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ABSTRACT formed in real time ad infinitum. The sound mated&
) ) ) ) the installation is a collection of personal fiekelcord-
In this paper | will present some aesthetic andhriaal ings, sample donations by my “informants” recoraed

aspects of my work related to real-time compositién oy in their respective countries, and samplesidoin

sound environments (soundscape.s and vocalscapes),chives. The sound space is organized as an atabip
through two recent works: “Geografia Sonora”, argbu o “sound islands” grouped in families. The navigat

and video installation on the theme of the MedétBean  petween the “islands” (juxtaposition, superimpositand

sea, a navigation in an archipelago of “sound @&8amf  gpaialization of sounds) is organized automatjcaly
smglng/speaklng voices, sound signals, natur_al raed a “navigation map”, a computer program within timsie
chanical sounds; “Vocalscapes on Walt Whitman”, an rgnment Max/MSP and the Spatialisateur. This missica
electroacoustic composition exploring the idead€try journey takes place within an appropriate “room”vid-
as vocalscape” and as “geography” of voices antbper ¢ of a continuous changing texture of a sparkéieg is

mances based in the recordings of fifteen talkers. projected on the three walls of the room. The $@mges
The works have been composed and spatialized in reap cojor, luminosity and density and becomes a tedias
time by a “sound navigation map”, a virtual scori¢him tion of lights. The video is generated with Jitherreal-
Max/MSP, the Spatialisateur and Antescofo. time. The visitor may move freely inside the roomalk

Through these two works I will show: 1) by whichane  ar6und, sit down or lie down on the floor.
a vast sound material can be organized and pro-

cessed/composed automatically in order to begetiads
environment in real-time through a coherent opetu&i
score; 2) how such a sound environment may be see
simultaneously as a sound composition, as the whee
shared experience, as the record of poetry and peca
formance or as the soundmark of a community and of
land.

1. GEOGRAFIA SONORA

“Geografia Sonord”(2013) is a sound and video instal-
lation on the theme of the sea; an imaginary sdund-
stellation” of singing/speaking voices, sound slgnas
well as natural and mechanical sounds from coumtrie
bordering the Mediterranean. The soundsgdpé and
the video image are generated, re-composed and-tran

Figure 1. “Geografia Sonora”: the space and the video

Copyright: © 2014 Georgia Spiropoulos. This is gmepaccess articl of the sea.

dis- tributed under the terms of th@reative Commons Attributi
License 3.0 Unportedwhich permits unrestricted use, distribution,

reproduction in any medium, provided the original autlaod source ai In the soundscape the sound is distributed by &-lou
credited. speakers one pair per wall (8 channels). Each neplie-
sents one of the four cardinal points in the magh corre-
sponds to a part of the Mediterranean; each coyatrgt

1 “Geografia Sonora” has been commissioned by thatouEvelyne  itS soundmark) has a fixed location and startingtpio
Artaud for “Marseille-Provence 2013, European Capif Culture” and space. The north wall (N) is the “sound map” of the
took part of the exposition “Cadavres Exquis” & @ranet Museum of northern countries, the south wall (S) that of shathern
Aix-en-Provence. It has been composed in the Mog@ireuit Studios. . !

2 R. Murray Schafer categorize the main themes obundscape in countries, etc.
terms of keynote sounds, signals and soundmarkkeyhote is the
tonality in a composition and also the sounds lafralscape created by
its geography and climate; signals are acoustiaiwgrdevices or mes
sage transmitters; a soundmark is a communitydaetich is unique.
He proposes also a definition of a community agtipal, geographical,
religious, social and acoustic entity.

1.1 The soundscape — An archipelago of sounds
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Figure 2. Spatial distribution of the Mediterranean
countries and sound diffusion by 8 loudspeakers.

The sound material, concrete and mainly raw, is
grouped in “sound islands” and “island clusterség(s
Table 1). A “cluster” is a sound family (e.g. Hum&ig-
nals) and an “island” is the type of a sound witkin
sound family (e.g. singing, morse). | will confingyself

to describe only a few sounds here. The “Human” and

“Ambient” families are related to oral-traditiorofggs) or
reflect the human activity on sea (fishing, naviggt
The Morse code generated by the computer comesdrom
text fragment of Homer's “Odyssey” [2A very few
samples (natural sounds, boats motors) are filténed
order to serve as continuous drones. The soundrialate
is organised in 8 sound familes.

