas, Arturo 1954
Finale: from The Book of the

Orchestra: BESTIARIO 2002 | 2003 |Rodas, Arturo 1954
Lineas flotantes 2002 Flores Abad, Eduardo 1960
Piece of Cake: Suite 2003 Rodas, Arturo 1954
Tutti Frutti : from The Book of the

Orchestra: BESTIARIO 2003 Rodas, Arturo 1954
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El Salvador

Table 21. Musical compositions created by Salvadoran composers
available for listening in the Latin American Electroacoustic Music Collection.

Composition Date of creation Composer Da.te of
birth
Estudio 3 2003 Huguet, Francisco 1976

Tiento 2 2003 Huguet, Francisco 1976




Guatemala

Table 22. Musical compositions created by Guatemalan composers
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available for listening in the Latin American Electroacoustic Music Collection.

Composition Date of creation Composer Dl?i:i;)f W
Humanofonia 1971 Orellana, Joaquin 1937
Sanctus 1975 Lehnhoff, Dieter 1955
Imposible a la X 1980 Orellana, Joaquin 1937
Hibrido a presion 1982 Orellana, Joaquin 1937
Trans-tres 1985 de Gandarias, David 1952
Conquista 2 1988 de Gandarias, Igor 1953
Cuarteto No.3 1990 Alvarado, Paulo 1960
Dialogante 1995 de Gandarias, Igor 1953
Feria Fantdstica 1995 de Gandarias, Igor 1953
Eonyme 1997 Maselli, Renato 1964
Invisibles, pero presentes 1997 Alvarado, Paulo 1960
Percursos de Hormigo, Senderos de
Silicio 1997 de Gandarias, David 1952
5.50BG 1998 Alvarado, Paulo 1960
@ Matachines (El Enfrentamiento) 1999 Alvarado, Paulo 1960
\Memorias de un dia remoto 1999 Lehnhoff, Dieter 1955
Rituales nocturnos 1999 Lehnhoff, Dieter 1955
Gracias 2002 Masetlli, Renato 1964
\Atlas en el Divdn 2003 Alvarado, Paulo 1960




Mexico

Table 23. Musical compositions created by Mexican composers
available for listening in the Latin American Electroacoustic Music Collection.
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Composition Date of creation Composer D;it:;l?f

\El paraiso de los ahogados 1960 Jiménez Mabarak, Carlos| 1916
Viols 1969 | 1972 [Enriquez, Manuel 1926
Opus 1 1970 Quintanar, Héctor 1936
Pardametros [ 1971 de Elias, Manuel 1939
Fuite Electrénica 1971 Quintanar, Héctor 1936
Contrapunto 1972 Lavista, Mario 1943
Voz 1972 Quintanar, Héctor 1936
Non nova sed novo 1974 de Elias, Manuel 1939
Didlogos 1975 Quintanar, Héctor 1936
Conjuro 1976 | 1977 [Enriquez, Manuel 1926
Conjuro [tape part only] 1976 | 1977 |Enriquez, Manuel 1926

tmésferas 1977 Russek, Antonio 1954
Winiaturas 1977 | 1992 |Russek, Antonio 1954
Estudio Electronico [ 1979 Russek, Antonio 1954
Cinco Piezas Breves 1980 Russek, Antonio 1954
FEstudio Electrénico [ 1980 Russek, Antonio 1954
eua'on 1980 Estrada, Julio 1943
Vulcan 1980 | 1983 [Rojo, Vicente 1960
Continuidades y Distancias 1981 Russek, Antonio 1954
Introspecciones 1981 Russek, Antonio 1954
Para espacios abiertos 1981 Russek, Antonio 1954
Reincidencias 1981 Russek, Antonio 1954
Summermood 1981 Russek, Antonio 1954
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Fantasia césmica 1982 Pavon, Raal 1930
Morales-Manzanares,
\Agua Derramada 1983 Roberto 1958
Discursos 1984 Russek, Antonio 1954
Paisaje Circular 1984 Russek, Antonio 1954
adio | 1984 Russek, Antonio 1954
Temazcal 1984 Alvarez, Javier 1956
Edge Dance 1985 Alvarez, Javier 1956
Los Archivos de Panamad 1985 Alvarez, Javier 1956
Master Pez 1985 Marquez, Arturo 1950
Erotica 2 1986 Rojo, Vicente 1960
Mexihco 1986 Soto Millan, Eduardo 1956
\Alternativas sobre un cuadro de
Rodolfo Nieto 1987 Cordoba, Jorge 1953
On Going On 1987 Alvarez, Javier 1956
Papalot] 1987 Alvarez, Javier 1956
|4 Toute Vitesse 1988 Russek, Antonio 1954
Rojo, Vicente 1960
ASA/ISO 100 21° 1988 Russek, Antonio 1954
\Asi el Acero 1988 Alvarez, Javier 1956
De vez en vez 1988 Russek, Antonio 1954
Luz de Invierno 1988 Russek, Antonio 1954
Luz de Invierno [tape part only] 1988 Russek, Antonio 1954
Mascletd y fuga 1988 Marquez, Arturo 1950
Poesia de la voz 1988 Marquez, Arturo 1950
Sin titulo 1988 Marquez, Arturo 1950
\Acuerdos por Diferencia 1989 Alvarez, Javier 1956
Estudio Antimatérico 1989 Rocha Iturbide, Manuel 1963
Hamlet 1989 Russek, Antonio 1954
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Punto y Aparte 1989 Russek, Antonio 1954 |

