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ANDRÉ PERRY 
“THE FIVE MINUTES OF MAGIC” 

Saturday, 13 July, 19:30 (interviewed by Gérald Côté) 
 

André Perry’s career path journeyed from Jazz and studio musician and 
author/composer, to recording engineer, record producer and studio 
designer/owner. He was also marketing consultant to retail chains. The 
scope of his music productions spanned from a diversity of projects, 
comprising of an international of artists as well as film sound tracks and 
ballet compositions. Perry produced ‘The Music of the Ceremonies of the 

1976 Olympic Games’, Wilson Pickett’s last album I Want You, and John Lennon’s ‘Give Peace A 
Chance’ which stands out as the most enduring. 

In 1974, Perry conceived and designed his third and most famous recording facility, LE STUDIO 
(Morin Heights), which he operated with his life and business partner Yaël Brandeis until 1989. Tucked 
away from the established music centers, Le Studio Morin Heights, the first sophisticated ‘environmental 
recording studio’, was built using a revolutionary concept, blending creativity with innovative technology. 
It quickly became renowned for its refinement and for the nurturing of its clientele — the exclusive 
international club of the era’s finest musicians and artists which includes ASIA, Bryan Adams, the Bee 
Gees, David Bowie, Cat Stevens, Chicago, Julien Clerc, Roberta Flack, Corey Hart, Ian Hunter, Catherine 
Lara, Nazareth, The Police, Keith Richards, Rush, Sting, among many others. The duration of the 
recording session sometimes lasted several months and the groups and the studio staff became united in 
their efforts to create ‘The 5 minutes of Magic’. 

In 1982, Perry expanded into video post- 
production and the facility grew into a state-of-
the-art computer graphic and video editing 
complex, with satellite studios in Washington DC 
and San José, Ca. In 1986 Le Studio and André 
Perry Video made a public offering on the 
Montreal Stock Exchange, changing the name to 
Group André Perry Inc. Since his departure from 
Le Studio, Perry has lent his expertise to various 
projects ranging from consulting services to recording studios, to the development of musical software, to 
being one of the architects of the Synthphonika Orchestra with François Dompierre. André Perry is 
presently President and founding partner of Fidelio Technologies Inc. The company has developed 2xHD, 
a proprietary system for the transformation of analogue and digital music masters into a high resolution 
DXD and DSD formats for downloading on HD audio sites around the world. Fidelio Technologies also 
acts as a download licensee for various labels.  
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KEYNOTE SPEAKERS 
 
LORI BURNS (University of Ottawa) 
Lori Burns (PhD, Harvard, 1991; MA, University of Alberta, 1986; BMus, University of Western 
Ontario,1984) is Professor of Music at the University of Ottawa. Her interdisciplinary research, funded by 
SSHRC (1997-2000, 2002-05, 2007-10, 2013-18), merges cultural theory and musical analysis to explore 
representations of gender in the lyrical, musical and visual texts of popular music. She has published 
articles in edited collections published by Oxford, Garland, Routledge, and the University of Michigan 
Press, as well as in leading journals (Popular Music, Popular Music and Society, The Journal for Music, 
Sound, and Moving Image, Studies in Music, Music Theory Spectrum, Music Theory Online and The 
Journal for Music Theory). Her book on popular music, Disruptive Divas: Critical and Analytical Essays 
on Feminism, Identity, and Popular Music (Routledge Press, 2002) won the Pauline Alderman Award 
from the International Alliance for Women in Music (2005). She is the co-editor of Tracking Pop, a series 
of monographs on popular music, published by the University of Michigan Press. 
 
MARTHA DE FRANCISCO (McGill University)  
Martha de Francisco is a record producer and recording engineer specializing in Classical music. She is a 
professor for Sound Recording at McGill University in Montreal. An internationally acknowledged leader 
in the field of sound recording and record production, Martha has recorded with some of the greatest 
classical musicians of our time for the major record labels and in the best concert halls. She has credits on 
hundreds of recordings, mostly for worldwide release, many distinguished with the most prestigious 
awards. A graduate from the renowned Tonmeister program at the Musikhochschule Detmold, Germany, 
Martha was one of the pioneers of digital recording and editing in Europe during the 1980s. On staff as 
producer/engineer/editor with Philips Classics, she developed long lasting working relationships with 
many prominent artists. Martha has been entrusted with the recording legacy of international artists from 
Alfred Brendel to the Philadelphia Orchestra. Her list of recording artists includes the Beaux Arts Trio, 
Heinz Holliger, Oliver Latry, Gustav Leonhardt, I Musici, Truls Mørk, Anne-Sophie Mutter, Jessye 
Norman, the conductors John Eliot Gardiner, Neville Marriner, Kent Nagano, Simon Rattle, the 
Symphony Orchestras of Vienna, Montreal, Philadelphia, London, Caracas and many more. Martha has 
recorded in a variety of venues throughout the world: Vienna Musikverein, New York Carnegie Hall, 
Moscow Conservatoire, Bayreuth Festspielhaus, Tokyo Suntory Hall, Cathedral of Notre Dame in Paris. 
Martha de Francisco is appointed as Associate Professor at the Schulich School of Music of McGill 
University and a member of the Centre for Interdisciplinary Research in Music Media and Technology 
CIRMMT. Her research topics include the latest surround-sound techniques, music recording with virtual 
acoustics, studies on piano brightness and the aesthetics of recorded music. She was the producer/engineer 
of the acclaimed research and production project “The Virtual Haydn”, a recreation of the sonic 
characteristics of Haydn’s music played on reconstructions of his instruments performed (virtually) in his 
original rooms, a study of acoustics and interpretation. Martha is a frequent lecturer at international 
professional conferences, a regular judge at the main international student recording competitions as well 
as a sought-after guest lecturer at leading schools for higher education in Audio in various countries. 
 
ALBIN ZAK III (University at Albany)  
Albin Zak holds degrees in composition and performance from the New England Conservatory and a 
Ph.D. in musicology from the City University of New York. His research specialties are postwar popular 
music and the history of sound recording. His articles and reviews appear in the Journal of the American 
Musicological Society, Journal of the Society for American Music, Current Musicology, Notes, and several 
volumes of collected essays. He is the author of The Poetics of Rock: Cutting Tracks, Making Records and 
I Don’t Sound Like Nobody: Remaking Music in 1950s America; and editor of The Velvet Underground 
Companion: Four Decades of Commentary. He is also an active composer, songwriter, and record 
producer. 
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WORKSHOP PRESENTERS 
 
STEVE D’AGOSTINO  
Steve D'Agostino is a composer and music producer working in 2.0 & 5.1. His collaborative works have 
featured on numerous studio albums, live concert performances/recordings and films for artists such as: 
Alex Proyas, Ian Emmes, Malcolm Le Grice, David Sylvian, Steve Jansen, Mick Karn, John Foxx, Harold 
Budd, Barry Adamson, Thurston Moore, Heaven 17, Soft Cell, Depeche Mode, Add N To (X), Alison 
Goldfrapp, Gina X, etc. D'Agostino employs the studio as an instrument with a specialism in analogue 
modular synthesis and circuit bent sound design – bespoke sounds constructed in his London, UK based 
studio. 
 
Surround Sound As a Compositional Consideration… 
The surround sound mixing of an album has frequently been considered post composition and, post stereo 
mix. It has not been deemed a significant, commercially viable venture and, has remained the poor relation 
to the stereo mix. When a surround mix is commissioned, it is often approached as an 'addon' the 
unspoken brief: to replicate a predetermined environment and mix that is faithful to the ‘sweet spot’, 
mindful of the ‘logical’ placement of each instrument / performer. The composition and mix remain 
independent of each other. As such, the multi-tracks are sent to the mix engineer without need for s/he to 
have any involvement in the creation process or, indeed, the stereo mix. This workshop aims to showcase 
and explore the working methodologies and philosophies employed by a diverse range of composers, mix 
engineers, producers, performers and sonic artists whose holistic approach to surround sound both in the 
studio and ‘space’ has rejected or simply ignored the confines of the conventional. 
 
 
 
MARTIN PILCHNER  (Pilchner Schoustal International Inc.)  
Pilchner Schoustal International Inc. is an acoustical consultancy and technical media facility design firm 
established in 1989. The firm was started between principals Martin Pilchner and Rick Schoustal. Since its 
inception, the company has garnered a solid reputation for excellence in the design and realization of 
meaningful acoustic architecture. The majority of work has been turn-keying production facilities for the 
film, television, and music industries, although they have extensive experience in a wide variety of 
acoustics sensitive projects, as the acoustic component of project design teams worldwide. They offer a 
complete range of services through a family of companies; Pilchner Schoustal provides the design and 
engineering services and Technature, a related company, provides custom manufacturing services of 
technical components and specialty acoustic systems and materials. They are dedicated to the pursuit of 
quality, and have been responsible for the development of well over five hundred recording and 
broadcasting facilities. They have also developed Acoustic-X software, which is used worldwide, as well 
as authored and presented technical papers on acoustic research related to computerized predictive 
analysis, physical modeling, and surround sound reproduction. 
 
Studio Design: The Case of the LARC 
Martin Pilchner designed the Laboratoire audionumérique de recherche et de création (LARC) for the 
Université Laval. Four control rooms face onto a large tracking room that includes two fixed iso booths 
and a collapsible booth with moving wall assemblies. The control rooms employ controlled-reflection 
geometry to provide uniform response characteristics, while the live room features low-frequency trapping 
and specular absorbers for a smooth decay and even performance. Key equipment in this facility includes 
SSL 4000 G+ console, Studer tape machines and Pro Tools systems, with a wide palette of processing 
options and microphones. 
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PAPERS 
 
BARNAT, ONS  
Studio Recording and World Music Making in Central America ;  
The Case of The Garifuna Paranda, From Internationalization to Local Revival    
This paper aims to offer a general presentation of Garifuna Paranda’s studio recording phenomenon in 
Central America (Belize, Guatemala and Honduras), while sharing questions about its ethnomusicological 
study. Ultimately, it will raise some epistemological and methodological issues linked to the current 
dynamics that underlie Garifuna Paranda (re)creation – inside of the recording studio. 
 A few days in Central America’s Caribbean coast are enough to realize that Paranda music is in a 
turning point, at the crossroads between recent internationalization (through massive CD distribution in a 
globalized World Music market) and regional valorization (illustrated in Belize’s recent cultural policies 
encouraging its diffusion). In the local musical panorama, inventive compositions – appearing in 
productions carefully shaped to please World Music listeners’ expectations – rely on new influences that 
are now widely shared. 
 Based on a case study of the Belizean label Stonetree Records, this communication will focus on 
the poïetic (or creative) strategies underlying some of the most critically acclaimed Paranda recordings. 
How external influences and internal dynamics of change do mingle in the creation of these new 
productions? While Paranda seemed, up to ten years ago, inevitably fated to imminent collapse (due to 
the scarcity of its interpreters, combined to its unpopularity among the Garifuna youth), can we say that its 
recent entry in the recording studio represent an innovative form of musical revival? 
 