Sound families Sound types
c (island clusters) (sound islands)
o | Human (voice) singing, speaking,
u calls, onomatopoeia
n
tr Instrumental related to sea songsg
i | Ambient (with voice) port, fish market,
e boat, carnage, cele-
S bration
Natural sounds sea, wind, birds, in-
to sects, big fishes, unu-
h sual sounds
e | Signals boat horns, whistles,
r morse signals, sonars,
unidentified seg
sounds
Mechanical boat motors, chains
Drones filtered sounds
Processed filtered sounds

Table 1. The 8 sound familes of the Mediterranean
soundmark.

A “sound navigation map” defines paths and intercon
nections between “sound islands” and/or “islandtets”
and generates an “archipelago of sounds”.
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Figure 3. Sound navigation map, “sound islands” & in-
terconnections (manuscript).

1.2 Virtual Score - A sound navigation map

The navigation between the “sound islands” charages
infinitum in real-time. There is no fixed durationegin-
ning or end; sounds may be repeated but the lisigitie
never listen to an identical combination of sounds.
“sound navigation map” is generated as a virtuatesen
the computer by means of Max/MSP and the Spatial-
isateur software. The navigation map is organised a
complex multi-level matrix constructed with thredes-
nal tables that interact with each other: 1) aedbt the
horizontal interconnections between sounds (jux@apo
tion), 2) a table for vertical connections (supgrasition)
and 3) a table for the grouping of sounds andHerdpa-
tial movement.

island Voice Instrumental |Voice ambience

clusters

singing market boat

ia [speaking

islands port
Singing X X X X X X X
lonomatopeia x x X x x X x
speaking X X X X X X X

Instrumental

Voice

Instrumental

Voice ambiendmarket x x x . x X X

port X x X . x x x
boat X x X € X x x
carenage

celebration

other x x x B x
birds x x x X x
fish . X
cicadas . ¥ . s X

Nature

MEIEIEIEE

crickets

sea X

x
wind x X
breath . x x
x
x

Signals horns

morse

x| x| x| x|

sonar

unidentified ‘ x . . . X

Mechanical |motor x x x . X X X

chain

Drone Drone x x x x % x ¥

Processed Processed x x x x x X X

Figure 4. Sound navigation map: part of the table indi-
cating allowed and non-allowed sound juxtapositions

The first two tables define a random navigation be-
tween sounds types according to rules that deterthie
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allowed or non-allowed combinations of sounds (e.g.
birds to cicadas, birds and cicadas); this chojes/(0) is
either arbitrary or rational according to combioas one
may listen in the physical word. The third tableede
mines the spatial movement of sound types and their
ternal organization in “scenes”. A “scene” reguai@
particular behavior of each sound type (e.g. siggiish)

in time and in space:

polyphony (one/many sounds & loudspeakers)
spatial movement (static/dynamic within an an-
gle in degrees)

sample duration and onset (playback position in
a sample)

total duration of a scene (15- 70 sec)

Eight scenes are configured in “Geografia Sonora”.

Solo (a single sound type): monophonic, static, 1
L/s®

Multi: polyphonic, static, 2-4 L/S simultaneous-
ly

Respo; polyphonic, static, 2-3 L/S alternatively
Ubi: polyphonic, static, 8 L/S simultaneously,
quiet

Circular: monophonic, dynamic, 8 L/S, 90°-360°
Spiral: polyphonic, dynamic, 8 L/S, >360°

Cross: polyphonic, dynamic, 2 L/S, jump across
Zig: polyphonic, dynamic, 3 L/S zig-zag

ISOUND FAMILY
(a cluster of siands)

SOUND TYPE

3 SPATIAL MOVEMENT (avec scenes)
(island)

STATIC DYNAMIC

polyphonic | polyphonic | polyphonic DY polyphonic

RESPO
15_2040_0
5.10+0_0
10_15+0_50

soLo
20_30+0_0
5_10+0_0
10_15+0_50

CIRC
20_30+0_0
5_10+0_0

SPIRAL
2035100
5_1010_0

islands-spat muLTI UBI-PIANO CROSS | TRI/2IG
singing - -

5.10+00 5_10+0_0

20_40+0_50
20_40+0_50
20_40+0_50

20_40+0_50
20_40+0_50
20_40+0_50

15_2540_0
15_2540_0
15_25+0_0

15_40+0_50
15_40+0_50
15_40+0_50

other 10_20+0_0
10_20+0_50

5_12+0_50
5_12+0_50

7.10+00 7_15+0_50
10_15+0_0
812400

812400

30_60+0_50
30_60+0_50
30_60+0_50
30_60+0_50
30_60+0_50
40_50+050
10_20+050
812100

