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Prefatory	
  matters

This	
  dissertation	
  is	
  written	
  in	
  partial	
  fulAilment	
  of	
  the	
  requirements	
  for	
  the	
  doctoral	
  degree	
  
program	
  docARTES	
  of	
  the	
  Orpheus	
  Institute	
  and	
  Leiden	
  University.	
  The	
  remaining	
  precondition	
  
consists	
  of	
  a	
  concert,	
  two	
  DVDs	
  and	
  two	
  CDs	
  with	
  video	
  and	
  audio	
  material	
  documenting	
  several	
  
of	
  the	
  28	
  compositions	
  written	
  for	
  this	
  doctoral	
  project,	
  and	
  two	
  websites	
  (one	
  with	
  further	
  
documentations	
  of	
  all	
  28	
  compositions	
  written	
  during	
  the	
  doctoral	
  trajectory:	
  
www.cathyvaneck.net/ownworks/,	
  the	
  other	
  containing	
  audio	
  and	
  video	
  examples	
  of	
  the	
  works	
  
discussed	
  in	
  this	
  text:	
  www.cathyvaneck.net/videoexamples/).	
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Abstract

My	
  research	
  takes	
  the	
  artistic	
  use	
  of	
  the	
  devices	
  that	
  bring	
  sound	
  waves	
  into	
  electricity	
  and	
  back	
  
as	
  its	
  central	
  focus	
  point;	
  they	
  are	
  commonly	
  called	
  microphones	
  and	
  loudspeakers.	
  These	
  
devices	
  have	
  become	
  essential	
  for	
  many	
  forms	
  of	
  music	
  making.	
  Through	
  the	
  same	
  pair	
  of	
  
loudspeakers,	
  people	
  listen	
  to	
  diverse	
  music	
  and	
  sound,	
  such	
  as	
  violin	
  sonatas,	
  rock	
  songs	
  or	
  
simply	
  the	
  latest	
  news.	
  Accordingly,	
  microphones	
  and	
  loudspeakers	
  are	
  often	
  designed	
  to	
  remain	
  
transparent;	
  that	
  is,	
  "inaudible"	
  in	
  the	
  Ainal	
  sound	
  result.	
  

From	
  the	
  1950s	
  on,	
  microphones	
  and	
  loudspeakers	
  started	
  to	
  play	
  a	
  crucial	
  role	
  not	
  only	
  in	
  the	
  
mere	
  reproduction	
  of	
  sound,	
  but	
  also	
  in	
  the	
  creation	
  of	
  music.	
  Composers	
  and	
  musicians	
  often	
  
described	
  these	
  new	
  possibilities	
  of	
  using	
  microphones	
  and	
  loudspeakers	
  as	
  musical	
  
instruments.	
  This	
  resulted	
  not	
  only	
  in	
  many	
  pieces	
  and	
  performances	
  that	
  used	
  microphones	
  
and	
  loudspeakers	
  in	
  unusual	
  ways	
  but	
  also	
  in	
  many	
  new	
  possibilities	
  for	
  musical	
  composition.

Confronted	
  with	
  microphones	
  and	
  loudspeakers	
  through	
  my	
  own	
  practice	
  as	
  a	
  composer	
  using	
  
electro-­‐acoustic	
  media,	
  I	
  investigated	
  how	
  microphones	
  and	
  loudspeakers	
  could	
  become	
  musical	
  
instruments.	
  This	
  resulted	
  in	
  28	
  compositions	
  and	
  a	
  text	
  about	
  historical,	
  theoretical,	
  and	
  
practical	
  aspects	
  of	
  the	
  subject.	
  To	
  obtain	
  a	
  clear	
  picture	
  of	
  the	
  possibilities	
  of	
  microphones	
  and	
  
loudspeakers	
  in	
  music,	
  I	
  develop	
  four	
  approaches	
  in	
  my	
  dissertation.	
  Three	
  of	
  them	
  focus	
  on	
  the	
  
transparent	
  use	
  (reproducing,	
  supporting	
  and	
  generating).	
  The	
  fourth	
  approach	
  focuses	
  on	
  the	
  
use	
  of	
  microphone	
  and	
  loudspeakers	
  in	
  an	
  opaque	
  way;	
  that	
  is,	
  as	
  musical	
  instruments.	
  I	
  call	
  this	
  
the	
  interacting	
  approach,	
  since	
  the	
  music	
  should,	
  in	
  contrast	
  to	
  the	
  other	
  approaches,	
  not	
  be	
  
transmitted	
  through	
  microphones	
  and	
  loudspeakers,	
  but	
  formed,	
  coloured,	
  and	
  changed	
  by	
  
these	
  devices.	
  

The	
  fourth	
  approach	
  was	
  the	
  starting	
  point	
  for	
  28	
  compositions,	
  in	
  which	
  I	
  investigate	
  in	
  what	
  
ways	
  one	
  could	
  interact	
  or	
  "play"	
  microphones	
  and	
  loudspeakers.	
  This	
  resulted	
  in	
  a	
  
categorisation	
  of	
  three	
  interaction	
  parameters:	
  movement,	
  material	
  and	
  space.	
  I	
  looked	
  at	
  how	
  
these	
  interaction	
  parameters	
  might	
  be	
  recognised	
  in	
  the	
  work	
  of	
  other	
  musicians	
  and	
  
composers,	
  as	
  well	
  as	
  how	
  the	
  interaction	
  with	
  microphones	
  and	
  loudspeakers	
  inAluenced	
  
compositional	
  form,	
  the	
  performance	
  situation,	
  and	
  the	
  relationship	
  between	
  musician	
  and	
  
musical	
  instrument.	
  This	
  resulted	
  in	
  a	
  theory	
  and	
  praxis	
  in	
  which	
  I	
  elaborate	
  upon	
  unique	
  
features	
  of	
  music,	
  composed	
  with	
  microphones	
  and	
  loudspeakers.
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