BENNETT, JOE (Bath, Spa University)  
“You Won’t See Me” – in search of an epistemology of collaborative songwriting 
Collaborative songwriting is an effective music industry creative working model, and a significant number 
of hits have been written by teams. However, little is known about the operational specifics of the creative 
processes undertaken by successful songwriters, and academic research into songwriting creativity is 
constrained by a number of methodological challenges. This paper aims to analyse and compare the 
observation methodologies available to researchers, and to evaluate the reliability of the available 
evidence bases. Analysis of a finished creative work such as an audio recording may tell us little about the 
way it was created, so the search for usable evidence should perhaps start with the songwriters themselves. 
John Sloboda identifies four methods by which we may gain understanding of a composer’s creative 
process - examination of manuscript; ‘general and retrospective’ interviews with composers; ‘live’ 
observation of composers; and observation of improvisatory performance. The first and last of these are 
discounted, respectively, because of the lack of iterative music notation generated by most songwriters, 
and also due to the non-real-time nature of songwriting, particularly in a technology rich environment 
such as a studio. This leaves interviews or real-time observation, but these two methods’ integrities, and 
even their status as primary sources, may be questionable. Interview subjects, for a variety of personal or 
economic reasons, may not be incentivised to provide reliable information to researchers about the reality 
of their creative processes. Real-time observation of a collaborative songwriting session partly solve this 
problem, but generates massive amounts of qualitative data, which must be reduced, necessarily 
destructively, to a manageable size before it can be a meaningful and usable research evidence base. When 
these data have been evaluated and analysed, the researcher is left with an overarching philosophical 
question, common to much creativity research, and addressed by Csikszentmihalyi and Boden – does a 
case study only become meaningful after the work is proven to be societally ‘successful’? The paper will 
discuss approaches to this problem and possible strategies for triangulating evidence bases, toward an 
informed understanding of the collaborative songwriting process. 
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BRENNAN, MATT (University of Edinburgh)  
‘The tyranny of the snare’: the changing status of the drum kit in record production 
In explaining his move away from radio-oriented pop music, songwriter Nick Lowe once recalled in 
interview that he had successfully escaped from ‘the tyranny of the snare drum’, a comment which 
resonated with some musicians presumably because it expressed an uneasiness regarding the drum kit’s 
gradual move, over the course of decades, from the margins to the centre of pop record production (quoted 
in Cantwell 2001). This paper explores the relationship between drum kits, recording equipment, and the 
users of those technologies to offer a sociological account of how the drum kit moved from a position of 
conspicuous absence to a position of ‘tyranny’ over other instruments in contemporary recording and 
mixing practices. It also considers the changing status of the drummer (and drum engineer) in the 
compositional process given the increasing prominence of the drum kit in the recording and mixing 
process, and especially in light of the limited authorial role traditionally accorded to drummers in both the 
songwriting process and copyright law. 

I address the questions above by employing social research methods including interviews with 
drummers, recording engineers, and producers, archival research from consumer and trade publications - 
and, where applicable, my own experience in the studio as a practicing drummer - describing the process 
of rock and pop drum performance practice and recording. I therefore build on work by Zagorski-Thomas 
(2010) on the interaction of recording technology and drum kit performance. However, I will also tie my 
analysis to theories of ‘phonographic orality’ and authorship (Toynbee 2006) and the social construction 
of technology (Pinch and Bijsterveld 2003) to focus on how value judgments are made about the drum kit 
on record. This paper is situated, then, between the themes of ‘Creative Practice in the Recording Studio’ 
and ‘The Development of Recording Technology’. Finally, I will map my argument onto a broader 
research project on the drum kit and its history and the development of what I call the “double status” of 
the drum kit and drummers – their marginalization on the one hand in areas ranging from copyright law to 
higher education, and their ubiquity on the other as they have provided the rhythmic foundation for Anglo-
American popular music over the past century. 
 
BRØVIG-HANSSEN, RAGNHILD (University of Oslo)  
Consumption as Mode of Production 
Since musical mash-ups commonly consist of nothing but samples, mash-up producers have been 
criticized for not being creative or talented—an assumption rooted in a Romantic ideology that values 
originality and individuality. This chapter addresses the current need to rethink and redefine the traditional 
notions of musical authorship and creativity. As point of departure, it analyzes the mash-up “Psychosocial 
Baby” by Isosine (2011), which consists of a full-length sample of the vocal tracks from the 2008 single 
“Psychosocial” by the heavy (nu)metal band Slipknot, and a full-length sample of the instrumental tracks 
from the 2010 smash hit “Baby” by the Canadian teenage-pop phenomenon Justin Bieber. The article 
argues that mash-ups such as “Psychosocial Baby” point to a negative answer to the now much debated 
question whether pop will eat itself: mash-ups rather point back at its past and critically comment upon it 
by repeating it with an ironic distance. 
 
CAMPELO, ISABEL (Universidade Nova de Lisboa)  
HOWLETT, MIKE (Queensland University of Technology) <mike.howlett@qut.edu.au> 
The “virtual” producer in the recording studio: media networks in long distance peripheral 
performances 
The producer has for many years been a central agent in recording studio sessions; the validation of this 
role was, in many ways, related to the producer’s physical presence in the studio, to a greater or lesser 
extent. However, improvements in the speed of digital networks have allowed studio sessions to be 
produced long-distance, in real-time, through communication programs such as Skype or REDIS. How 
does this impact on the role of the producer, a “nexus between the creative inspiration of the artist, the 
technology of the recording studio, and the commercial aspirations of the record company” (Howlett 
2012)? 
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Improvements in the speed of digital networks have allowed studio sessions to be produced long-
distance, in real-time, through communication programs such as Skype. From observations of a studio 
recording session in Lisbon produced through Skype from New York, this paper explores questions 
regarding the role of the studio producer in this context: how important is the physical presence of the 
producer? Is this physical presence an essential part of validation and authority? What are the implications 
and limitations on direction of the musical performances? How is performance interaction affected 
between what I have named central and peripheral performances in a studio setting – the central 
performance being the one carried out by the musicians and the peripheral those developed by both sound 
engineer and producer (Campelo 2012)? Methodology will involve participant observation carried out in 
Estúdios Namouche in Lisbon (where the session took place), as part of my doctoral research. 

This ethnographic approach will also include a number of semi-directed ethnographic interviews 
to the different actors in this scenario – musicians, recording engineer and producers.  Photos and footage 
of this session will be displayed. This study also involves the collaboration and co-authorship of a 
Grammy award-winning UK producer and academic who will provide a practitioner perspective 
considering the importance of senses such as sight and touch in relation to aural perception and musical 
performance in the studio. 
 
CARVALHO, ALICE TOMAZ DE (Université de Montréal)  
The Discourse of Home Recording: Authority of “Pros” and the Sovereignty of the Big Studios 
This paper presentation proposes a critical analysis of the discourse of home recording. It questions home 
recording’s will to truth by investigating what makes its statements possible, or what is the system of rules 
that authorize certain things to be said within the discourse. Driven by enunciations regarding home 
recording’s “accessibility” and “democratization”, it analyzes the power/knowledge relations that have 
been produced and legitimized within the discourse, as well as what they enable and constrain, allow and 
exclude. Music magazines and Internet discussion forums form the corpus of this work. The methods used 
in this research are inspired by Michel Foucault’s theory and method of discourse and by the approach 
known as critical interpretation (Johnson et al., 2004). This papers’ analysis shows that the government in 
home recording seems to be exerted by two main subjects: recording professionals and home recording 
“pros”, who are overall characterized as well-off men. Moreover, the rules of home recording seem to be a 
replication and an adaptation to the home environment of the organizing principles of professional studios. 
This work suggests that “democratization” as enunciated and produced within and by the discourse of 
home recording articulates the discursive notion of a “contemporary accessibility” in terms of technology 
and knowledge to the exclusions – such as that of women and people of limited means – that make this 
discourse possible. These exclusions are legitimized through what is considered the “truth” within the 
discourse, as well as the norms and regulations established within it, which in turn follow the logic of the 
professional studio. 
 
CHAMBON, PHILIP J. (Kingston University, London)  
Q: Where’s the song? 
A: It’s the track stupid! 
Many contemporary and indeed historical popular music songs have been created as a result of 
collaboration and improvisation between individuals in a studio environment (larger controlled spaces, 
multi-track tape, ProTools), or in a home recording environment (smaller unpredictable spaces, portable 
reel-to-reel recorders, multi-track cassette recorders, laptops) or a combination of these. 

Popular music tracks are referred to as songs, sometimes even if there are no vocals. What is the 
song? Is it the basic top line – tune and lyrics and the piano chords? Probably not since Brill Building 
days, or music theatre has a song existed as a score. Paul Simon, one of the most successful songwriters of 
his generation, is quoted in Levetin (2008, p.2) as saying ‘The way that I listen to my own records is for 
the sound of them; not the chords or the lyrics – my first impression is of the overall sound’. 

“Strawberry Fields Forever” is a landmark recording, but if you hear Lennon’s acoustic guitar and 
voice workings out at his home on a portable ¼” reel-to reel would you say it was a great song? As far as 
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the millions of people who know “Strawberry Fields Forever” are concerned, the released recording is the 
song. Is it possible to disentangle the art of songwriting from the recording and production process? Using 
contemporary and historical recordings as examples, this paper will attempt to resituate the concept of the 
song and the act of songwriting in the context of contemporary recording and production practices. 
 
CHIRIAC, DRAGOS (Université Laval)  
Coping with Loudness 
The aim of our research is to see whether a loudness-aware audio computer production, that is, an audio 
composition that is intended to be loud at the first steps of its sound design, could render significant results 
regarding the amount of loudness of its final outcome. In other words, we want to know, by doing several 
experiments, if the creative use of loudness theorems can be an alternative to an abusive use of audio tools 
such as compressors and limiters, a way by which the reduction of dynamic range and audio distortions 
could be avoided. Therefore, we seek to find audio production practices that could replace our overusing 
of dynamic reduction tools (and its disadvantages) or such practices that could better react to dynamic 
range reduction, all this in the perspective of obtaining a high level of loudness perception for the hearer. 

It is important for us that we should be able to express the effects or our study in values and 
measures for comparison purposes. However, expressing loudness, a subjective/lived phenomenon, in 
numbers is no easy task, especially when it comes to comparing different music genres. Thus, we choose 
to focus our experiments on electronic/dance music. There are several reasons for our selecting this 
specific type of music: because the envelope and the harmonic factors are more easily manipulated when 
working with electronic music and instruments, because dance music is generally expected to be loud in 
comparison to, say, jazz music, and finally, because we are more specifically experienced in this field as a 
computer dance music producer. 

We choose to elect the standards of loudness measuring described in EBU R 128, ITU-R BS. 
1770 (v. 1, 2 & 3) and EBU Tech 3321-2. Even though these broadcast-intended standards are in constant 
evolution – the whole research on expressing and measuring loudness is constantly evolving –, we are of 
the opinion that they are a practical reference point, as the algorithms described in the tech documents are 
relatively accessible which has been favourable for the arise of measuring tools whom respect the 
described standards. For the measuring of dynamic range, and for the same reasons stated above, we 
choose the dynamic standards developed by Tischmeyer Technology and Algorithmix, which considers 
electronic music dynamic and pleasant at a dynamic range of 8 dB. 