5_10+0_50
5_10+0_50

40_60+0_0
30_60+0_50
5_8+0_30

jcadas 15_30+0_30
15_3040_30
30_60+0_50
30_60+0_0
30_40+0_30

8_1510_50
8_15+0_50

10_60+0_50
10_60+0_50

6_15+0_50
6_15+0_50

30_60+0_0

510100 810100
25100

58100

5 812400
15_20+0_0 »
10_15+0_0

3.10+00

25_45+0_30 | 15_45+0_30 10_20+0_50 15_45+0_50

45_60+0_20 | 45_60+0_20 20_50+0_50

45_60+0_20

20_50+0_20 20_50+0_50

4560 45-60 50-70 40-70

Figure 5. Sound navigation map: “scenes” and sound
spatialization.

All three tables are stored in Max/MSP intoll ob-
jects. The whole sound navigation is a random ehoic
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Max/MSP patch. The number of sound sources, the spa
tial location and the movement of the sources, are con-
trolled by the Spatialisateur. They are distribuitedn 8-
channel system with 15 virtual spatial points.

1.3 The video — A “breathing sea”

The video is projected by three projectors on tired
walls of the room. The video image is the resula @on-
tinuous changing texture of a sparkling sea. Wheewa
sound “scene” appears the sea changes in coloindgin
ty and density and becomes a constellation ofdight

The video image is a merge of two sources: theovife
a shimmering moving sea and a similar photo wha$e c
or changes by the computer. From interaction batwee
these sources results a sea-matter in continuoti®mo
that oscillates ranging from blue to silver bluelet (and
to silver) and whose shimmer is gradually transftm
into constellation of lights. This “landscape” cdwdug-
gest a constellation of stars, signals of lightlesyudoat
luminous lines, or the night lights of the islands.

The video treatment is calculated in real time jogcif-
ic modules on Jitter softwargt.op for matrices opera-
tions in order to generate a new synthesized image;
jit.mxform2d for image spatial transformation,
jit.scalebiasfor color channels scaling and offset in a 4
plane input matrix (ARGB)jit.slide for temporal enve-
lope following.

2.VOCALSCAPES ON WALT WHITMAN

“Vocalscapes on Walt Whitman” (2014) are electroa-
coustic interludes extracted from “The Body Elexthi
cycle based on Walt Whitman's “Leaves of Grag3]. It
is composed for a speaking-singing female voicari-cl
nets, trombone, viola, percussion and 6-channel tape
cycle is a work in progress, which started withrfpiec-
es, but more ones will be added in the future. Ther fo
pieces are bounded by electroacoustic vocalscépes-(
ludes). Some instrumental or concrete sounds ofvtité
are directly inspired by the soundscapes in Whitman
poems (boat horns, wind, whistles, whispers).
“Vocalscapes on Walt Whitman” can be seen as an
electroacoustic composition as well as a soundliast
tion. The piece explores both the idea of poetrgamd-
space and as “geography” of languages, voicespiperf
mances and humans. The sound material derivestfrem
recordings of fifteen talkers, each one having rded a

path by the computer between “scenes” (see Figyire Syyhitman's poem excerpt in her/his mother tongue in

and “free” navigations between “sound types” (Bé&p
ure 4). A new “scene” appears after 4-8 “free” gavi
tions. As all countries have a fixed spatial pdinta spe-
cific loudspeaker and angle) all sounds relateddon-
tries (and humans) are localized and staitjrate in
space in the loudspeaker of that country. All ogeinds
are spatialized according to “scenes”. For examplée
Respo configuration the next sound will start &t dippo-
site spatial point to the first one.
A maximum of three polyphonic voices may be super-

imposed and read in playersfilay~ objects) in the

% loudspeakers

chosen place. Each spoken poem (and voice) is gg@om
nied by the ambient sound of the place where i€srb

recorded. The recorded material has been composgd a
spatialized automatically by Max/MSP and the Spatia

“The work has been comissioned by the French MjnisftiCulture for
the Arts Nova ensemble. The title comes from Whitimapoem of the
same title.