Didlogo de sordos 19897 MASOS

Encuentro 19897 MASOS

Inicio 19897 MASOS

Marcha 19897 MASOS

\Reposo 19897 MASOS

IRito 1989? MASOS

Atl 1990 Rocha Iturbide, Manuel 1963
Morales-Manzanares,

Cempaxuchit! 1990 Roberto 1958

Extincién 1990 Menaceri, Samir 1956

Marina 1990 Medina, Roberto 1955

Ohtzalan 1990 Russek, Antonio 1954

Frost clear energy saver 1991 Rocha Iturbide, Manuel 1963

Homenaje 1991 Sandoval, Carlos 1956

Lumil 1991 Salinas, Arturo 1955

Mambo a la Bracque 1991 Alvarez, Javier 1956
Morales-Manzanares,

Servicio a Domicilio 1991 Roberto 1958

Zanfonietta 1991 Russek, Antonio 1954

Doloritas 1992 Estrada, Julio 1943

Five Micro Etudes for tape 1992 Ortiz, Gabriela 1964

Mannam 1992 Alvarez, Javier 1956

Concretando 1993 Russek, Antonio 1954

Life is nothing but a dream 1993 de Mendia, Guillermo 1955
Morales-Manzanares,

Mineral de Cata 1993 Roberto 1958

\Nextalgia 1993 Russek, Antonio 1954

\Nueva 1994 Morales-Manzanares, 1958
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Roberto
IReflejos 1994 Rodriguez, Salvador 1960
SL-9 1994 Rocha Iturbide, Manuel 1963
Transiciones de Fase 1994 Rocha Iturbide, Manuel 1963
eua’on'ome 1995 Estrada, Julio 1943
Mdin Méir 1995 Rocha Iturbide, Manuel 1963
(pequefio estudio sin titulo) 1997 Salinas, Arturo 1955
(T) our Time 1997 Galindo, Guillermo 1960
El Firmamento 1997 Sigal, Rodrigo 1971
\Nocturno v. 3.0 1997 Silva, Pablo 1964
Orquidea Eterna 1997 Galindo, Guillermo 1960
Time is Money 1997 Russek, Antonio 1954
Viernes Santo 1997 Russek, Antonio 1954
Babel 1998 Sigal, Rodrigo 1971
Babel de Nuevo [ 1998 Russek, Antonio 1954
Dolor en Mi 1998 Sigal, Rodrigo 1971
Fe 1998 Sigal, Rodrigo 1971
Lagarto ‘ 1998 Sigal, Rodrigo 1971
Morales-Manzanares,
\Murmullo a voces 1998 Roberto 1958
\Agnioétiomix 1999 Chargueron, Carole 1966
Cycles [Sigal, 1] 1999 Sigal, Rodrigo 1971
Cycles [Sigal, 2] 1999 Sigal, Rodrigo 1971
Detachment 1999 Galindo, Guillermo 1960
Haiku-2000 1999 | 2000 |Galindo, Guillermo 1960
Siete Laberintos de Cristal 1999 Russek, Antonio 1954
Babel de Nuevo II 2000 Russek, Antonio 1954
Cisma 2000 2000 Galindo, Guillermo 1960
De silentii natura, de corporum natura | 2000 Silva, Pablo 1964
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\Nitiicasi 2000 Odgers, Alejandra 1967
Offrande 2000 Alvarez, Javier 1956
El Santo Cudntico 2001 Machintosco
Fluide 2001 Chargueron, Carole 1966
La Torre 2001 Russek, Antonio 1954
LU 2001 Russek, Antonio 1954
Octum 2001 Escuer, Alejandro 1963
Semi No Koe 2001 Rocha Iturbide, Manuel 1963
Twilight 2001 Sigal, Rodrigo 1971
\AcusmaticAcuatica 2002 Sigal, Rodrigo 1971
Cactus Geometries 2002 Alvarez, Javier 1956
Delirio en gris (smog y sol) 2002 Argil, Andrés 1972
Saqui, Alejandro
Divertimento | 2002 Russek, Antonio 1954
Dormitando en el tren 2002 Argil, Andrés 1972
Saqui, Alejandro
El fantasma del aislamiento urbano 2002 Argil, Andrés 1972
Saqui, Alejandro
Friction of things in other places 2002 Sigal, Rodrigo 1971
Gastando el calzado 2002 Argil, Andrés 1972
Saqui, Alejandro 1974
La abduccion del guitarrista Argil, Andrés 1972
2002 Saqui, Alejandro 1974
Russek, Antonio 1954
La leccion de japones 2002 Argil, Andrés 1972
Saqui, Alejandro 1974
Russek, Antonio 1954
Mientras la ciuda duerme I1 2002 Argil, Andrés 1972
Saqui, Alejandro 1974
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Mientras la ciudad duerme [ 2002 Argil, Andrés 1972
Saqui, Alejandro 1974
WNoticias del desayuno 2002 Argil, Andrés 1972
Saqui, Alejandro 1974
Russek, Antonio 1954
Periferia de lujo 2002 Argil, Andrés 1972
Saqui, Alejandro 1974
Postales de Fe 2002 Sigal, Rodrigo 1971
Rezago en la estacion 2002 Argil, Andrés 1972
Saqui, Alejandro 1974
Rimbarimba 2002 Sigal, Rodrigo 1971
Telurico 2002 Russek, Antonio 1954
Tolerance 2002 Sigal, Rodrigo 1971
Transmission Temazcal 2002 Galindo, Guillermo 1960
Brown, Chris
Transmission Tenderloin 2002 Galindo, Guillermo 1960
Brown, Chris
... EVEN .. 2003 Rocha Iturbide, Manuel 1963
Avaricia 2003 Sigal, Rodrigo 1971
Blood Stream 2003 Sigal, Rodrigo 1971
Convexo 2003 Russek, Antonio 1954
En Circulos [ 2003 Russek, Antonio 1954
En Circulos IT 2003 Russek, Antonio 1954
Envidia 2003 Sigal, Rodrigo 1971
Liquid Fear 2003 Sigal, Rodrigo 1971
Boredom of familiarity 2004 Sigal, Rodrigo 1971
\De Cuerpo Entero 2004 Russek, Antonio 1954
FEFE 2004 MU
El Angel 2004 Russek, Antonio 1954
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@mmermusik primary structures 2004 Rendén, Ricardo

Mielina 2004 MU

Mu 03 2004 MU

Orfeo 2004 Russek, Antonio 1954
Power nap 2004 Sigal, Rodrigo 1971
Sin Titulo 2004 Russek, Antonio 1954
’gbre el Agua 2004 Silva, Pablo 1964
Sonic farfalla 2004 Sigal, Rodrigo 1971
Storm 2004 Russek, Antonio 1954
Unplugged 2004 Russek, Antonio 1954
Mu 09 2005 MU

Duelo undated Ferndndez Ros, Antonio 1961 |
in_dog undated Galindo, Guillermo 1960
On the Other Shore undated Villarreal, Sergio




Panama

Table 24. Musical compositions created by Panamanian composers
available for listening in the Latin American Electroacoustic Music Collection.
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(o . Date of
Composition Date of creation Composer birth
Linea 1986 1995 |Soley, David 1962
Paraguay

Table 25. Musical compositions created by Paraguayan composers
available for listening in the Latin American Electroacoustic Music Collection.

Composition Date of creation Composer D[fit:ﬂ;) f
Dimensiones 1991 Luzko, Daniel 1966
Desolacion 1991 Luzko, Danijel 1966
Estudio 1993 Luzko, Daniel 1966
Ombyka 1995 Ayala, René 1957
Adriana 1997 Luzko, Daniel 1966
El Duende 2001 Villagra Boa, Hugo Guillermo | 1982
La Guerra 2003 Villagra Boa, Hugo Guillermo | 1982
Desconcierto para chapa y

ercusion undated Ayala, René 1957
Las Sirenas undated Ayala, René 1957
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Peru

Table 26. Musical compositions created by Peruvian composers
available for listening in the Latin American Electroacoustic Music Collection.