With these standards in head, we will pick up amongst all of our compositions (initially without 
any loudness-awareness). For each of them, we will modify the envelope and the harmonics (for longer 
notes [>200 ms] and more perceivable frequencies according to the equal loudness contours) of a single 
instrument in order to achieve a higher level of loudness, and that, without augmenting the RMS level of 
the whole composition, so that the dynamics won’t be changed from the original to the loudness-aware 
version. After, we will measure both versions for their dynamics and loudness. Once all these steps done 
again, we will reduce both versions’ dynamic range in order to see their respective response to loudness 
and distortion by measuring once more the outputs of the experiments. 
 
DE MAN, BRECHT (Queen Mary University of London)  
A semantic approach to autonomous mixing 
There is a clear need for systems that take care of the mixing stage of music production for live and 
recording situations. The democratisation of music technology has allowed musicians to produce and 
distribute their own content at very little cost, but in order to deliver high quality material a skilled mixing 
engineer is still needed, among others. Mixing multichannel audio comprises many expert but non-artistic 
tasks that, once accurately described, can be implemented in software or hardware. By obtaining a high 
quality mix fast and autonomously, studio or home recording becomes more affordable for musicians, 
smaller music venues are freed of the need for expert operators for their front of house and monitor 
systems, and both audio engineers and musicians can increase their productivity and focus on the creative 
aspects of music production.  Current automatic mixing systems already show adequate performance 
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using basic extracted audio features or machine learning techniques, and sometimes outperform amateur 
mixing engineers.  

What many intelligent systems seem to lack, however, is instrument-specific processing. The 
applied processing is signal dependent, but no information is given (or extracted) about which channel 
accommodates the guitar, and which the snare drum, for example. This information, which can be 
provided by an amateur end user at little cost, could significantly increase the performance of such semi-
autonomous mixing system. Moreover, using feature extraction for instrument and even genre recognition, 
a fully autonomous system could be designed.  

Many sources, among which numerous audio engineering books and websites, report standard 
settings for the signal processing for the various instruments a production consists of. These settings 
depend on genre, the presence or absence of certain other instruments, and to some extent the 
characteristics of the signal. This involves preferential values for relative level, panning, equalising, 
dynamic range compression, and time-based effects.  

In this paper a synthesis is made of the ‘best practices’ derived from a broad selection of audio 
engineering literature and expert interviews, to constitute a set of rules that define to the greatest possible 
extent the actions and choices audio engineers make, given a mix of a certain genre, mixing style and set 
of instruments. Using a grounded theory approach, we identify contradicting and redundant rules, and 
generalise where possible to form a consistent and comprehensive model. Rule-based processing is then 
applied to reference material (raw tracks) to validate and, where needed, refine the rules on 
psychoacoustic grounds. A formal comparison with state-of-the-art automatic mixing systems is 
conducted, and some future directions are established. 
 
DI CIONE, LISA (Universidad de Buenos Aires/	  Instituto  Nacional  de Musicología “Carlos Vega”  
Aesthetics of precariousness: Argentina production profiles of indie rock recordings. 
The academic studies on the development of the production of recordings in Argentina are virtually 
nonexistent. When it comes to recordings belonging to the field of urban popular music of foreign root the 
situation is even more complicated. 

In the middle of 60’s the rock’s mythic origin in Argentine is discursively constructed by rejecting 
the mechanisms of multinationals CBS and RCA who disputed the label industry market locally. At that 
time, it is documented the first independent record label emergence of rock called Mandioca, la madre de 
los chicos (1969). Commanded by Giuliano Canterini, alias ‘Billy Bond’ who identified himself as 
‘manager de la consola’ [console manager] and the collective participation of musicians known as La 
pesada del rock and roll [The heavy of rock and roll], the label released a collection of records that define 
the sound of the genre at the beginning of ‘70s. Twenty years later as a result of a deep financial crisis that 
the country went through, we find a similar and foundational situation of what in the early nineties would 
be called ‘el nuevo rock argentino’ [the new argentine rock]. The process was marked by the activity of 
independent musician and record producer Daniel Melero, at the head of his record label Catálogo 
Incierto (1984) [Catalog Uncertain]. 

A profile of the artistically responsible of these independent productions, offers a good example of 
what I consider the dialectics between the experimentation and the position of specific technical 
competences for the development of a certain poetic of sound that take part of could be designed as an 
‘aesthetics of precariousness’. By choice or due to restriction, these independent record producers 
materialized their ideal sonority parting from technical and technological limitations, which are subverted 
creatively and converted into the author mark. 

This work would integrate the stream of alternative cultures of production, having in mind different 
aspects that are present in the creative practice inside the recording studio. At the same time states it’s 
belonging to the denominated studies in Latin-American popular music, which has many contributions 
mainly from anthropology, history and cultural theory. 
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DRAPER, PAUL (Queensland Conservatorium, Griffith University)  
On critical listening, musicianship and the art of record production 
A popular discussion point in recent literature is that of the role of the record producer, variously 
described as music arranger, artist-industry interface, liaison between band and sound engineer, confidant, 
trainer and more. In many ways however, these ideas would appear to stem from assumptions about a 
Fordist production line assembly model more reminiscent of the late 20th century recording industry and 
less so of present day decentralized, independent arrangements. This becomes clear in contemporary 
music technology university training where important historical considerations are easily explored, yet 
prove more difficult to exemplify and place in an authentic context where many now work in home 
studios, as independent musicians, and as their own agents of communication and distribution. While there 
may be a role for professional divisions of labour under certain circumstances, as Mike Howlett notes 
(2012), “Put at its simplest, the producer’s task is to produce a satisfactory outcome” (p. 190).  

This paper draws upon earlier research by the author (2012a; 2012b; 2011) concerning 
improvisation and the composition of new musical works to explore the ways in which a sole operator 
may develop production skills in an independent home studio environment. It also examines the author’s 
recent delivery of seminars designed to interact with and promote critical listening skills in undergraduate 
music technologists, but which reveal a variety of sometimes incongruent approaches and tacit 
assumptions relevant to this paper. The project therefore identifies and examines critical listening in terms 
of various schema that are argued across a number of musical sub-disciplines. These include: ‘new’ 
musicology and semiotic considerations; audio engineering perspectives; composition and analysis 
approaches; performance, improvisation and artistic research judgements. Broadly, this provides a framing 
for the piece as critical thinking in music, as ‘thinking through sound’ where various aspects may be 
drawn upon according to specific intent or stage of the production process. The paper explores a number 
of practical ‘in studio’ examples in turn and draws upon the work of Hans-Jörg Rheinberger (cited in 
Borgdorff, 2012) in the philosophy of science and its experimental systems by theorizing about the 
shifting interplay of so-called ‘technical objects’ and ‘epistemic things’. This is shown to reminiscent of a 
recording studio research setting where epistemological questions may be directed to certain outcomes, 
but are often intertwined with evolving technological processes and applied skills.  

Overall, this paper aims to reveal a little more about this idea of ‘producer’, and especially as this 
relates to the modern ‘jack of all trades’ context. In this there is shown to be the on-going 
interrelationships between the role of the ear, one’s musical aims and personal ‘aural library’ (Schippers, 
2007), and the gaps to be bridged in the refinement and operation of an array of technical devices as 
expanded musicianship, as ‘producer’ –  “That recording is itself a way of music-making. It is not 
something done to music but a process in which sound becomes music” (Frith & Zagorski-Thomas, 2012, 
p. 277). 
 
DUCHAN, JOSHUA S. (Wayne State University)  
Recording as Social Practice 
While much scholarship has considered recording processes and practices from technical, musical, and 
economic perspectives, less often studied is its social practice: how and why are musical materials 
recorded, under what circumstances, and under which aesthetic and social principles?  This paper 
addresses this lacuna by taking as its case study collegiate a cappella, a genre and practice in which peer-
led groups of student singers take popular songs and arrange, perform, and record them a cappella.  Often 
claimed to have begun with the founding of the Whiffenpoofs at Yale University in 1909 (although there 
is plenty of evidence of such groups throughout the nineteenth century and earlier), the genre has more 
recently started to inch from its meager subcultural beginnings toward the mainstream in a variety of 
media, including Mickey Rapkin’s trade book, Pitch Perfect (2008), Ben Folds’s album, Ben Folds 
Presents: University A Cappella! (2009), NBC’s singing competition program, The Sing-Off! (2009–
2011), and a recent feature film, Pitch Perfect (2012).  As amateurs and students performing vocal-only 
cover songs with heavy doses of instrumental imitation, these musicians are clearly positioned—in terms 
of identity and musical technique—outside the community typically featured in most academic 
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scholarship on recording practice. For many collegiate a cappella groups, one of the most important 
benefits of membership is the opportunity to record an album.  The process of doing so is deeply musical 
and at the same time intensely social.  This paper considers both aspects while focusing on the social 
practice of recording: the motivations for undertaking recording projects; the ways in which bodies and 
voices are organized—musically, physically, and conceptually—during the process; and the ways this 
organization both reflects ideologies central to the culture of production specific to the genre and, 
concurrently, have a defining impact on the resulting musical product.  Several years of ethnographic 
fieldwork with a cappella groups in a variety of colleges and locations across the United States provide the 
data, which are analyzed musically, anthropologically, and sociologically. In particular, this study 
investigates the ways in which social organization and leadership structures impact the experience of 
recording and the recorded product.  As amateur groups of student musicians, a cappella groups typically 
elect their own officers, resulting in a system of peer-leadership in which authority is distributed among a 
few individuals, who then guide the rest of the membership.  What roles do these leaders play as the group 
prepares for its recording sessions and during the sessions themselves?  What are the methods by which 
regular members accept or resist the authority of their peers?  And how is it borne out in musical terms? 
Thus, this paper sits at the intersection of performance and interaction, structures of authority and methods 
of resistance, and musicality and sociability.  The conclusions we can draw from the ethnographic data 
available in specific a cappella contexts can then be reinterpreted more broadly to better understand the 
wider culture of production within this emerging genre in both musical and social terms. 
 
GARRIDO, WALDO (Macquarie University, Sydney Australia)  
MORROW, GUY (Macquarie University, Sydney Australia)  
Digitising Transcultural Latino: Negotiating Music Industry Expectations of Latin American 
Migrant Musicians in Australasia Pre-Digital Revolution and Post-Digital Revolution 
This paper presents a comparative study of how Latin American migrant musicians have engaged with the 
commercial music industry in Australasia pre-digital revolution and post-digital revolution. The effects 
that their respective engagement with the industry had on their musical choices will be examined. It 
approaches the issue from two contrasting perspectives: the first part of the paper provides an insider 
critique of the place of ‘Latin’ music in the Australasian music industry in the late 1990s and early 2000s, 
with case study examples of how the author managed to negotiate his place within the mainstream of this 
industry during the production and promotion of the album Loco (1998). The second part of the paper 
investigates the record productions of various other contemporary Latin American musicians, such as 
Watussi, who have recently achieved commercial success and examines the question of whether the artist 
entrepreneurship that is facilitated by the new digital music economy has influenced the repertoire choices 
inherent to their success. 
 