5 “Leaves of Grass” is a poetry collection of 40@®ms by the Ameri-
can poet Walt Whitman (1819-1892). Whitman compasédring his
entire life, writing and revising it in five editis until his death.

8 "City of Ships”; “A Clear Midnight”; “Yet, Yet, YeDowncast Hours”;
The Rounded Catalogue Divine Complete”.
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isateur both driven by Antescdfsoftware and program- material. The music material has been generatedai
ming language. This computer environment for remét  time on studio, recorded as fixed 6-channel musical se-

composition has been initially conceived for thstéfia- guences and mixed as standard electroacoustic spiece

tion of “Geografia Sonora” and developed further tfee Each sequence is composed and spatialized as a-micr

"Body Electric". form similar to Geografia’'s “scenes” described afov
Solo, Multi, Respo, Ubi, Circ, Spiral, Zig (see &iig 5).

2.1 The Vocalscape (Fonotopia) The sequences here are generated by the Antesmivfo s

) ware and programming language and generated through
Most of the fifteen talkers, women and men, hawem- Max/MSP and the Spatialisateur.

ed an excerpt of Walt Whitman's “Song of Myself’. A q\; version of the Geografia’s Max/MSP patch has
Some of them have recorded excerpts of five differe .., developed with a 3-player module, with an in-

poem$. The languages actually recorded are: English, d int | polvoh f h ol d a&i-

French, German, Greek, Hebrew, Italian and Spanish crease m_err_wa polyptiony Tor each player and a-ma
; . mum of 15-voice superimposition.

more languages will be added in the future. Alkéas

provided a recording of the ambient sound of theceyof ®oo

reading; many of them have chosen a particoiee en

scene(staging) of that space with very interesting @ns ‘ : - | |||| mD'Dw
quences both for the background sound of the rgmogprd =~ wesaE—w=—se=o @@ ]

and for the work. Dieter Kaufmann recorded on tile P ————————— S
gram-bridge in the middle of a crowdy Vienna an ex- ==

cerp? where Whitman expresses his strong conscience of & o - i ILU
citizenship and involvement in the city (New Yorlgt- 2 P11 el e T 22 s A
len Weiss recorded a quiet snowy soundscape full of &

birds in Huntington NY; Joel Chadabe chose the West = = 1 (.
End Avenue sound in front of his studio buildingdan ™" I|||| mﬂ Sh
Philippe Leroux the night ambience of Ecole Normale 3. joue italian/woman/words/poem_of_salutation_paticia 65 G

Superieure street of Ulm. . . .
The recorded poems have been edited and arranged (i Figure 6. The 3 voices (players) in Max/MSP patch.
folders) by language, gender, type of audio san(pte When launching the Max/MSP patch all the audio sam-
ems, strophes, verses, words, ambience samples) angles are preloaded automatically. Thecursivefolder
poem (title and talker); e.g italian/woman/verse/ object of Alex Harke¥® allows to construct the folders
A_Song_of_the_Rolling_Earth_paola. tree for the sound types (poems, strophes, etcgctess
easily to the audio samples and to add more samples

english without changing the patch. By tlamtescofo~object in
french amblende the main patch window one can access to the Aspbgra
german poems graphical score editor.
greek man strophes poem
; . 1 — ot NN coro NEMULTI  TRILL
!]eb_re“ woman VErses title & talker : — ]
italian words
phonemes
spanish

Table 2. Organization of the recorded poems samples
by: language — gender — sound type — poem title

2.2 Virtual score — programming in Antescofo

The compositional process and method in “Vocalssape
on Walt Whitman” is an extension of that of “Gedga
Sonora”. But “Vocalscapes” by its nature neededyadr
compositional control and precision in working dret
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Figure 7. The Antescofo’s Ascograph graphical score
editor.