Composition Date of creation 1 Composer | Dl:lit:tl:) f
Intensidad y Altura 1964 Bolafios, César 1931
[nterpolaciones 1966 Bolafios, César 1931
Prisma 1967 Pinilla, Enrique 1927
Invencion L1 967 Valcarcel, Edgar 1932
Alfa-Omega 1 1967 Bolafios, César 1931
Canto Coral a Tupac Amaru [tape
Part only] 1968 Valcarcel, Edgar 1932
Zamporia Sonica [tape part only] 1968 1976 |Valcarcel, Edgar 1932
[-10-AIFG/Rbt! 1968 Bolafios, César 1931
Flexum 1969 L Bolaiios, César 1931
Gravitacion Humana 1970 | Nufiez Allauca, Alejandro | 1943
Cancion sin Palabras 1970 Bolafios, César 1931 |

Milchberg, César
Sialoecibi 1970 Bolafios, César 1931
Milchberg, César
Flor de Sancayo [tape part only] 1976 Valcarcel, Edgar 1932
Flor de Sancayo 1976 Valcarcel, Edgar 1932
Lago de totoras (Composiciones
\Nativas) 1978 Ruiz del Pozo, Arturo \J949
Selvinas (Composiciones Nativas) 1978 Ruiz del Pozo, Arturo 1949
Estudio para clarinete
cajamarqueno (Composiciones
\Nativas) 1978 Ruiz del Pozo, Arturo 1949
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Una tarka en Brujas

(Composiciones Nativas) 1978 Ruiz del Pozo, Arturo 1949
\Estudio para quena (Composiciones

Nativas) 1978 Ruiz del Pozo, Arturo 1949
Despegue (Composiciones Nativas) | 1978 Ruiz del Pozo, Arturo 1949
Parantara (Composiciones Nativas) | 1978 Ruiz del Pozo, Arturo 1949
Los Dados Eternos 1991 Fischman, Rajmil 1956
Dreams of Being 1991 Fischman, Rajmil 1956
Piedra del Q'osqo 1991 Junchaya, Rafael Leonardo| 1965
Ceoyllurcha 1993 Junchaya, Rafael L.eonardo| 1965
Deformaciones 1993 Mercier, Gilles 1963
Cold Fire 1994 Fischman, Rajmil 1956
Sin Los Cuatro 1994 Fischman, Rajmil 1956
Glissando 5 1995 Velarde Chong, Nilo 1964
Alma Latina 1996 1997 |Fischman, Rajmil 1956
If Stones Could Have a Brief Word...| 1996 Fischman, Rajmil 1956
Interacciones Iniciales 1996 Mercier, Gilles 1963
Barren Lands 1997 Fischman, Rajmil 1956
Ramblings on a Volcano 1997 Fischman, Rajmil 1956
Mutaciones Timbricas "A"y "B" 1997 Mercier, Gilles 1963
Kol HaTorr 1998 Fischman, Rajmil 1956
Presidio 1998 Mercier, Gilles 1963
Evo 3214 1998 Mercier, Gilles 1963
Mulchmus 1998 Mercier, Gilles 1963
Dimensiones Suspendidas 1998 Mercier, Gilles 1963
No me quedo ... (plantado en este

verso) 2000 Fischman, Rajmil 1956
FEjercicio 2000 Sosaya, José 1956
In-vita 2000 Junchaya, Rafael Leonardo| 1965
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Fjercicio 2000 Sosaya, José 1956
Erwin's Playground 2001 Fischman, Rajmil 1956
And I Think to Myself ... 2001 Fischman, Rajmil 1956
ﬂ/lz’stico 2001 Velarde Chong, Nilo 1964
Silbadores 2001 Oliver, Jaime
A Short Tale 2002 Fischman, Rajmil 1956
Madrigal 2002 Junchaya, Rafael Leonardo| 1965
Eie Erscheinung 2003 Junchaya, Rafael Leonardo| 1965
kxones 2003 Filinich Orozco, Renzo 1978
Elasifom’a 1 2003 Filinich Orozco, Renzo 1978
anisotropia 2003 Filinich Orozco, Renzo 1978
12 minutos exactos 2003 Filinich Orozco, Renzo 1978
poema sonoro "vida" 2003 Filinich Orozco, Renzo 1978
Exones (live) 2003 Filinich Orozco, Renzo 1978
improvizacion 2003 Filinich Orozco, Renzo 1978
Esperalba 2003 Mercier, Gilles 1963
Intubici 2003 Mercier, Gilles 1963 |
Estructuras: Parte | - Parte 2 2004 Filinich Orozco, Renzo 1978
Imagenes sonoras sobre la
carretera (Efecto Doppler) 2004 Filinich Orozco, Renzo 1978
Eensaciones 2004 Filinich Orozco, Renzo 1978
ltiplano 2004 Filinich Orozco, Renzo 1978
Vida Artificial 2004 Filinich Orozco, Renzo 1978
\Psicodelia Vocal 2004 Filinich Orozco, Renzo 1978
Sequenza X 2004 Filinich Orozco, Renzo 1978
Noise, What Is Noise? 2004 Filinich Orozco, Renzo 1978
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Puerto Rico

Table 27. Musical compositions created by Puerto Rican composers
available for listening in the Latin American Electroacoustic Music Collection.

Composition Date of creation Composer Dl:?ﬂ(:f

Cuidese de los dngeles que caen 1974 Aponte Ledée, Rafael 1938
@ira Gimenez (0 al otro lado de
Tica...) 1974 Aponte Ledée, Rafael 1938
Los Huevos de Pandora 1974 Aponte Ledée, Rafael 1938
Composicion Electronica 1978 Ortiz Alvarado, William
Enchanted Islands 1984 Torres Santos, Raymond | 1958
Otoao 1985 Torres Santos, Raymond | 1958
Mdgicas Antillas 1991 ~ |Véazquez, Carlos 1952
E!l Encanto de la Noche Tropical I: El
Yunque 1993 Vézquez, Carlos 1952
Los Ciclos de Luisa 1994 Vézquez, Carlos 1952
rélz'res Granadinos 1995 Schwartz, Francis 1940
Saxofonia 1996 Vazquez, Carlos 1952
Lenguas 1998 Schwartz, Francis 1940
Mascarada 1999 Vazquez, Carlos 1952
Un Boricua en Madrid 1999 Vazquez, Carlos 1952
Esa medalla me quema el pecho 2000 Vézquez, Carlos 1952

quel album ... 2003 Vazquez, Carlos 1952
Lux Aeterna undated Torres Santos, Raymond | 1958
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Uruguay

Table 28. Musical compositions created by Uruguayan composers
available for listening in the Latin American Electroacoustic Music Collection.

Composition Date of creation Composer Dl?itril(n) f

Muisica para aluminios 1967 Aharonian, Coritn 1940
Que 1969 Aharonian, CoriQn 1940
Oulom [ 1970 Cervetti, Sergio 1940
Oulom Il 1970 Cervetti, Sergio 1940
Fl Glotén de Pepperland 1970 Martinez, Ariel 1940
Cabotaje Illa : En medio 1971 Martinez, Ariel 1940
Cabotaje lllc : En medio 1971 1976 |Martinez, Ariel 1940
Tromboffolén [ 1971 Martinez, Ariel 1940
Tromboffolén [ [tape part only] 1971 Martinez, Ariel 1940
\Raga 1971 Cervetti, Sergio 1940
\Homenaje a la flecha clavada en el