GASKELL, ROBERT-ERIC (McGill University)  
Designing Professional Analogue Audio Recording Equipment in the 21st Century 
This paper looks at the decisions faced by contemporary analogue audio equipment designers when trying 
to balance sound quality, commercial demand, intuitive user interface, and financial viability in the current 
professional audio marketplace.  Audio signal processor design straddles the line between 
electrical/computer engineering and music.  It is a fundamentally interdisciplinary combination of art and 
science. While the goal of professional audio equipment design has always been to provide intuitive, 
innovative, and useful products that solve common problems in music production, designs often suffer 
from a lack of communication or understanding between the two disciplines.  

Sound recordists and music producers have been forced to learn to think in the terms of the 
electrical and computer engineers who design the equipment used in recording studios. The names of 
parameters and the user interface of equipment have been classically defined by electrical engineers not 
musicians.  The paradigms of the past, however, have been persevered and today designs of new 
equipment maintain many of the controls and even aesthetics that were defined sixty or seventy years ago.  
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Users have come to expect certain styles and types of interface and control parameters whether or not they 
are truly the most musical or intuitive.  

There is currently an apparent resistance to innovative new designs within the professional audio 
marketplace.   Commercial designers must always keep an eye on the marketability of their products and 
consider restrictions of cost, convention, and perception.  The current production studio market can be 
defined by the desire of consumers to have access to the tried and true tools used to make classic albums.  
This desire is related to the rapidly changing production paradigms brought on by smaller budgets and 
new digital tools.  Digital platforms provide relatively inexpensive solutions as well as many modern 
conveniences, however other factors such as workflow, ergonomics, sound quality, and visual feedback 
are yet to be fully addressed.  

The history and development of some of some common recording studio equipment is overviewed 
in terms of the human-user interface, control parameters, and control terminology.  The contemporary 
climate for manufacturers and consumers of professional audio signal processors is discussed. Successful 
future designs must exhibit a firm understanding of the perspectives and workflow of the contemporary 
music production studio as well as a familiarity with the paradigms of the past.  The perspectives of large-
scale manufacturers as well as boutique companies and DIYers are considered and examples of specific 
makes and models of audio signal processors are provided in terms of their innovation and their 
commercial reception.  

 
HANÁČEK, MARIA (Humboldt-Universität zu Berlin)  
SEAY, TOBY (Drexel University)  
Signature Sounds: Creative Practice at the Crossroads to Modern Music Production 
This paper examines the notion of a studio signature sound or the local sound of a recording center, using 
the “Sun Sound” and the “Philly Sound” as two prominent examples. Some writing has engaged with this 
notion of a characteristic “sound” with regard to either technological rationalization, commercialization, 
marketing discourses, the development of format radio, or more specifically “musical” factors, such as 
particular arrangements and the input of local studio musicians (Théberge 1989 and 1997, Hemphill 1970, 
Ivey 1982, Fornatale/Mills 1980). We, the authors, would like to take a more comprehensive view of this 
notion, placing emphasis on the relationship of these factors.  

Given that the idea of a studio signature sound seems to be very much a concept of a past era, we 
will show how a particular array of factors made this notion possible and why it has largely disappeared. 
This involves the coexistence of both real and manufactured spaces and the preferred workflow of 
musicians and producers at the time, working with and not against some acoustical and technological 
“constraints” that have eventually been rationalized away. We will also place this concept in the context of 
the rise of independent record labels and radio stations and their striving for a “hit sound”, considering the 
implied notions of commerciality and authenticity as well as the idea of a surrounding musical scene. 

Further factors that contribute to the notion of a characteristic “sound” in the context of popular 
music are particular ideas of what a recording or performance is or should be, particular images of 
recording studios as places for creative music production, and popular music histories and narratives 
concerned with notions of place origin, which can be observed in the media discourses surrounding the 
releases of these recordings. 

We will thus consider both the recording process at the crossroads to modern music production and 
its surrounding discourses, using original master tapes, printed materials, video documentaries and 
participant interviews to illustrate these factors and their influence on signature sounds. We will relate this 
whole array of factors to Susan Schmidt Horning’s concept of “tacit knowledge”, Paul Théberge’s writing 
on rationalization, “spacelessness” and “placelessness”, and Edward Kealy’s description of evolving 
production aesthetics, reconsidering the notion of signature sounds as interactive and reciprocating 
relationships among a comprehensive set of inseparable factors. This paper is a collaboration between a 
popular music scholar and a sound recording engineer, thus putting into practice the aim of the ARP 
conferences to bring together practical experience and different theoretical perspectives. 
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HOLLAND, MICHAEL (University of Otago, New Zealand)  
Creative Spaces: Producing Rock and Pop in Non-Studio Environments 
This paper takes a wide-ranging view of the concept of ‘space’ in music production, in attempting to 
further our understanding of the nexus between the physical locations in which records are produced, and 
the their resulting sonic qualities. Specifically, this paper explores the choice of non-studio recording 
spaces as challenging to established creative production practices in cultural, sonic, and performative 
terms.  

This paper combines self-ethnography, interviews with artists and producers, and contemporary 
theory with musical examples from records produced both partially in, and completely outside of, a large-
scale academic/commercial recording studio. Some of the alternate recording locations discussed include; 
defunct mental asylums, churches, isolated community halls, and large empty theatres. It should be noted 
that none of these locations are home studios, or simply ‘low cost’ alternatives to professional studios; 
rather, they are non-studio environments deliberately chosen as a substitute for conventional large-scale 
studio locations.  

These spaces have a profound impact upon the musicians’ performances, through the alteration of 
players’ correlation of kinesthetic and auditory senses as they attempt to ‘play the room.’ This line of 
enquiry explores the changes in tuning, tonality and performance style that can be brought about (or 
required) by a deliberate shift of performance space. The paper also discusses the suitability of non-studio 
spaces for ‘off the floor’ tracking of full bands playing in ensemble, in terms of the relationship between 
groove, personal interaction, and the particular acoustics of a tracking space. 

The ‘room,’ poses another set of important questions for this paper. The physical size, 
reverberation time and acoustic character of non-studio spaces serve not only to aide the producer in 
eliciting a specific variety of performance from the musicians; the producer may also use specific 
recording techniques to capture aspects of the rooms reverberant acoustic signature. This practice assists 
in the both the acoustic and cultural differentiation of tracks produced outside of studios, and the paper 
explores the line between discernable production techniques, and artists’ and producers’ propagation of a 
mystique around particular production spaces.  

The connection of recording spaces by high-speed networks also permits the concurrent use of 
studio and non-studio spaces. In exploring this phenomenon, particular consideration is given to the 
experience of the producer in maintaining communication with, and between performers, and the changes 
to creative practice that synchronous networked performances demand. The paper concludes with a 
discussion of the use of non-studio production spaces as an increasingly prevalent form of creative 
practice in contemporary rock and pop production; a form that both enables, and fundamentally alters 
significant aspects of the production process. 
 
HOWLETT, MIKE (Queensland University of Technology)  
GRAHAM, PHIL (Queensland University of Technology)  
Creating new music ecologies: QUT’s 100 Songs Project 
The 100 Songs Project is a massive action research experiment conducted by QUT Music & Sound 
researchers structured around an annual event during which 100 Songs are recorded in 100 hours at the 
University’s studios. As a research project, the event is designed to achieve a number of scholarly and 
applied outcomes. Its overarching aim is to help identify and promote new ways in which musicians can 
build sustainable careers. More particularly, it aims to: create a living annual document of new and 
emerging music in South-East Queensland; identify and understand new trends and strategies in the 
production, distribution, and sale of recorded music; generate understandings about how digital networks 
are affecting the way audiences connect with new music; and gather and analyse data about the lives and 
circumstances of local musicians.  

100 Songs is also an exceptional teaching context for production students. It involves hundreds of 
musicians from an unpredictable range of styles and genres; dozens of students studying in music, film, 
and entertainment degrees; and some of Australia’s most experienced producers working to intense 
deadlines in 72 four-hour sessions over 6 days. The pedagogical value for production students working as 
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assistants for the event is immeasurable. The event is also at the centre of a new Master of Fine Arts 
degree beginning in February 2013. This paper reports findings from the first two years of the project and 
suggests new directions for blending research and teaching that have become evident in the conduct of this 
unique project. 
 
HYNDMAN, SHEENA (York University)  
No Money, Mo’ Problems: The Role of the Remix in Restructuring Compensation for Producers of 
Electronic Dance Music 
The remix, a form of derivative song composition that combines previously recorded sounds with newly 
composed musical material, has become an important component of the contemporary music industry’s 
business model. The practice of commissioning remixes from producers of electronic dance music (EDM) 
by recording artists and record labels has become increasingly commonplace, and such remixes are meant 
to act as promotional material for new and, less commonly, older original releases. These remixes are then 
distributed to music blogs and radio stations, often being made available to consumers for free download 
in lieu of being sold alongside the original song, which eliminates a source of revenue for the song’s 
original artist and the record label. Because remixes are used in this way, the producers of remixes are 
often asked to work for free or are made to sign precarious speculative contracts that do not guarantee 
payment for services rendered or even the release of the remix in question. However, as remixing has 
become more popular as a promotional tool and as a form of musical expression, producers have begun to 
negotiate for themselves contracts that are both more financially secure and reflective of the growing 
importance of the remix as a commodity within the music industry model. Based on fieldwork conducted 
between March and November 2011, this paper argues that the popularity of remixing as a medium for 
music promotion has led to a restructuring of compensation for producers of remixes within the context of 
EDM. I will discuss the different ways producers of EDM are currently compensated for their remixes and 
how this compensation differs from the payment and intellectual property protections given for the 
composition of original songs. Additionally, I will discuss how these producers are beginning to negotiate 
deals with labels and artists that will result in greater financial security and better protection of remixers’ 
intellectual property rights. 
 
ISAKOFF, KATIA (ASARP)  
What’s my Motivation? Song Catchers to Song Manufacturers….and everything in the middle 
Capturing the ‘essence’ of a performance, being ‘faithful’ to the song, ensuring that the recording medium 
is as transparent as possible, are sentiments one could rightfully identify with: the motivation to produce 
what is often referred to as an ‘organic’ sounding recording.   Comparatively, the motivation to produce a 
modern sounding hit record, could very well invite images of producers and production writing teams 
capitalising on the ‘sound’ of new technology and synthetic catchy hook-lines, with the artist(s) input 
considered nominal, thereby attracting labels such as ‘manufactured’. 