"“Antescofo~ is a modular polyphonic Score Followigstem as well
as a Synchronous Programming language for musicaiposition. The All electroacoustic sequences have been programmed

module allows for automatic recognition of musiorscposition and with a high precision in the right part of the editlt has

tempo from a realtime audio Stream coming fromgrerér(s), making b ible t | b f ded
it possible to synchronize an instrumental perfanocgwith computer een possible o compose a large number of appende

realized elements. The synchronous language withiiescofo allows sequences by controlling numerous parameters:

f(ljexiblﬁ wr/i;ing of time arf1c/i interacftionzoiggcomputmusic". Arshia e asequence’s global duration

ont, http:/repmus.ircam.fr/antescofo, . , i nach )
8°A Song of the Rolling Earth”; “The Dalliance of tEagles”; “Faces”; ¢ Fhe sequence s number of “voices” (3 polyphon
“Poem of Salutation”. ic voices)

9«..A call in the midst of the crowd, My own voieggptund sweeping
and final.../ This is the city and | am one of ti#zens..."from the
"Song of Myself". 10 https://github.com/AlexHarker/AHarker_Externals
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e the sound level and the fades @
e the choice of an audio sample by language, gen- @ @
der, type of sound, or poem title, also randomly 3 'a
e the superimposition of a poem with its ambience 1 2
recording / \
e the onset (position of the playback in a sample) @ @
e adelay time for the playback
e the speed variation of the playback 6 6 O 3 3
e the type of spatialization of a scene, the speed

and the sense of rotation (clockwise-

: . \ /
anticlockwise)
e the loop of a sequence with a different onset for @ @
each voice 5 4 %
e the generation of a sequence of sequences % @'.0,
The following antescofe virtual score is a simple ex- @ @

ample of a 1-voice sequence from a randomly chosen

poem’s verse and language, told by a woman, rotatad Figure 8. Representation of the 6-channel loudspeaker

fqll circle in 5 seconds, looped once and fadedimue- system with 15 virtual points in trepat.operobject of
diately after 10 seconds. the Spatialisateur
bpm 60 Similar to “Geografia Sonora”, each country and-lan

guage has a specific location in the sound spacauid
diffusion with a fine control of parameters relatedper-
ceptual factors and sound radiation are possibtaimwi
the Spatialisateur such as the reverb, the soussepce
and brilliance, the room presence, the distanqa@xim-

ity of sound events.

NOTE A2 10 3voice_CIRC
: 3 voice CIRC

voix1-level 127

voix1-speed 5

VoixLIangue randorm 3.NOTES ON SPACE, SOUND, VOICE

voix1-type-play CIRC AND POETRY
voix1-genre woman
Voix1-type verses

voix1-poem random

“Geografia Sonora” and “Vocalscapes on Walt Whitfan
are the first two works athe “Ritual Chambers”series
of sound environments (soundscapes and vocalscapes)

loop 1 @label loop_toutes Physical Space

|{olay-voix1 bang The notion of the “chamber” as private space and as

} shared space by a small community comes from pakson
live and/or sonic experiences in popular fte¥he sonic

NOTE A2 2 1voice FADEOUT influence and the compositional approach of theafitn

my work can be found in my earlier pieces “Klaritd4]
and “The Baccha® [5]. The “chamber” in rituals is of-
ten a small shared place that opens to the spishace:
. _ ) . “Place is security, space is freedomytites the geogra-
curve slider @Grain := 0.1, @Action := voix1-le pher Yi-Fu Tuan,'we are attached to the one and long
{ for the other.”[6]
$x{ In “Geografia Sonora” installation, the room can be
{127} {from} freely approached by the visitor: she/he may mosely
5 {0} ;time {to} inside, walk around, sit or lie down on the floenter or
} exit, listen, contemplate, or discuss. The spacdddoe a
} place of listening and meeting like in Roland Bagth

10 ; after X sec

The electroacoustic sequences are spatialized &y th The fire rite of Anastenaria in Nothern Greece, Breek death ritu-
Spatialisateur in a 6-loudspeaker system with Ifuai als, ethnographic audio collections from Smithsoniastitution and

. . . CNRS-Musé de I'Homme archives.
sources offering a fine precision of the sound moemet 2"Klama” (IRCAM 2006) is a work for mixed choir, livelectronics

in the hall. and “audio documents” and have its roots in thetdetuals, performed
in the region of Mani.
(http://www.georgiaspiropoulos.com/programnotesfiéahtml)
13“The Bacchae” (IRCAM 2010) is a solo opera for oeefgrmer, tape,
live electronics and lights based on Euripides’iamcGreek tragedy.
(http://www.georgiaspiropoulos.com/works/bacchaeegats_en.html).
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“phantoms of the Opera“Je réve d'un Opéra aussi libre
et aussi populaire qu'une salle de cinéma ou dehcain
y entrerait, on en sortirait selon son humeurt4[7].