pecho de Don Juan Diaz de Solis 1974 Aharonian, Coriln 1940
Gran tiempo 1974 Aharonian, Coriln 1940
Equus 1976 Silva, Conrado 1940
iSalvad los nifios! 1976 Aharonian, Coriun 1940
/la batalla desesperada 1976 2003 |Paz Carlson, Eduardo 1958
\Asi nomds 1977 Da Silveira, Carlos 1950
le dije que aguarde 1977 | 2003 |Paz Carlson, Eduardo 1958
llos pies del sol I 1977 | 2003 [Paz Carlson, Eduardo | 1958
plaza de comidas 1977 | 2003 [Paz Carlson, Eduardo 1958
mont du métal 1977 2003 |Paz Carlson, Eduardo 1958
congelados 1977 | 2003 |Paz Carlson, Eduardo 1958
maria se desnuda para la mente 1977 2003 [Paz Carlson, Eduardo 1958
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ldetergentes | 1977 | 2003 |Paz Carlson, Eduardo | 1958
infinidad de productos 1977 2003 |Paz Carlson, Eduardo 1958
eva 1977 2001 |Paz Carlson, Eduardo 1958
in crematorium 1977 2001 |Paz Carlson, Eduardo 1958
parte 9 : Ton Corps Ballet 1977 2003 |Paz Carlson, Eduardo 1958
oratio secreta . parte 7 1977 2001 (Paz Carlson, Eduardo 1958
Watal del-Rei 1978 1980 [Silva, Conrado 1940
Esos silencios 1978 1981 |Aharonian, Coriun 1940
benedictus de la Misa Electroacistica 2| 1978 2002 |Paz Carlson, Eduardo 1958
hotel de paso 1978 2002 |Paz Carlson, Eduardo 1958
La Construccion 1979 Masliah, Leo 1954
Stella Vindemiatrix 1979 Cervetti, Sergio 1940
F/anto 1980 Masliah, Leo 1954
(el Jonoglifo 1980 Paz Carlson, Eduardo 1958
vitres de son 1980 2003 [Paz Carlson, Eduardo 1958
JS—uiana Wanka 1981 | 1982 |Condon, Fernando 1955
esos laberintos, tan nuestros 1981 Maggiolo, Daniel 1956
Apruebo el sol 1984 Aharonién, Coritn 1940
Umpresiones de Toledo 1986 1988 [Rivero, Marino

The Hay Wain 1987 Cervetti, Sergio 1940
@ansatlantic Light 1987 Cervetti, Sergio 1940
(En Familia 1988 Condon, Fernando 1955
Takanimba (4 night in Soweto) 1988 Jure, Luis 1960
y en eso te vi, tan perdida 1989 Maggiolo, Daniel 1956 |
adormecida por el aire del atlantico [...

se van, no vuelven mds...J 1989 1995 |Maggiolo, Daniel 1956
Eyeless in Gaza 1989 1992 |Jure, Luis 1960
Beauté magique 1989 Pietrafesa, Renée

Pericon 1989 Silva, Conrado 1940
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en el hecho mismo de la pasion 1991 1992 |Maggiolo, Daniel 1956
afuera el aire es tan solo otra ilusion 1991 1998 |Maggiolo, Daniel 1956

Biriotti, Leon 1929
Furioso 1991 Dal Farra, Ricardo 1957
spiritu sanctus in corde 2 1991 2002 |Paz Carlson, Eduardo 1958
12 de samsara ballet 1991 2002 [Paz Carlson, Eduardo 1958
17 de samsara ballet 1991 2002 |Paz Carlson, Eduardo 1958
vision 2 1991 1996 |Paz Carlson, Eduardo 1958
Radio Huesca 1992 Masliah, Leo 1954
Tiruriru 1992 1993 |Masliah, Leo 1954
Africa tuya 1993 Masliah, Leo 1954
Espagos Habitados 1994 Silva, Conrado 1940
Self~Portrait 1994 Biriotti, Ledn 192§
Rigor Vitae, Curriculum Mortis 1995 Masliah, Leo 1954
Eccétera 1995 Masliah, Leo 1954
Secas las pilas de-todos los timbres 1995 Aharonian, Coritin 1940
saturnina 1995 2003 |Paz Carlson, Eduardo 1958
3 meditaciones 1996 Sotuyo, Pablo 1963
Bereshit 1.1 1997 Sotuyo, Pablo 1963
\Bereshit 1.2 1997 Sotuyo, Pablo 1963
de los vientres, de las mds 1997 Maggiolo, Daniel 1956
a pesar de todos los naufragios 1999 Maggiolo, Daniel 1956




Venezuela

Table 29. Musical compositions created by Venezuelan composers
available for listening in the Latin American Electroacoustic Music Collection.

Composition Date of creation Composer D;lit:ﬂ(:f

Metagrama 1969 1970 |del Ménaco, Alfredo 1938
\Electronic Study IT 1970 del Monaco, Alfredo 1938
Alternancias 1971 del Moénaco, Alfredo 1938
\Dualismos 1971 del Moé6naco, Alfredo 1938
Syntagma (4) 1972 del Moénaco, Alfredo (938
Tropicos 1972 1973 |del Mdnaco, Alfredo 1938
\Electronic Study 111 1974 del Moénaco, Alfredo 1938
\Nuestra Cultura Vegeta 1976 Teruel, Ricardo 1956
Thingsphonia 1978 Rugeles, Alfredo 1949
4 ver si nos entendemos 1983 Teruel, Ricardo 1956
Glooskap y Lindu 1984 Teruel, Ricardo 1956
um-um-é-hum-ah 1984 Teruel, Ricardo 1956
Un minuto de silencio jPor favor! (o

ni en sueros) 1984 Teruel, Ricardo 1956
Sin ti por el alma adentro 1987 D'Escrivan, Julio 1960
Tarde con Chicharras 1987 Freitez Gassan, Fernando| 1958
Truly Yours 1987 Matamoros, Gustavo 1957
Truly Yours [tape part only] 1987 Matamoros, Gustavo 1957
El Maromero 1988 Freitez Gassan, Fernando| 1958
Hace veinte afios : Homenaje a Los

Beatles 1988 Rugeles, Alfredo 1949
La Pieza 1988 Matamoros, Gustavo 1957
Mambo del Gallinero 1988 Freitez Gassan, Fernando| 1958
Persistencia de la Memoria : A 1988 Freitez Gassan, Fernando| 1958
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Salvador Dali
Seis por Izquierdo 1988 Freitez Gassan, Fernando| 1958
Sombras Moviles 1988 Freitez Gassan, Fernando| 1958
Vojm 1988 Izarra, Adina 1959
El duende de las cuevas 1989 Freitez Gassan, Fernando| 1958
In Memory of Gentle Giant [tape part
only] 1989 1991 [Matamoros, Gustavo 1957
In Memory of Gentle Giant 1] 1989 1991 |Matamoros, Gustavo 1957
La Caja de Sorpresas 1989 Freitez Gassan, Fernando| 1958
Oracion para clamar por los
oprimidos 1989 Rugeles, Alfredo 1949
Salto mortal 1989 D'Escrivan, Julio 1960
Omaggio 1990 Sanchez Bor, Domingo
Retrato: Bob Gregory 1990 Matamoros, Gustavo 1957
Retratos: Luis Gémez-Imbert 1990 Matamoros, Gustavo 1957
Bajo la Sombra del Mundo 1993 Noya, Miguel
La muerte del delfin 1994 Benedetti, Josefina
UnmundodentrodeunmundQ 1994 Schreiber, Jacky 1961
\Agua [y basura] por todas partes 1995 Matamoros, Gustavo 1957
Dispositivo ritmico en homenaje a Rodriguez Legendre,
Theodor Adorno 1995 Fidel
Segnini-Sequera,
MPCSSCVEY (Imp-loro) 1995 Rodrigo 1968
Microtonal I 1996 Teruel, Ricardo 1956
Segnini-Sequera,
\Pamine 1996 1997 |Rodrigo 1968
Tropical Bird 1996 Teruel, Ricardo 1956
Castillo Olivari,
Chaos Metamorphosis 1997 Arcangel 1959
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Castillo Olivari,