Yet [in the middle], both ‘new’ and ‘old’ technology is found to be intrinsic to the ‘sound’ of artists 
such as Kraftwerk, Brian Eno, NIN and now Radiohead.  These artists’ body of work for the most part, 
has been well received by fans, and highly regarded by critics; deemed to be seminal groundbreaking 
recordings.  Their use of technology and ‘studio’ are regarded as a natural extension of their instrument 
and creative process. How is the creative control of this technology negotiated between artist, recording 
engineer and producer? 

This paper investigates the ways in which artists balance their individual and collective creative 
motivations, with their commercial aspirations and how this transforms and influences the compositional 
and recording process. Interviews with producers and engineers will be used to explore the management 
and distribution of creative power between themselves, the artists and technology. 
Through these interviews and case studies, the working methods, roles, communication and technology 
employed within various fields and musical genres will be explored, alongside comparative playback 
sessions. 
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JAGO, MARIAN (York University)  
What Is A Jazz Record, Anyway?: Lennie Tristano and the Use of Creative Studio Techniques in 
Jazz 
In 1954, jazz pianist Lennie Tristano released an eponymous LP on Atlantic Records that for the first time 
made use of overdubbing and the manipulation of tape speeds in a jazz context. The resulting tracks “Line 
Up,” “Requiem,” “Turkish Mambo,” and “East Thirty-Second Street” created a watershed moment for the 
creative use of studio techniques in jazz, but also sparked an angry backlash from both critics and fans.  

Tristano had been experimenting with such techniques as early as 1951 when he used multi-
tracking on recordings such as “Ju-Ju” and “Pastime,” and in 1953 on the atonal “Descent into the 
Maelstrom,” but had been able to avoid the critical response to the technique largely by evading the 
question. However, the reception to his more overt use of in-studio manipulation in 1954 was sufficiently 
scathing and prolonged to prompt Atlantic records to issue a disclaimer on Tristano’s follow up record in 
1960 which promised that no manipulative recording techniques had been applied.  

Though now generally celebrated as a masterpiece and singular achievement in jazz during the 
period, the contemporary controversy that surrounded the album’s release raises several interesting 
questions about the function of recording and the nature of the recorded artefact in jazz. What exactly is a 
jazz recording, anyway? What does it seek to capture, and what functional use does it fulfill for the jazz 
fan? In more than any other genre perhaps, jazz recordings seem to be expected to ‘fill-in’ for the live 
performance; to function as a surrogate for live improvisation more than as a complementary product or 
process. In what ways do issues of creative practice, improvisation, artistic autonomy, audience reception, 
and the nature of live improvisation collide and coexist within the jazz recording? In what way(s) is live 
musical improvisation both linked and divorced from the creative manipulation of recorded material in a 
studio setting? 

An examination of pianist Lennie Tristano’s creative use of studio process in jazz provides an 
interesting case study for such questions. An in-depth examination of the LP Lennie Tristano (1954) 
including its creation, popular and critical reception, and the creative ideologies of its author, serve as a 
means through which these notions will be framed and considered. 
 
KALOTERAKIS, STEFANOS-AGIS (Lancaster University)  
Creativity and Home Studios: An In-Depth Study on Recording Artists in Greece 
Creativity in recording is something that has always troubled musicians and sound engineers. How does 
the recording studio effect the creative process and what are the reasons musicians go to great lengths to 
find the perfect place to record their work? These are some of the questions my research wants to answer. 

My main research question for my research is “How does the environment of home studios effects 
the creativity of recording artists in Greece?”. So my goal is to fully understand if the environment (home 
or commercial studios) where musician record their music influence the outcome, what parameters change 
from one environment to another and are those parameters positive or negative in creativity.  

The working title of my research is: “The effect of home studios on creativity: An in-depth study on 
recording artists in Greece” 
The methodology used is “mixed method methodology”. First utilizing qualitative research (focus group 
interviews) in order to further understand the creative process that musicians go through to create music, 
where do they “feel” more creative (home or commercial studio) and what helps them drive their 
creativity to the level that is desirable. After analyzing the outcomes of the focus groups and based on the 
given responses, I used quantitative research, (questionnaires) so that I could generalize to a greater 
population (recording musicians of Greece). 

In the focus group interviews I conducted four different groups, dividing the participants into 
groups based on the occupation in order to avoid possible issues that could appear due to the different 
approach that different musicians and producers have to recording music and also helping the participants 
feel secure in the company of people who share similar opinions and behaviors. The four different groups 
were: Sound engineers, Hobbyist musicians, Professional Pop-Rock Musicians and Professional Classical 
musicians. All the groups had the same “question route” of eleven open-ended questions. After 
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completion, the focus group data was analyzed using a variation of “framework analysis”. This method 
has the advantage of having specific stages in order to manage the complex data that a qualitative research 
like focus group interviews can produce much more easily.  

After the analysis of the focus group data, a questionnaire was created based on the findings of the 
groups. The questionnaire had twenty-one questions and it was distributed via the internet and one-on-one 
interviews. I have completed my data collection with over 400 completely filled questionnaires and I am 
now analyzing the results. 
 
LACASSE, SERGE (Université Laval)  
HUDON, RICHARD (Université Laval/Cégep de Limoilou)  
Recording and Mixing Superimposed M-S Layers 
The simplest way to record a musical ensemble is to set a pair of microphones in front of the musicians, 
allegedly in order to achieve the most realistic audio representation of the performance. The main 
drawback of this method lies in the difficulty of modifying the track after it has been recorded. An 
alternative is to record each instrument in isolation in a soundproofed studio booth so the technician can 
clean and adjust the tracks individually (known as multitrack recording). These tracks, however, lack 
information about the position of the instrument within the ensemble and the natural reverberation of the 
venue, requiring the addition of artificial panning and reverb at the mixing stage. 
 To circumvent the limitations of traditional recording methods, we have developed a new technique 
called “superimposed M-S layers”. According to this technique, instruments in an ensemble are recorded 
individually, in a room characterized by a low noise level and a controlled amount of reverb. Each 
instrument is recorded on an individual set of tracks through a stereophonic Middle-Side configuration of 
microphones. This microphone configuration remains in the same location for the duration of the 
recording process. As such, while the instruments are recorded separately, they are positioned in their 
“real” location within the ensemble setting in the room – just as if the musicians were playing together in 
real time. 
 The advantages of the Middle-Side stereophonic method are well-known: (1) the stereophonic 
image produced is coherent with reality, and there is little, if any space deformation; (2) being composed 
of both monophonic and stereophonic components, we are able to balance the characteristics of the tracks, 
that is, the placement, the apparent sound width and the environment surrounding each instrument. 
Preliminary experiments with the method revealed that superimposed M-S recordings maintained the 
position information for the individual audio sources, as well as the sonic ambiance of the venue, which 
allowed us to mix a more realistic soundscape of the ensemble in its original sonic environment. The 
flexibility of recording with M-S microphones enables us, at the stage of postproduction, to adjust the 
position, width of sound and ambiance of each instrument in order to create a more realistic recording. It 
appears as though we recorded the entire ensemble live with a pair of stereo microphones, but at the same 
time we have the opportunity to clean and adjust the sound on individual tracks in the same manners as a 
multitrack recording session. This conference presentation will consist of a theoretical component that 
defines the principles and particularities of superimposed M-S recording layers, as well a practical 
demonstration of the technique. 
 
LAPOINTE, YANNICK (Université Laval)  
Sound extensity as a perceived meta-parameter and a creative resource in recorded music 
The perceived space filling property of sound, its volume, “bigness”, spatiality or extensity, is, as Cabrera 
puts it, “an old fashioned [psychoacoustics] concept, receiving little attention after the 1960s” (Cabrera 
1999). This lack of attention, which led to a relative lack of understanding, may partly explain why in 
most models and theories of recorded music this attribute is generally clearly represented but merely 
accounted for. Examples of this are numerous, a particular one being the “perceived performance 
environment” of Moylan, where each sound source is represented as having either a “point source image” 
or a “spread image” (Moylan 2007, 51-52). While Moylan’s model is otherwise pretty thorough, his 
explanation of this particular attribute is in my opinion lacking, especially since he seems to implicitly 
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associate it with stereophony when in fact psychoacoustic has demonstrated that it is also an attribute of 
monophonic sounds (Stevens, 1934). 

Arguably, sound extensity has not been getting a lot of attention in the past from either 
psychoacoustic researchers or recorded sound theorists because it is one of many “secondary attributes” of 
sound, like density or sharpness, for which perception is the result of a rather complex and intricate mix of 
other “primary attributes” like loudness, pitch, spectrum or duration. Until recently studies were mostly 
focused on the latter. But since the turn of the 2000s there seem to be a renewed interest for the former 
from psychoacoustic researchers, notably about extensity. 

In this paper, drawing on the results of these recent psychoacoustic studies and on my own 
experience as a sound engineer, I will discuss how extensity can be better integrated to the various models 
of recorded music, both as a perceived meta-parameter and a creative resource. Most notably I will 
illustrate through audio examples how a better understanding or awareness of extensity can deeply 
influence the tracking and mixing practices of sound engineers, and help reconcile audio professionals 
with the often figurative, subjective but concrete way non specialists intuitively describe recorded sound. 
Thus, even though the “secondary attributes” of sound have not yet been as much studied or accounted 
for, they do play an important role in our perception of recorded music, and should therefore be given the 
attention they deserve. 
 
LIU-ROSENBAUM, AARON (Université Laval)  
The Posthuman in the Machine: seeking human agency in 21st century recording studio practices 
There is a growing body of literature about the potential effects of digital technology on notions of 
embodiment in current creative media practices. There is also a wide range of opinion on the relationship 
between new media and its human users. While many maintain that the aspect of human agency is being 
effaced, others argue that the cyber age brings with it new implications for the role of the body, thus 
enhancing the importance of corporeal-based understanding and experience. 

Concurrently, the focus on media and music as objects is being shifted onto media and music as 
practices. One basic example is the case of “musicking” espoused by Christopher Small already more than 
a decade ago. I would like to explore these issues specifically in how they relate to digital audio practices 
both in the recording studio and in digital audio workstations. Taking current practices as varied as DJ-ing 
and Multi-tracking, I will pose the following questions: Where is the human agency in this activity? What 
is the “role” of the technological interface as a mediator? How can these activities be contextualised 
historically and culturally both with regard to music practices and with regard to current theories of 
technology and culture? 
 