Abstract Space

The notion of space as structural element for thapo-
sition and as integral part of the sound is exmldreboth

works. The sound comprises the space, the sound ha

spatial features and disposition right from theibeigg
(through compositional decisions) In both works the
dio content may change completely but abstract espac
not. The space is open and can be modulated irstefm
temporality, density and internal movement butstrac-
ture remains the same. The space is structuredvbjua

al score that determindgke “scenes” - sequences orga-
nized in terms of material, polyphony, density, atiom,
spatial position and movement. In “Geografia Sohora
the virtual score generates randomly an open sireica
moving space; in “Vocalscapes on Walt Whitman” the
virtual score generates pre-programmed scenescémat
be orchestrated in multiple ways.

Liquid Spaces

“Geografia Sonora” also explores the idea of ligyid
the flow of the water (the sea) but also the camtirs
flow of sonic events from the Mediterranean souagdsc
“Vocalscapes on Walt Whitman” explores the flowtloé
language, of Whitman'’s poetic language and of ttie-a
ulated speaking as recorded by the fifteen talRers
Bachelard says:Liquidity is... the very desire of lan-
guage. Language wants to flow. It flows naturallyg]
(9]

“Vocalscapes” are geografias and Geografia's saageh
es to a vocalscape too — by songs, onomatopoeilis, ¢
and speakings. In the Homeric sea people speakhayd
speak in different languages! navigate the wine-

14-20 September 2014, Athens, Greece

the space/place. The talkers are not alone; likesiden's
“oiseaux™8 they are in a changing landscape together
with their neighbors singing with them. [12] “Vo-
calscapes” is a virtual space of characters, oflper-
formance and an environment of “oral” poetfyhe po-
ems inLeaves of Gras&re notaboutthe environment,
whether natural or social,’... Thegre environments.*®

23]

Sonic Space

Like “Geografia Sonora”, “Vocalscapes on Walt Whit-
man”, is a collection and a cartography (of Whitrsan
poetry). Whitman collects and classifies imagegnss,
voices, humans, objects, words in detailed catasgu.
. Collecting | traverse the garden of the world”.%°

If there is a Whitman'’s verse that reflects bestittea
of “Vocalscapes” it is the followingHuman bodies are
words, myriads of words... / Every part able, astive-
ceptive, without shame or the need of shafaNhit-
man’s recorded poems are used entire or in fraggnent
strophes, verses and words. Beckett sdim:in words,
made of words, other’s words [...] I'm all theserds, all
these strangers, this dust of words, with no grotod
their settling, [...].” [14]

Like “Vocalscapes”, “Geografia’'s” archipelago is a
sound collection and a cartography of the Mediterea,
bringing tonalities, signals and communities souadd®.

Visual Space

The idea of “Geografia Sonora” installation as ad-e
lessly changing sea has been formed from repedied o
servation (and contemplation) of the wide open $gage
of the Aegean and lonian seas from different perspe
tives: the sea as cartography & calm landscape &ern
al view (for the sound); the sea as texture whem $®m
the top of the mountain of an island (for the video

colored sea among people who speak different lan- The vided? of a “breathing sea” is in part inspired by

guages.®[10]

“Vocalscapes” is a geography of Whitman’s poetry bu
also a talkers’ portraits. It is a testimony of daages,
pronunciations, dialects and idioms similar to Wtanh’'s
introduction of foreign, borrowed words, slang, orat-

opoeias and pronunciations inside the chosen tongue

“Pronunciation is the stamina of language, - it len-
guage.” [11] The talkers are the voices of the poem and
the text-poem joins the “oral” dimension.

“O what is it in me that makes me tremble so atwvoi
es?"” But the talkers becomes also performers, “vocal-
ists”, speakers, readers, and, in a way, directorany of
them have chosen a particulaise en scéngstaging) of
the space/place of reading with significant consegas
for the background sound of the recording. The ndiog
keeps the vocal mark of the talker and the sounkirofr

14 dream of an opera as free and popular as a mawiecatch hall:
one would get in and come out depending on theadho

15 have heard what the talkers were talking, thiktaf the / beginning
and the end, / But | do not talk of the beginninghe end.”W. Whit-
man,Leaves of Gras$Song of Myself”.