Pierrot 1997 Arcangel 1959

Eufonia 1999 Teruel, Ricardo 1956

Seis diios para dos generadores de

dos generaciones: Do | 1999 Teruel, Ricardo 1956

Seis diios para dos generadores de

dos generaciones: Duo 2 1999 Teruel, Ricardo 1956

Seis dios para dos generadores de

dos generaciones: Duo 3 1999 Teruel, Ricardo 1956

Seis diios para dos generadores de

dos generaciones: Dtio 4 1999 Teruel, Ricardo 1956

Seis diios para dos generadores de

dos generaciones: Dilo § 1999 Teruel, Ricardo 1956

Seis diios para dos generadores de

dos generaciones: Diio 6 1999 Teruel, Ricardo 1956
Castillo Olivari,

Save Twilight: IflAmToLive 2000 Arcangel 1959
Castillo Olivari,

Save Twilight: Moths 2000 Arcangel 1959

Save Twilight. Speatk, Castillo Olivari,

YouHaveThreeMinutes 2000 Arcéngel 1959
Castillo Olivari,

Save Twilight: TheFuture 2000 Arcéangel 1959

Save Twilight: Castillo Olivari,

ToBeReadlnThelnterrogative 2000 Arcéangel 1959

Grabados : Grabado 01 2001 Teruel, Ricardo 1956

Grabados . Grabado 02 2001 Teruel, Ricardo 1956

Grabados : Grabado 03 2001 Teruel, Ricardo 1956

Protesis 2001 Galan, Agapito

Heavy-Dream 2002 Galan, Agapito




Las Troyanas 2003 Galan, Agapito

Preludio de Robert de Visée 2003 [zarra, Adina 1959
Castillo Olivari,

Prozac undated Arcéngel 1959
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Music Collection created by Ricardo Dal Farra and hosted by the Daniel Langlois Foundation

in Montreal.
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Interview with:

Interview with:

Interview with:

[nterview with:

Interview with:

Interview with:

Interview with:

Interview with:

Interview with:

Interview with:

Interview with:

Interview with:

Interview with:

Rafael Aponte Ledée (born in Puerto Rico). Recorded in 2003.
César Bolafios (born in Peru). Recorded in 2004.

Graciela Castillo (born in Argentina). Recorded in 2003.

Rolando Cori and Jorge Martinez (both born in Chile). Recorded in 2004.

Manuel de Elias (born in Mexico). Recorded in 2003.
Alfredo del Ménaco (born in Venezuela). Recorded in 2003.
Manuel Enriquez (born in Mexico). Recorded in 1992.
Carlos Ferpozzi (born in Argentina). Recorded in 2004.
Enrique Gerardi (born in Argentina). Recorded in 2003.
alcides lanza (born in Argentina). Recorded in 2003.

Ariel Martinez (born in Uruguay). Recorded in 2003.
Alejandra Odgers (born in Mexico). Recorded in 2003,
Héctor Quintanar (born in Mexico). Recorded in 2005.

Conrado Silva (born in Uruguay). Recorded in 2004.
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Interview with: Wilson Sukorski (born in Brazil). Recorded in 2004.
Interview with: Horacio Vaggione (born in Argentina). Recorded in 2003.
Interview with: Edgar Valcarcel (born in Peru). Recorded in 2003.
Interview with: Carlos Vazquez (born in Puerto Rico). Recorded in 2003.
Interview with: Alberto Villalpando (born in Bolivia). Recorded in 1994,

Interview with: Fernando von Reichenbach (born in Argentina). Recorded in 2003.
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APPENDIX B

ECONOMY OVERVIEW

The following paragraphs complements the economic information mentioned in Chapter II1,
section 3.2 Economy overview, about Latin America and some northwestern countries where

pioneering electroacoustic music activities started.

All the information was gathered from the The World Factbook 2004 prepared by the Central
Intelligence Agency of the United States.

Latin America

Argentina benefits from rich natural resources, a highly literate population, an-export-

oriented agricultural sector, and a diversified industrial base.

Bolivia long one of the poorest and least developed Latin American countries, made

considerable progress in the 1990s toward the development of a market-oriented economy.
Possessing large and well-developed agricultural, mining, manufacturing, and service sectors,
Brazil's economy outweighs that of all other South American countries and is expanding its
presence in world markets.

Chile has a market-oriented economy characterized by a high level of foreign trade.

Colombia’s economy suffers from weak domestic and foreign demand, austere government

budgets, and serious internal armed conflict, but seems poised for recovery.
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Costa Rica's basically stable economy depends on tourism, agriculture, and electronics

exports.

Cuba’s government continues to balance the need for economic loosening against a desire
for firm political control. It has undertaken limited reforms to increase enterprise efficiency

and alleviate serious shortages of food, consumer goods, and services.

The Dominican Republic suffers from marked income inequality; the poorest half of the
population receives less than one-fifth of GNP, while the richest 10% enjoys nearly 40% of
national income (Gross national product or GNP is the value of all final goods and services
produced within a nation in a given year, plus income earned by its citizens abroad, minus

income earned by foreigners from domestic production)

Ecuador has substantial petroleum resources, which have accounted for 40% of the country's

export earnings and one-fourth of public sector revenues in recent years.

With the adoption of the US dollar as its currency, El Salvador has lost control over
monetary policy and must concentrate on maintaining a disciplined fiscal policy. GDP per
capita is roughly only half that of Brazil, Argentina, and Chile, and the distribution of income
is highly upequal.

Guatemala is the largest and most populous of the Central American countries. The
agricultural sector accounts for about one-fourth of GDP, two-thirds of exports, and half of

the labor force. Coffee, sugar, and bananas are the main products,
Mexico has a free market economy with a mixture of modern and outmoded industry and
agriculture, increasingly dominated by the private sector. Per capita income is one-fourth that

of the US; income distribution remains highly unequal.

Panama's dollarised economy rests primarily on a well-developed services sector that
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accounts for three-fourths of GDP. Services include operating the Panama Canal, banking,

the Colon Free Zone, insurance, container ports, flagship registry, and tourism.

Paraguay has a market economy marked by a large informal sector. The informal sector
features both reexport of imported consumer goods to neighboring countries as well as the
activities of thousands of microenterprises and urban street vendors. A large percentage of

the population derives their living from agricultural activity, often on a subsistence basis.

Peru's economy reflects its varied geography. Abundant mineral resources are found in the

mountainous areas, and Peru's coastal waters provide excellent fishing grounds.