MCINTYRE, PHILLIP (Univ. of Newcastle, Australia)  
DAVIS, BOB (Leeds Metropolitan University, UK)  
KISHORE, VIKRANT (Univ. of Newcastle, Australia)  
The Systems Model of Creativity and Recording Music for Indian Film: A Pilot Study of Music 
Directors in the Studios of Kerala India. 
The International Handbook on Creativity (Kaufman & Sternberg 2006), a compendium of research 
occurring internationally into creativity, looks at the way creativity is perceived within various societies 
and cultures and places this alongside the scientific research about that creativity. The historically 
generated discourses surrounding each cultures understanding of creativity can be counterposed to 
research based ideas on creativity that are seeking something universal about creative human actions 
(Misra, Srivastava & Misra 2006, pp. 421-455). If the latter positions are indeed seeking universal 
applications then they should be able to be successfully applied to various cultures around the planet. The 
systems model of creativity (Csikszentmihalyi 1988, 19997 & 1999) has been empirically applied to 
contemporary western popular music creative practices (e.g. McIntyre 2008, 2011, 2012; Davis 2008) but 
there appears to be little empirical application of these ideas to other music cultures such as that of the 
music, song and dance cultures of India (Kishore 2007).  This paper presents results from a pilot study that 
is the first part of an investigation into the systems model of creativity as it is applied to non-European 
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settings. To test the models initial applicability in a non-western setting the authors undertook in-depth 
interviews with two Music Directors from Kerala, a city on the western seaboard of India, who had been 
studying sound technology courses at Leeds Metropolitan University in the UK before returning to India. 
The authors support this evidence with audio-visual recordings of creative action in the recording studios 
of Kerala. The results of this pilot study will feed into a much larger investigation into the creative 
practices of film music composition and recording in an Indian setting. 
 
MCINTYRE, PHILLIP (Univ. of Newcastle, Australia) 
THOMPSON, PAUL (Leeds Metropolitan University, UK)  
Rethinking creative practice in record production and studio recording education: Addressing the 
Field 
The term ‘creative’ is one that is often overused and commonly misused in a variety of ways; it can be 
used to bestow praise on an individual, to describe the personality of an individual or sometimes as a 
synonym for ‘talent’ or ‘genius’ (Csikszentmihalyi, 1996). However, there is increasing evidence to 
suggest that creativity occurs though a convergence of multiple factors and a dynamic system of 
interactions (Csikszentmihalyi: 1988, 1997, 1999 & 2004).   

Record production education, however, often focuses on the domain of record production, that is, 
the knowledge system that is vital to a creative act. Teaching concentrates on transferring this knowledge 
from the domain to the individual. While acquiring knowledge of a domain has been shown to be an 
important factor in the process of creativity in popular music production (McIntyre, 2010), as the systems 
model of creativity suggests, by itself it is not sufficient for creativity to occur. What the system view of 
creativity points to is the equally important interactions of the field, that is, the social organisation that 
holds the domain knowledge and how it operates. This tends to be ignored or diminished within the 
educational process. 

This paper examines the systems model of creativity in relation to the learning process within 
studio recording and record production education, where the field is addressed as a necessary component 
of creativity. It is envisaged that a greater understanding of the creative process and the function of the 
field within this system could allow the development of pedagogical practices that not only provide a 
focus on individuals and domains of knowledge, but also an equal focus on teaching field interactions 
within a studio production context. 
 
MEANDRI, ILARIO (University of Turin)  
1967: the year of the “Ambient Machine”: Local adaptation of global technologies in the Italian film 
sound post-production process of the late Sixties 
One of the main revolutions of the sound post production process in the Italian cinema of the late Sixties 
was the birth of independent Foley studios. Before 1963-1964 ca. foleys were employed as freelance 
artists working at the Foley-stages of the sound post production facilities in Rome. By the end of 1965 the 
Foley artists formed a cartel and founded a new independent business. The new Foley companies would 
now provide to the studios all the required post-production sound effects: Foley-stage sounds (hereinafter: 
FFX), non-sync ambient sounds loops (AFX) and moviola-synchronized special sound effects (SFX) – the 
last two had previously been the responsibility of the film’s editor or/and the direct-sound editor. This 
novelty led rapidly to a series of technical and process innovations. The first noteworthy one is the 
foundation of the Foley AFX and SFX sound archives. Over the following years, in building AFX and 
SFX for movies by Fellini, Leone, Risi, Rosi, Petri, Pasolini, and Monicelli – to cite but a few – Foley 
companies formed the core of the new archives which ended up by becoming one of the richest and finest 
sound collections in the world.  

By the end of 1967 a new device was invented: the so-called “Ambient Machine”. The new 
machine consisted of 3-up-to-5 Philips (later Hitachi or others) 1/8 inch compact cassette deck players with 
discrete unbalanced outputs connected to as many channels in the mixing console. In the years following 
this experimental introduction, all the pre-existing 35mm magnetic tapes of the AFX archives were re-
transcribed to a new 1/8  tape AFX archive. The capstans of the Philips players were expressly modified to 
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increase tape speed thus mitigating the loss of quality of the 1/8 inch tape. The use of the new device 
rapidly spread among the Foley businesses and the new method was welcomed by the studios’ dubbing 
mixers. Within a few years approximately 90% of AFX or Italian cinema were made with this new set of 
locally produced one-of-a-kind Ambient Machines. The device dramatically improved the process by 
allowing the Foley and the dubbing mixers to avoid the time-consuming operation of creating, 
transporting and then loading the 35 mm AFX magnetic reel loops into the 35 mm interlocked magnetic 
heads of the studio. It was now possible to resort directly to the “ambient machine” and to produce AFX 
on the go while mixing FFX and SFX 35mm reels. 

This did not only result in a faster process: the Foley were now able to bring the whole AFX 
repertoire, consisting of several cases full of 1/8 inch tapes to the dubbing. Thus, in collaboration with the 
Foleys, the director was now able to build AFX on the go, during the dubbing process. The loss of quality 
is counterweighed by the possibility to create richer and poetically striking AFX, with a flexibility that 
was unknown to the previous process – an aesthetic gap that is clearly identifiable by analyzing Italian 
productions after 1967-1969.To my knowledge this device is unique to the Italian practice and represents 
an interesting example of glocal reception and adaptation of global technologies. In spite of its historical 
significance, to date there have been no references to this practice in sound history literature. 
 
MICHAILOWSKY, ALEXEI  
The “Brazilian electronica” of César Camargo Mariano and Prisma (1984-7): hybridization or 
tradition? 
In 1984, keyboardist César Camargo Mariano proposed the adoption of electronic musical instruments and 
MIDI systems in a Brazilian popular music repertoire. The successful first concert seasons in São Paulo 
led to a long-term project, named Prisma, which has been extended over the next thirty months 
encompassing the recording of two albums, each one followed by a nationwide concert tour. The main 
feature of the music was the mix of typically Brazilian musical elements with electronic sounds never 
heard attempted before in the country due to trade barriers on musical instrument imports and the 
unfamiliarity of local musicians with the new studio and stage practices. In spite of the fact that the Prisma 
participants focused on expanding the sound palette of a previously existing tradition, they eventually 
dealt with matters such as non-tempered noises as music composition materials, sequencer programming, 
tape editing and sound design. Hence one can ask about the nature of that concoction and its products. 
Would they fit perfectly within the borders of a previously constituted aesthetic territory or place 
themselves in an intermediate zone defined by indefinability and multiplicity? This last option leads us to 
the concept of hybridization, frequently approached by authors under a national perspective. Starting from 
the statement that there is no cultural purity but stabilized cultural traditions, this paper proposes a concept 
of cultural hybridization based on an intersection of texts and studies, to investigate a possible hybrid state 
resulting from the presence and influence of electronica in the music of Prisma. 
 
MOREY, JUSTIN (Leeds Metropolitan University, UK)  
MCINTYRE, PHILLIP (Univ. of Newcastle, Australia)  
The Creative Studio Practice of Contemporary Dance Music Sampling Composers 
This paper seeks to investigate some of the considerations that inform and help to determine the creative 
studio practice of contemporary sampling composers. Collaborative writing and production, specifically 
the co-opted collaboration implicit in using samples, will be assessed to consider those aspects of the 
production process which the participants consider to be authorial. These considerations include acts of 
listening, selecting and editing. In examining these matters this paper places, emphasis on how sampling 
composers actively constrain their options in order to promote a creative relationship with their musical 
material. Techniques such as, firstly, traditional sample manipulation, secondly, the use of a sample as an 
initial building block for a composition from which the sample is then removed and, finally, live 
performance in the studio which is subsequently cut up and treated as a sample, will be discussed. Case 
studies, in the form of semi-structured interviews with sampling composers, will be drawn upon to assess 
approaches to and views about these forms of studio composition. 



	   20	  

MUELLER, DARREN (Duke University)  
Duke Ellington: Live (but Mediated) at Newport 1956 
During Duke Ellington’s performance at the 1956 Newport Jazz Festival, saxophonist Paul Gonsalves 
ended his solo on “Diminuendo and Crescendo in Blue” to a boisterous crowd, so enthusiastic that festival 
director George Wein, fearing a riot, nearly ended the show. The concert revitalized Ellington’s career, 
becoming the subject of a cover story in Time magazine. The resultant recording, Ellington at Newport 
(CL 934), became the composer’s greatest selling record. It purports to give listeners access to a 
triumphant and historic moment for a jazz icon.  

In 1999, Sony-Columbia offered a re-imagining of Ellington at Newport as the centerpiece of their 
reissue series in celebration of Ellington’s 100th birthday. The double-CD boasted 100 minutes of new 
music and included extended liner notes that revealed how producer Phil Schaap created a stereo 
recording by combining two mono tapes from the original Columbia master and the Voice of America 
broadcast, the latter of which was previously unavailable for commercial use. Significantly, this captured 
Gonsalves’s famous 27-chorus solo in far greater fidelity, since in 1956 Gonsalves had mistakenly played 
into the wrong mike.  

The 1999 Newport reissue (C2K 64932) caused a minor controversy within jazz circles because it 
also revealed that the LP was not solely “Recorded in Performance on July 7, 1956,” as the jacket states, 
but rather a hybrid creation. Producer George Avakian overlaid audience noise and studio overdubs to the 
live recording after the fact. In the CD liner notes, Schaap disparages the LP as “bogus,” “phony,” and a 
“hoax,” arguing that post-production and “non-musical shenanigans” marred the original LP. The reissue 
is offered as an historical corrective, a document of “genuine live music.” Yet, if the LP documents an 
imaginary, inauthentic event created through technological mediation in the studio, how are we to 
understand the post-production needed to artificially create a stereo recording from two separate sources? 
Why value one production technique, but denigrate the other?  

By closely comparing specific moments from the 1999 CD and 1956 LP, this paper explores how 
the means and methods of production, post-production, and technological mediation impact the circulation 
and historical understanding of iconic moments on record. I use documents found in George Avakian’s 
private archive and interviews with both producers to differentiate between Avakian and Schaap’s 
production methods of live events. I argue that both methods involve highly skilled and creative use of the 
recording studio but differ significantly in their conceptions of liveness—that is, how they choose to 
represent the live event in sound. Analysis of the sonic details reveals deeply felt beliefs about the place 
that records and their reissues have with jazz cultures. 
 
MYNETT, MARK (University of Huddersfield)  
Sounds in Silence: Controlling Ambience and Colouration with a Semi-Anechoic Chamber during 
Contemporary Metal Music Production 
From an ambient and spatial perspective, a majority of contemporary metal (CM) music productions 
present sounds that are very up front, present and close to the listener. Consequently, the sounds presented 
can be described as relatively ‘dry’ when compared to other genres of rock music with similar 
instrumentation. The principal reason for this, as Gibson argues, is that with an increase in distance, 
sounds are perceived as softer and less intense (Gibson, 2005, p.23). A decrease in intensity, with sounds 
being perceived as softer, contradicts the essential textural aesthetics of the CM music style.  