184 mécwv éni oivoma méviov ér' dAlobpdovg évBpadmovg”. Homer, “Od-
yssey” Homer, Odyssey A. 183. Literally “people wimake different
noises”.

7 eaves of Gras$Vocalism”.

James Turrel's “Aperture” work$ Rothko’s “abstract
icons™* [15] or by the “thinking ocean” in Tarkovsky’'s
“Solaris™® [16] planet: “an endlessly changing and ap-
parently sentient alien ocean” [17]. But insteadaadis-
quieting heterotopia, Geografia’'s sea invites; é’'space

18“Chaque piéce est écrite en I'honneur d'une prosifrancaise. Elle
porte en titre le nom de l'oiseau-type de la régibwisie. Il n'est pas
seul : ses voisins d'habitat I'entourent et chantaossi (...)- son
paysage, les heures du jour et de la nuit qui ckabge paysage, sont
également présents, avec leurs couleurs, leur teahpés, la magie de
leurs parfums.”O. Messiaen, Catalogue d'Oiseaux, CD bocklet.

19 A, Fletcher,A New Theory for American Poetry: Democracy, the
Environment, and the Future Of the Imaginatidbambridge, MA:
Harvard Univercity Press, 2004, p.103

20| eaves of Gras$These | Singing in Spring”

21| eaves of Gras$A Song of the Rolling Earth”

22 http://www.georgiaspiropoulos.com/programnotesggafia-
video/geografia-sonora-video.html

23A Turrell Space Division (also called an ‘Apertun@ork) consists of
a large, horizontal aperture cut into a wall... Theesture [...] appears
to be a flat painting or an LED screen but is ehliggmitting opening to
a seemingly infinite, light filled room beyond”
http://jamesturrell.com/artworks/by-type/#type-wedgrk

24“fields of color and light born by Rothko's experie of the emptiness
in the American landscapein “L'art au XXe siecle. : Peinture, Sculp-
ture, Nouveaux médias, Photographie” Taschen, 2000

25Based on Stanislaw Lem’s novel, “Solaris” 1961.L&n, J. Kilmar-
tin, S. Cox, “Solaris”, Mariner Books, 2002
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of listening, of thinking and maybe of meditatingda
exchanging.

14-20 September 2014, Athens, Greece

Audio, videos & interviews

« “Geografia Sonora”™

“... Sea breathing broad and convulsive breaths...”
Walt Whitman,“Song of Myself”

http://www.georgiaspiropoulos.com/programnotes/gaog
fia-sonora.html

* “The Body Electric”, “Vocalscapes on Walt Whitnian

“If one could be shot out of the Earth to fly irgpace,
and if sound could be transmitted so far, or if e
had the qualities of a super-machine, one woulkis

to the overall sound, the ‘soundmark’ of the eafthat
noise would be made of all the earth sounds : hyman
animal, mechanical, natural. And if the ear couttbm

to an area, it would be able to hear the ‘soundrhafk
this region. And if you could zoom in even furthem
could hear families of sounds or individual sountisis

is what ‘Geografia Sonora’ is: a flight, a trip, dmag-
inary zooming above the Mediterranean, its coustrie [3]
and their sounds?®

(1]

(2]

4. CONCLUSIONS [4]
In this paper | have presented some of my recent re
search, compositional approach and computing gfiese

for real-time composition of sound environments. In [5]
“Geografia Sonora” sound-video installation, theirsd-
scape, an archipelago of sounds, is generatedvijual

score in Max/MSP and the Spatialisateur. In “Vo-
calscapes on Walt Whitman” electroacoustic sequence
are composed automaticaly by the same tools and con[6]
trolled in detail with Antescofo’s virtual score.

The further the environment series grows, the nore
proved computer environment Max/MSP — Spatialigateu [7]
- Antescofo is needed in order 1) to create a gdized [8]
control of the whole form and music structure e t
virtual score; 2) to provide an automatic editirfgaadio [9]
samples and automatic organization of a database co
stantly growing; 3) to integrate live sound treatiné) to
explore different spatial audio rendering techngsach
the Ambisonics and the Wave field synthesis.
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