Puerto Rico has one of the most dynamic economies in the Caribbean region. A diverse
industrial sector has far surpassed agriculture as the primary locus of economic activity and
income. Encouraged by duty-free access to the US and by tax incentives, US firms have

invested heavily in Puerto Rico since the 1950s. US minimum wage laws apply.

Uruguay's well-to-do economy is characterized by an export-oriented agricultural sector, a

well-educated workforce, and high levels of social spending.

Venezuela continues to be highly dependent on the petroleum sector, which accounts for
roughly one-third of GDP, around 80% of export earnings, and more than half of government

operating revenues.

Europe and North America

As an affluent, high-tech industrial society, Canada today closely resembles the US in its
market-oriented economic system, pattern of production, and high living standards. Since
World War I, the impressive growth of the manufacturing, mining, and service sectors has

transformed the nation from a largely rural economy into one primarily industrial and urban.
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France is in the midst of transition, from a well-to-do modern economy that has featured
extensive government ownership and intervention to one that relies more on market
mechanisms. France's leaders remain committed to a capitalism in which they maintain social
equity by means of laws, tax policies, and social spending that reduce income disparity and

the impact of free markets on public health and welfare.

Germany's affluent and technologically powerful economy- the fifth largest national
economy in the world - has become one of the slowest growing economies in the entire euro

zone, and a quick turnaround is not in the offing in the foreseeable future.

Italy has a diversified industrial economy with roughly the same total and per capita output

as France and the UK. This capitalistic economy remains divided into a developed industrial
north, dominated by private companies, and a less developed, welfare-dependent agricultural
south, with 20% unemployment. Most raw materials needed by industry and more than 75%

of energy requirements are imported.

Aided by peace and neutrality for the whole 20th century, Sweden has achieved an enviable
standard of living under a mixed system of high-tech capitalism and extensive welfare
benefits. It has a modern distribution system, excellent internal and external communications,

and a skilled labor force.

The United Kingdom, a leading trading power and financial center, is one of the quartet of
trillion dollar economies of Western Europe. Agriculture is intensive, highly mechanized, and
efficient by European standards, producing about 60% of food needs with only [% of the
labor force. The UK has large coal, natural gas, and oil reserves; primary energy production
accounts for 10% of GDP. Services, particularly banking, insurance, and business services,
account by far for the largest proportion of GDP while industry continues to decline in

importance.

The United States has the largest and most technologically powerful economy in the world,

with a per capita GDP of $37,800. In this market-oriented economy, private individuals and
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business firms make most of the decisions, and the federal and state governments buy needed
goods and services predominantly in the private marketplace. US firms are at or near the
forefront in technological advances, especially in computers and in medical, aerospace, and

military equipment.
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APPENDIX C

GLOSSARY

Acousmatic music

[...] The term Electroacoustic Music has expanded to such a degree that it has
become a meaningless catch-all", wrote Michel Chion in 1982. Today, this
expression reveals little of what we may expect to hear, and its use is analogous to
applying the term acoustic music to define the entire instrumental repertoire. For
these reasons, a group of composers, descendants of the school of musique concrete,
found it necessary to find a term that clearly designates the genre in which they work,
and which calls for a particular reflection, a methodology, a craft, a syntax, and
specific tools.

This term is acousmatic. It refers to a theoretical and practical compositional
approach, to particular listening and realization conditions, and to sound projection
strategies. Its origin is attributed to Pythagoras (6th C. BC) who, rumour has it,
taught his classes —only verbally — from behind a partition, in order to force his
students to focus all their attention on his message. In 1955, during the early stages of
musique concréte, the writer Jérdme Peignot used the adjective acousmatic to define
a sound which is heard and whose source is hidden. By shrouding ‘behind’ the
speaker (a modern Pythagorean partition) any visual elements (such as instrumental
performers on stage) that could be linked to perceived sound events, acousmatic art
presents sound on its own, devoid of causal identity, thereby generating a flow of
images in the psyche of the listener.

In order to avoid any confusion with performance-oriented electroacoustic music, or
music using new instruments (Ondes Martenot, electric guitars, synthesizers, real-
time digital audio processors, etc), Frangois Bayle introduce the term acousmatic
music in 1974.

Dhomont, F. (2002). Acousmatic Update. Sonic Arts Network. [online] Address:
http://www.wordiq.com/definition/Reel-to-reel_audio tape recording

The acousmatic listening experience is independent of the visual domain and thus
frees the mental images and creative forms of our imagination.



463

Musiques & recherches (undated). 4bout acousmatic? [online] Address:
http://www.musiques-recherches.be/acousmatic.php?Ing=en

Electroacoustics

The branch of electronics that deals with the conversion of electricity into acoustical
energy and vice versa.

AllWords.com (2002). Electroacoustics [online]. Address: http://www.allwords.com/
glossaryPage.php? CAT=ELO& letter=E%25

Electroacoustic music

The term electroacoustic music used throughout this text refers to: musical creations that
involve electronically modified or generated sounds, which may or may not be accompanied
by live voices or acoustic instruments, and that use a language close to the experimental
and/or academic world (adapted from a definition by Otto Luening in The Odyssey of an
American Composer, New York: Charles Scribner's Sons, 1980).

There are many other approaches and definitions to electroacoustic music, like this one by
Kevin Austin (with an acknowledgement to M. Century):

The use of electricity for the conception, ideation, creation, storage, production,
interpretation, distribution, reproduction, perception, cognition, visualization,
analysis, comprehension and/or conceptualization of sound.

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Electroacoustic Music [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node82.html

To have an idea of how vast the electroacoustic music world and its relationships could be,
the following are some of the Genres and Categories of Electroacoustic Music as it appears
on the ElectroAcoustic Resource Site (EARS) of the Music, Technology and Innovation
Research Group of De Montfort University: Acousmatic; Adaptive Music; Algorithmic
Music; Ambient Music; Analogue Electroacoustic Music; Collage; Computer Music; Digital
Music; Electroacoustic Music; Electronic Music; Electronica; Experimental Music; Granular
Music; Immersive Environment; Interactivity; Interdisciplinary Artistic Work (Audio-vision -
Multimedia/Intermedia - Sound Design - Text-sound Composition); Internet Music; Live
Electronics; Lowercase Sound; Mixed Work; Musique concréte; Phonography (Anecdotal
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Composition); Plunderphonics; Radio Art/Radiophonics/Horspiel; Sonic Art; Sound Art
(Sound Installation); Soundscape Composition; Stochastic Music; Tape Music.

This somewhat elusive term has evolved since the late 1950s, and attempts to define
it have provoked much-heated debate amongst academics and practitioners. The term
has a specific meaning in audio engineering (see 2 below), and a rather-too-simplistic
explanation is that it was adopted as an inclusive and umbrella term as the activities
of musique concréte, tape music, and electronic music composers saw almost
immediate cross-fertilization, which continued through the 1960s and 70s.

The term saw early usage in the United Kingdom and Canada, and during the 1970s
tended (amongst other terms) to be used in the French language (électroacoustique)
in place of musique concréte. The term was never in wide usage in the United States,
where Electronic Music, Tape Music and Computer Music predominated, but recent
years have seen an increased usage here too. The term is currently widely used in
several European/South American languages, including Spanish and Portuguese.