In order to place sounds very up front and close to the listener, CM music production tends to make 
minimal use of the natural ambience and room colouration of the recording space. There is support to 
these sentiments from practitioners in the area. When world-renowned specialist metal producer Colin 
Richardson (who includes many of the world’s foremost metal acts amongst his extensive credits) was 
asked about his use of room/ambient microphones, he replied, “We don’t use them. The further away you 
go, the less in your face it sounds. I’ve tried room mics, but I just get into awful trouble with them” 
(Richardson, 2011). Huber and Runstein note that excluding the acoustic environment creates a tight, 
present impact (Huber and Runstein, 2005, p.138) and due to the exaggerated sense of aural intimacy this 
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provides (Zagorski-Thomas, 2008, p.204), close microphone placement, sometimes referred to as spot 
miking, therefore tends to be standard for CM production.  

However, in comparison to the amount of literature accessible on microphone and recording 
techniques, the use of anechoic chambers for recording purposes is under explored, and here, it would 
appear to be an obvious choice of exploration due to the correlation between the essential textural 
aesthetics of the CM music style and these recording spaces. 

This paper focuses on control of ambience and room colouration during the recording/post-production 
stage of CM music production, and will provide recording comparisons in different room environments. 
Within the context of a final mixed production, comparisons will firstly be made between the use of bass 
drum, snare and tom samples created in a standard acoustic recording environment and contrasted to those 
created within a semi-anechoic chamber. These drum samples will be created from the drum kit used for 
tracking. Similarly, the production’s bass guitar DI, and four rhythm guitar DI’s (quad-tracked) will be re-
amped within both of these differing acoustic environments, again with the same microphones, 
microphone placements and microphone-pre amplifiers.  

The methodology for the paper focuses on subjective, as well as objective testing, carried out to 
establish whether benefits to the standards of CM music production could be gained by controlling 
ambience and room colouration in this manner. Discussion and conclusions will then be provided as to 
whether other styles of music could benefit from the use of a semi-anechoic chamber for recording 
purposes. 
 
O’GRADY, PAT (Macquarie University)  
Passive Studio-based Songwriting 
Studio-based composition is the use of a studio environment and associated recording technology to 
compose a piece of music. Brian Wilson and Brian Eno exemplify this process, where structure, timbre 
and textures are altered - sometimes drastically - by recording technology. This paper will examine 
“passive” use of recording technology for songwriting. By passive, I mean uses of equipment and studio 
production processes that, although creatively important, do not obviously alter the sonic aesthetic of the 
finished work. This paper seeks to broaden the concept of studio-based songwriting and composition.  
 A number of scholars have pointed out the importance of studio work to creative product. 
Cunningham describes Wilson as conceptualizing the studio as an instrument like a piano or guitar (1998, 
p. 75-76). Moorefield states that for Eno “what is being made is not a replication or extension of a concert 
experience, but something altogether different.” (2005, p. 54). Theberge adds that a “sound recording has 
become productive, not simply reproductive.” (1997, p. 216). These approaches involve an intensive use 
of recording technology, where it plays a significant role in the sound of the completed work. This paper 
argues that this conception of studio-based composition confines such practices to more experimental 
music styles such as electro-acoustic, or psychedelic rock or pop. 
 The Bee Gees will be used as a case study, focusing on a documentary where they demonstrate 
their studio-based songwriting practices. Relative to Wilson and Eno, I argue this is a passive use of the 
studio. Although passive, this approach in the studio is significant in the creative process. Here, the 
reverberated vocals give a songwriter the feel they are singing on a record, which potentially inspires them 
in the melody and lyric construction. A recording of the session provides the songwriter with a detailed 
high quality archive of the songwriting session to listen back to, and recount parts of the process which 
may have been omitted through the creative process. This practice widens the current conceptual scope of 
a studio-based songwriter.  
 While the Bee Gees’ influence on popular music culture solidifies their practices and discussion 
on such, the technology they used at the time of the video is now out-of-date. This paper will draw from a 
practice led research case study of works which will use modern studio technology and seek to use the 
studio effectively but passively. The works will be in a genre which aesthetically would not lend itself to 
the kind of studio manipulation Eno has employed. To avoid any idiosyncrasies between varying 
technologies, the works will use various DAWs and studio spaces, respectively. Like The Bee Gees, the 
studio will be used to construct a simple demo and then later used more traditionally to record the two 
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songs. The documented process of the works - and their contextual similarity to the Bee Gees practices - 
will frame and inform my argument that the studio can be used passively but essentially for the 
songwriting process. 
 
PAPAVASSILIOU, ANTHONY (Université Laval)  
Production rules rewritten by Intelligent Dance Music: study on the dissemination of an 
experimental way of creation in electronic music domain 
Intelligent Dance Music (IDM) is an electronic music trend that emerged in England in the 1990s. We 
generally regroup under this denomination a set of works which, since the time of its creation until today, 
are the result of a creative process that could be described as “semi-experimental”. By this term, we mean 
works that are both holders of “codes” (or organizations, both on musical and extra-musical levels) of 
their own, discovered or developed through experimentation, and composed of common codes prevalent 
in popular culture. 

The goal of this presentation is to show how IDM artists have taken advantage of the 
technological context in which they have evolved, to develop and disseminate new techniques of creation 
and production. I therefore propose to develop the concept of sound micromanipulation (Papavassiliou, 
2011) to describe the creative process that was not possible before the digital age. Sound 
micromanipulations, understood as operations made in order to obtain micro-events, has been noticeably 
spreading in popular music. Artists such as Bjork (Vespertine 2001) and Radiohead (Kid A 2000, 
Amnesiac 2001) draw on rhythm and microrhythm generation practices explored by Autechre, one of the 
pioneers of IDM. We will of course discuss the technical aspects of sound micromanipulations, but also 
devote a portion of our presentation to dissemination methods that have largely contributed to the 
development of the practice. 
 
PRAS, AMANDINE (McGill University)  
HRON, TERRI (Université de Montréal)  
Studio or stage? Exploring issues arising from the recording of mixed electroacoustic music: Bird on 
a Wire 2: Flocking Patterns case study 
Mixed music is situated at the crossroads of instrumental and electroacoustic music. As a result, recording 
a piece of mixed music involves making aesthetic choices whose main goal is solving the technical 
challenge of integrating acoustic and electronic sources that each have their own acoustic—hybrid sources 
where real-time effects sometimes add additional spatial and temporal information. These aesthetic 
choices, decided in pre-production, must also compensate for the absence of visual information about the 
interaction between the performers and the electronics, a problem similar to recording opera, where 
staging information is only heard through a loudspeaker. 

Our submission presents the case of the studio recording of the project Bird on a Wire 2: Flocking 
Patterns, made up of eight mixed pieces for recorders and electronics, composed by eight composers. Our 
presentation includes three examples illustrating the different issues we encountered in the production of 
this recording in stereo and 5.0 versions. 

• Robert Normandeau’s La Huppe: to integrate the renaissance contrabass recorder—with its very 
low acoustic level—with the electronics without the amplification that is required in live 
performance, we recorded the recorder and the real-time electronics simultaneously using 
headphones. Then, in a second step, the resulting real-time electronics were diffused and recorded 
separately but in the same hall (to preserve acoustic properties). 

• Jenny Olivia Johnson’s Time Goes Awry: the particular sound of the reverberation used in the 
soundtrack of this piece led us to add an artificial reverberation to the sound of the soprano and 
alto recorders, which we captured at close range, to create a homogenous texture. 

• Dan Blake’s First Beginning: in pre-production, we edited together and spatialized an “ideal” 
version of the electronic part, which in performance consists of samples triggered in real-time, to 
use as a soundtrack for the recording. 
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These examples show that the stage performance and recording are two different yet complementary 
versions of these mixed works. The recording sets one possible interpretation of the work, and in the case 
of mixed music, brings new perspectives and results in a kind of “recomposition” of the work: it is a 
continuation of the collaborative process of interpretation and carries aesthetic choices that allow certain 
aspects of the composition to emerge that are perhaps impossible or absent in a concert situation. 
 
RANCOURT, STÉPHANE  
Challenges (and Results) of Being a Producer from/in a Small Town (and the Skills that Can or 
HAVE to be Developed in that Context for Becoming a Real Professional Producer) 
As this paper will exemplify it, discussion and exposition of the challenges facing a small town producer 
involve: 

• Educating and growing a young talented local industry to make and take its place in the 
overwhelming world of the digital revolution. 

• The importance of getting back to the basics. 
• The importance of a good song, melody lyrics and arrangements. 
• The importance of performance skills and their development vs. the myth of editing and fixing it 

in the mix. 
• Despite smaller budgets for production the importance of using skilled producers & engineers in 

good studios as opposed to myth of the DIY method. 
• The importance of team work in the development of artistic individuality. 
• Resilience survival and longevity in the fast changing musical landscape. 

 
RAYMOND-CHAMPAGNE, RODOLPHE (Université Laval)  
A functional model for recorded music 
Reasearch about recorded music has yet to articulate a comprehensive theory on how sound is organized. 
The enormous musical possibilities implied in the rapid development of audio technology has prevented 
the development of such a pedagogic tool. In this presentation, we will demonstrate how the concept of 
“plane of tone”, as well as the method of analysis of the composer Stéphane Roy (L’analyse des musiques 
électroacoustiques, 2003), have helped us to establish a systematic method for producing recorded music. 
In January 2013, we will begin the production of two pop music albums to which we will apply this 
method, in order to show the practical relevance of our model in the creation of recorded music. This 
seminar will be an opportunity to present the preliminary results of our experience, which we expect to 
have obtained by May 2013.  

The notion of “plane of tone” is one of the key concepts found in the Traité de l’orchestration 
(Koechlin, 1954). In the tradition of Gestalt psychology, Koechlin suggests that the orchestrator should 
regroup sounds within families that present differences in terms of register, color or rhythm, and 
differentiate them by perceptual predominance. Moreover, the concept of “stratification” (L’analyse des 
musiques électroacoustiques) – put forth by Stéphane Roy, one of the few modern authors interested in the 
relationship of sounds within musical texture – shows many similarities with Koechlin’s “plane of tone”. 
Roy’s gestaltist approach will allow us to make a connection with traditional orchestration, as seen by 
Koechlin, but also to transpose those notions to recorded music on which the functional analysis of Roy is 
based (acousmatic). Koechlin’s conception of “plane of tone” and Roy’s “stratification” inspired us to 
create a model which we will use to organize the sound landscape of a pop music recording. The three 
main notions of our model are: 

1. Avant-plan (foreground): The part of a scene which is considered to be the most prevalent. 
2. Mouvement (movement): A secondary unit which generates a dynamic support for the texture. 
3. Résonance (resonance): The spatial perception of timbre. 
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In this presentation, we will explain how the model will guide us through the main production techniques 
(mixing, signal processing, sound synthesis) that we will use to produce two electro-pop bands. We intend 
to demonstrate the scope of our proposal by detailing how the functional analysis and the notion of “plane 
of tone” influenced our work, in the context of a music that uses technology as a tool for recording and 
mixing. Furthermore, we will explore the similarities and differences in the way our theory is able to 
explain the structure of each band, which are esthetically very different.  