More recently, some, particularly in Canada, have adopted the term Electroacoustics,
which includes Electroacoustic Music Studies in its sense, and has the advantage of
emphasising the interdisciplinary nature of the field in the nuance of its meaning.

Some argue that the term is so elusive as to be unhelpful, and should therefore be
abandoned. Others opt for the most general possible use of the word as an umbrella
term (see | below). The English language has seen increased recent usage of the
terms Sonic Art and Electroacoustics in place of Electroacoustic Music. The French
language has several nuanced alternatives, including I'Art de Sons Fixés (Michel
Chion) and Musique Acousmatique (proposed by Frangois Bayle in the early 1970s
as a replacement for Musique Concréte, and a means of delineating his aesthetic
concerns within the broader field of Electroacoustic Music).

In an attempt to illustrate nuance, the following four established definitions are
offered below.

1. Electroacoustic music refers to any music in which electricity has had some
involvement in sound registration and/or production other than that of simple
microphone recording or amplification. (Source - L. Landy - Reviewing the
Musicology of Electroacoustic Music, Organised Sound' 4/1)

2. An adjective describing any process involving the transfer of a signal from
acoustic to electrical form, or vice versa. Most commonly transducers, such as the
microphone or loudspeaker are examples of this process.

Although the term most precisely refers to a signal transfer from electrical to acoustic
form or vice versa, it also is often used more loosely to refer to any process for the
electronic generation and/or manipulation of sound signals, including techniques of
sound synthesis for the electronic or digital generation of such signals. When the
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purpose of such manipulation is artistic, the result is commonly called electroacoustic
music. (Source: Barry Truax - Handbook for Acoustic Ecology CD-ROM Edition.
Cambridge Street Publishing, 1999 - CSR-CDR 9901)

3. Music in which electronic technology, now primarily computer-based, is
used to access, generate, explore and configure sound materials, and in which
loudspeakers are the prime medium of transmission. There are two main genres.
Acousmatic music is intended for loudspeaker listening and exists only in recorded
tape form (tape, compact disk, computer storage). In live electronic music the
technology is used to generate, transform or trigger sounds (or a combination of
these) in the act of performance; this may include generating sound with voices and
traditional instruments, electroacoustic instruments, or other devices and controls
linked to computer-based systems. Both genres depend on loudspeaker transmission,
and an electroacoustic work can combine acousmatic and live elements. (Source -
Simon Emmerson, Denis Smalley, The New Grove Dictionary of Music and
Musicians. Second Edition, 2001, ed. Stanley Sadie)

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Electroacoustic Music [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node82.html

Electronic Music

Originally, music in which the sound material is not pre-recorded, but instead
uniquely generated electronically, historically through oscillators and noise
generators, currently digitally. There are some, particularly in the United States, who
use this term today as a synonym for electroacoustic music. The German equivalent,
Elektronische Musik has more precise historical connotations, referring to
electronically generated post-serial composition that commenced in the early 1950s
in the broadcast studios in Cologne.

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Electronic Music [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node83.html

Experimental Music

1. Synonymous with avant-gardism (Paul Griffiths, Robert Fink and Herbert
Eimert)
2. Music made in a laboratory (Lejaren Hiller, Pierre Schaeffer)
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3. The performance of music of which the outcome cannot be foreseen (John
Cage, Michael Nyman, Wim Mertens and Joaquim M. Benitez)
4. Music in which the innovative component (not in the sense of newness found

in any artistic work, but instead substantial innovation as clearly intended by a
composer and/or performer) of any given aspect of a given piece or performance
takes priority above the more general technical craftsmanship expected of any art
work

(Source - Leigh Landy, " What's the Matter with Today's Experimental Music?",
Chur, Harwood Academic Publishers, pp. 3-7)

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Experimental Music [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node85.html

Interactive Instruments

The means and manner by which a human may interact with a machine for the
purpose of music making has proven an area of immense research and activity since
the days of early electronic instruments. This term is used without any great
consistency, in part due to the immense scale of current research and activity in the
field.

Any conceivable means of inputting data into a system to elicit some form of
musically meaningful response may be considered to be a controller. In the broadest
possible sense, a controller, via some form of communication between component
parts (e.g. MIDI, converters, computer software) in conjunction with some means of
producing or modifying sound may be termed an Interactive Instrument. Frequently,
such controllers exist in homologous relationships with sensors (e.g. of movement).
Thus gloves, conductors batons, toys, amongst countless other examples, may be
constructed or modified to function as musical instruments.

An existing form of musical instrument may be modified through the addition of
sensors, enabling control of additional electronically mediated sound generation or
modification (including the instrumental sound itself) in addition to the conventional
confrol the musician exerts over the production of the acoustic sound. Such examples
are also sometimes referred to as Extended Instruments.

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Interactive Instruments [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node207.html#Interactive Instruments
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Interactivity

“Interactivity refers broadly to human-computer musical interaction, or human-
human musical interaction that is mediated through a computer, or possibly a series
of networked computers that are also interacting with each other. Often, an
interactive performance, composition or improvisation will involve the creation or
programming of software that will respond to pre-determined aspects of a live
performance. The software will then determine other aspects of the music, either
generating synthesised sound, or modifying in some way all or some of the "live'
sound.

The behavior of the computer may be highly determined or indeterminate as defined
by the musicians, and may be modified from performance to performance. The exact
musical role of the computer may even be modified in real-time during the course of
a performance.

Interactive music-making introduces and often utilises notions of virtual instrument,
virtual performer, virtual composer, and even virtual listener.

Interactive music-making frequently blurs the conventional distinction between
compositional and improvisational activity. Key issues in interactive music making
are socialisation, collective authorship, geographical and temporal
synchronicity/asynchronicity, and “distributed activity'.”

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Interactivity [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node47.html#Interactivity

Interface

Software or hardware-based device or protocol which serves as an intermediary
between a computer and a peripheral device or between two different systems which
permits the exchange of information between them.

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Interface [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node248.html
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Latin America

The term Latin America is used loosely to refer to all the American countries south
of the United States: used this way, it covers the whole of South America, Central
America, Mexico, and the Caribbean. In this text it is used in a strict sense to refer
solely to the nations in those geographical regions where the Spanish and Portuguese
languages predominate; this narrower definition excludes the countries and territories
where English and other languages are spoken (Jamaica, Belize, Guyana, Suriname,
Haiti, etc.)” [...] The Latin American countries, taking the term in its strict sense, are:

. Argentina

. Bolivia

. Brazil

. Chile

. Colombia

. Costa Rica

. Cuba

. Dominican Republic
. Ecuador

. El Salvador

. Guatemala

. Honduras

. Mexico

. Nicaragua

. Panama

. Paraguay

d Peru

. Uruguay

d Venezuela and

. the Commonwealth of Puerto Rico (USA)

Free-Definition (undated). Latin America - definition, meaning, explanation &
information [online]. Address: http://www free-definition.com/Latin-America.html

Live electronics

A term dating from the analogue age of electroacoustic music that describes
performance involving electronic instruments which can be performed in real-time.
The term is more commonly expressed today as music involving interactive
instruments.

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Live Electronics [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node97.html



469

MIDI

MIDI is an abbreviation for Musical Instrument Digital Interface, which designates
the standard protocol for communication between electronic instruments and
equipment with MIDI implementation. This has proven to be of particular interest
within electroacoustic music in the areas of sequencing, triggering and controlling.
MIDI devices allow for the sending and receiving of MIDI protocol messages. MIDI
interfaces enable MIDI instrument connection to a computer, which allows for
computer control of other MIDI equipment.

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). MIDI [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node2 I | .htm#MIDI

Musique concréte

When in 1948 Pierre Schaeffer gave the name concréte to the music which he
invented, he wanted to demonstrate that this new music started from the concrete
sound material, from heard sound, and then sought to abstract musical values from it.
This is the opposite of classical music, which starts from an abstract conception and
notation leading to a concrete performance. Schaeffer wanted to react against the
“excess of abstraction” of the period but he did not shy away from “‘reconquering”
this musical abstract. A reconquering which for him had necessarily to go through a
return to the concrete. (Source - Michel Chion, Guide des Objets Sonores. Eds.
Buchet/Chastel, Paris, 1983, 1995 - translation by John Dack/Christine North)

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Musique Concréte [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node 100.html

Open reel tape recorders

Reel-to-reel or open reel tape recording refers to the form of magnetic tape audio
recording in which the recording medium is held on a reel, rather than being securely
contained within a cassette [...] The reel-to-reel format was used in the very earliest
tape recorders, including the pioneering German Magnetophons of the 1930s.
Originally, this format had no name, since all forms of magnetic tape recorders used
it. The name arose only with the need to distinguish it from the several kinds of tape
cartridges or cassettes which were introduced in the early 1960s.
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wordIQ (2004). Reel-to-reel audio tape recording [online]. Address:
http://www.wordiq.com/definition/Reel-to-reel_audio_tape_recording

Early tape recorders were first developed in Germany. On Christmas day 1932 the
British Broadcasting Corporation first used a tape recorder for their broadcasts.

Magnetic tape recording as we know it today was developed in Germany during the
late 1930s by the C. Lorenz company [...] The typical professional tape recorder of
the early 1950s used 14" wide tape on 1012" reels, with a capacity of 2400 feet

(73 1.5 metres). Typical speeds were initially 15 in/s (380 mm/s) yielding 30 minutes'
recording time on a 2400 ft (730 m) reel. 30 in/s (720 mm/s) was used for the highest
quality work.

Standard tape speeds varied by factors of two: 15 and 30 in/s were used for
professional audio recording; 712 in/s (190 mm/s) for home audiophile prerecorded
tapes; 712 and 3 3/4 in/s (190 and 95 mm/s) for audiophile and consumer recordings
(typically on 7 in or 18 cm reels). 17/8; in/s (42 mm/s) and occasionally even 15/16
in/s (21 mm/s) were used for voice, dictation, and applications where very long
recording times were needed, such as logging police and fire department calls [...] A
tape allows multiple tracks in parallel to each other. Because they are carried on the
same medium, they stay in perfect synchronization. This allowed for stereo sound (2
tracks), and quadrophonic sound (4 tracks). In a professional setting today, such as a
studio, audio engineers may use 24 tracks or more for their recordings, one (or more)
tracks for every instrument played.

Magnetic audio tape can be easily and inaudibly spliced. The combination of the
ability to edit via splicing, and the ability to record multiple tracks, revolutionized
studio recording. It became common studio recording practice to record on multiple
tracks, and mix down afterwards. The convenience of tape editing and multitrack
recording led to the rapid adoption of magnetic tape as the primary technology for
commercial musical recordings [...] Analog magnetic tape recording introduces
noise, usually called "hiss", caused by the finite size of the magnetic particles in the
tape. There is a direct tradeoff between noise and economics. Signal-to-noise ratio is
reduced at higher speeds and with wider tracks, increased at lower speeds and with
narrower tracks [...] Prior to 1963, when Philips introduced the Compact audio
cassette, almost all tape recording had used the reel-to-reel (also called "open reel")
format. Previous attempts package the tape in a convenient cassette that required no
threading met with limited success; the most successful was 8-Track cartridge used
primarily in automobiles for playback only. The Philips Compact audio cassette
added much needed convenience to the tape recording format and quickly came to
dominate the consumer market, although it was lower in quality than open reel
formats.

wordlQ (2004). Sound recording [online]. Address: http://www.wordig.com/
definition/Sound_recording
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Recording

Many forms of electroacoustic music making are founded on the use of sound
recording at some stage of their creation. Historically, those forms of electroacoustic
music descended from the musique concréte comprise of studio-based investigation
into recorded sound objects. The processes of sound recording and composing are
frequently impossible to conceive of as entirely independent; recording is part of the
musical creation rather than a documentation of the performance of an existing music
or improvisation.

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Recording [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node262.html

Sampling

A technique used to capture continuous phenomena, whereby periodic snapshots are
taken. If the sampling rate is fast enough, the human sensory organs cannot discern
the gaps between each snapshot when they are played back. This is the principle
behind motion pictures.

Sampling is the key technique used to digitize analog information. For example,
music CDs are produced by sampling live sound at frequent intervals and then
digitizing each sample. The term sampling is also used to describe a similar process
in digital photography.

Forschungsprojekt "AURIS - Multimedia" (2002). Glossary [online]. Address:
http://arge.tuwien.ac.at/arge/acro.html

Sound art

This term has been used inconsistently throughout the years. Currently it is generally
used to designate sound installations (associated with art galleries and museums),
public sonic art and site-specific sonic art events.

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Sound Art [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node109.html
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Sound source

This term is generally associated with "classical” electroacoustic composition that
privileges the notion of "material", which is investigated and developed during the
compositional process in the studio. In this context Sound Source simply refers to the
physical provenance of such material, for example a vibrating body recorded in the
studio, an environmental recording, or a synthesizer output. It can also refer to the
basic structuring units in a given compositional conception or strategy, for example
sonic grains or vowels and consonants extracted from speech.

Ears; ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Sound Source [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node309.html]

Synthesizer

An electronic instrument for the production and control of sound that can be used for
the making of music.

Thomson Learning (undated). Glossary of Humanities Terms [online]. Address:
http://lms.thomsonelearning.com/hbep/glossary/glossary .taf?gid=24&start=s

Any grouping of electronic equipment intended for sound synthesis.

Ears: ElectroAcoustic Resource Site. Music, Technology and Innovation Research
Group at De Montfort University (2003). Synthesizer [online]. Address:
http://www.mti.dmu.ac.uk/EARS/Data/node259.html

A synthesizer is an electronic musical instrument designed to produce artificially
generated sound [...] Synthesizers create sounds through direct manipulation of
electrical currents (as in analog synthesizers), mathematical manipulation of discrete
values using computers (as in software synthesizers), or by a combination of both
methods.

Free-Definition (undated). Synthesizer - definition, meaning, explanation &
information in free-definition.com [online]. Address: http://www.free-definition.com/
Synthesizer.html