Our research activities have been supported by the Observatoire interdisciplinaire pour la 
création et la recherche en musique (OICRM), which granted us a $12000 fellowship in 2012. We also 
benefit from the ressources at the Laboratoire audionumérique de recherche et de création (LARC) of the 
Université Laval where we will record and mix the music on which we will base our research. 
 
REISS, JOSHUA D. (Queen Mary University of London)  
Towards an Autonomous System for Music Production: A Comparative Study of Knowledge 
Engineering, Grounded Theory and Machine Learning Approaches 
Recent research has been concerned with the creation of intelligent systems that automate many aspects of 
the music production process. This is a particularly appealing research subject in Intelligent Systems 
Theory, since the autonomous systems tackle both technical and creative challenges. However, 
autonomous audio production also has a particular set of challenges, specific to this domain. 

A traditional approach to intelligent systems design would exploit knowledge engineering. This 
involves integrating established knowledge into the rules and constraints under which the system operates. 
However, best practices in record production are generally not known. That is, although there are 
numerous resources describing a particular record producer’s approach, there are few systemic studies that 
have defined standard practice (Pestana, 2012 and references therein). Even established  best practices 
may still not be well-defined (e.g., the mix should not sound ‘muddy’). Thus, the information, knowledge 
and preferences are not easily acquired, and cannot be effectively transferred to the intelligent system.  

Partly as a result of such problems, alternative means have been devised to either rigorously 
devise the required knowledge, or circumvent the need for it. Grounded theory and its methodology may 
be used to acquire basic knowledge which may subsequently be transferred to the intelligent system. For 
audio production, this suggests psychoacoustic studies, to define mix attributes and perceptual audio 
evaluation, to determine listener preference for mix approaches. Though there has been some initial work 
in this area (Perez Gonzalez and Reiss, 2010), it is too limited to constitute a sufficient knowledge base for 
the implementation of an overall system. 

A third approach is machine learning, whereby the system can be trained on initial content, and 
infer a means to manipulate new content, without being provided with the rules and their parameters. In 
the context of autonomous music production, a machine learning system (Scott and Kim, 2011) was 
provided with both stems and final mixes for 48 songs. This was used as training data, and it was then able 
to apply time varying gains on each track for new content. However, this approach is limited due to the 
rarity of available multitracks, and the related copyright issues. This is in stark contrast to music 
informatics research, usually concerned with the analysis of mixed stereo or monaural recordings, where 
there is a wealth of available content. 

The authors have devised intelligent systems incorporating aspects of all three approaches. For 
instance, loudness models (grounded theory) are used to determine fader levels and compression, best 
practices in spatial audio (knowledge engineering) resulted in rules for panning the content, and voice and 
percussion detection (machine learning) were applied to set appropriate amounts of reverberation. Such 
systems show clear advantages over any single approach, but formal evaluation and direct comparison 
with semi-professional mixes have also shown the limitations of such systems. These limitations are to a 
large extent due to the creative touches applied by the human engineers, but also due to the need for more 
fundamental research and further improvements in our implementations. 
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ROMÁN ECHEVERRI, CARLOS GUSTAVO (Fundación Universitaria San Martín, Bogotá) 
HERRERA, PERFECTO (Universitat Pompeu Fabra/Escola Superior de Música de Catalunya) 
Automatic description of music for analyzing music productions: a study case in detecting mellotron 
sounds in recordings 
In the last few years, digital music collections have become available via global networks in constantly-
increasing amounts, prompted by recent developments in audio technology and the appearance of 
innovative online distribution platforms. Music Information Retrieval (MIR) -a growing and active 
interdisciplinary field of research- aims precisely at the problem of describing, organizing, categorizing, 
browsing and taking advantage of these large bulk of data in different contexts (analysis, exploration, 
recommendation, creation). Analyzing music recordings is now possible beyond the limitations of 
classical features (e.g., sonogram features) and collection sizes (i.e., a human-manegeable bunch of files).  
Therefore, an audio recording can be characterized automatically (with a non-negligible amount of errors 
that could require human supervision) with their music theoretical features (pitch, scales, chords, rhythm), 
similarity with other recordings, genre, production techniques or musical instruments. In this context, the 
detection of musical instruments in a specific piece of music might be highly relevant in the analysis of 
music recordings, as instruments define the timbral qualities in any piece of music. Perceptually, 
instruments are determinant of specific textures, atmospheres, contrasts and distinctiveness in a piece of 
music. Additionally, instruments give information on the genre, the historical and geographical origin of 
music. In order to detect a musical instrument in a recording, the acoustic features that make the sound of 
an instrument identifiable or remarkable must be found. To accomplish this, audio descriptors describing 
different timbre dimensions are extracted, quantified and coded from raw digital audio signals.  

In this paper we focus the detection of musical instruments on the mellotron, one of the first 
sample playback instruments in history, which has been widely employed in several forms of popular 
music since the sixties. The mellotron has been used in music genres as diverse as progressive rock, 
psychedelic, alternative, art rock, electronica or ambient, and still continues to be used to this day. 
Mellotron sounds  present interesting technical and perceptual qualities, which make it ideal for the study 
of timbre descriptors in the context of automatic classification in polyphonic audio. For instance, the 
electro-mechanical tape mechanism imprints an unified sound to the mellotron, disregarding the 
instrument being sampled. Once audio descriptors have been extracted from audio excerpts containing 
mellotron sounds, it is possible to train automatic classifiers to detect other fragments containing such 
kind of sounds (more than 350 excerpts from recordings featuring strings, flute and choir mellotron 
sounds were employed in our experiments, achieving recognition rates ranging approximately from 68% 
to 91% for different models and collections). These experiments show that it is possible to automatically 
identify this instrument in a polyphonic setting (with some margin of error), and indicate audio descriptors 
that could be probably related to the physical mechanism that enables the mellotron to generate its 
distinctive sound. 
 
STÉVANCE, SOPHIE (Université Laval)  
LACASSE, SERGE (Université Laval)  
Tanya Tagaq in the Studio: Traditional Throat Singing meets Technology 
This paper is part of a larger project whose objective is to situate the artistic approach of Inuit singer 
Tanya Tagaq in relation to the discourse of cultural identity of an emergent generation of young aboriginal 
artists who are affirming their “right to modernity” while at the same time remaining committed to the 
preservation of their heritage. It is our contention that throat-singer Tanya Tagaq is particularly 
representative of this generation who enthusiastically goes beyond the boundaries of their cultural milieu 
to integrate diverse influences into a transnational artistic creation. Recognized internationally since her 
2001 collaboration with Björk, Tagaq practices a form of throat singing called “katajjaq” in an electro-pop 
music context. We approach her artistic practice as a privileged place of negotiation between two major 
trends: the lure of the West and modernity on one side, and the return to collective heritage on the other. 
How does this dialogue manifest itself in her musical performances, and even more particularly in her 
studio albums? The style that Tagaq adopts in her public performances and promotional material reveals 
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her affinity toward popular culture, and her albums, Sinaa (2005) and Auk/Blood (2008) in particular, 
demonstrate a unique approach to studio recording: “I find it’s really wonderful because I can achieve 
things in the studio that I can’t on stage” (personal communication with Tagaq, May 2011). The question 
remains, what specific aspects of Tagaq’s artistic practice demonstrate elements of of katajjaq tradition 
and which elements reveal contemporary practice in her studio recordings? 

Tagaq’s knowledge of throat singing has been facilitated by technology from the start: her mother 
sent her recordings of Inuit throat singing when she was studying in Halifax in the 1990s. Even though the 
listener may distinguish certain details that are impossible to perceive in the context of the Katajjaq 
tradition when Tagaq performs with a microphone on stage, these details are even more discernible and 
likewise exploited in the studio, including the texture and timbre of her voice, both inhalation and 
exhalation, and sounds placed in the chest, throat, mouth or nose. Moreover, while in a traditional context 
two female players sing together in such an intricate way that listeners are not able to distinguish between 
the two voices, Tagaq sings alone and uses overdubbing techniques in the recording studio. Tagaq thus 
creates a new game in which she interacts with, and responds to herself with the help of recording 
technology. We will analyse two traditional Inuit songs (“Qimiruluapik” and “Qiujavitt”) featured on 
Sinaa, notably to highlight the complementary rhythmic, melodic and timbre of the two vocal tracks. The 
objective of this presentation is to examine her use of overdubbing, which will allow us to better 
understand her creative process. Not only will these two songs demonstrate the dialogue between tradition 
and contemporary popular music as Tagaq performs a vocal game with herself in the recording studio, but 
they also characterise the artistic practice of a new Aboriginal generation who are able to present, through 
the logic of cultural reconciliation and strategies of hybridization, their artistic production in the process of 
an international cultural movement. 
 
ST-LAURENT, MEI-RA (Université Laval)  
The Phonographic Transgressive Discourse of Extreme Metal Music 
Metal music is often depreciated by the general public who usually focuses on the sound’s aggressiveness 
and on lyrics’ violence. For sociologist Keith Kahn-Harris, this repertory, and more precisely the extreme 
metal, can also be described as “transgressive”, because it stand out with its will to break the established 
limits or to test and push away some social boundaries (Harris 2007). Besides, for the literary critic 
Ronald Bogue, extreme metal tends to eliminate all forms of discourse that characterize both popular and 
classical music and that it “seldom offer plots or stories for [his] main purpose is to evoke emotions, 
moods or attitudes through expressions of anti-social desire” (Bogue 2004). However, in recent years, 
several musicologists were interested in the potential of narratology (taken from literary studies) for the 
analysis of popular music. Thus, according to them, all forms of popular music can be approached as a 
true narrative, where the music and lyrics restore the discourse of musicians. 

In this context, the song “Puritania” (Puritanical Euphoric Misanthropia, 2001) from the 
symphonic black metal band Dimmu Borgir is a good example of this “transgressiveness”, which 
encompasses important elements of the metalheads discourse. The main theme being the extermination of 
human race, this song is also known for its powerful sound effects, which stages the destruction of the 
earth, and for the feelings of oppression that these effects also semantically produce. Therefore, the 
analysis will be based on the adaptation of narratology for the popular music repertory, where the three 
main elements of the narrative (voice, modality and time of the narrative) will be repositioned in this song 
context by considering how the different musical parameters (musical structure, vocal pitch, technology) 
shape the discourse of this song (Lacasse 2005; Genette 2007). I will also demonstrate how the different 
sound effects used in this song’s narrative can generate a feeling of power and oppression for listeners. 

STEVENSON, ALEX (Leeds Metropolitan University)  
The UK Sound: British Hip Hop Production Practice 
The emergence of localised sub-genres of Hip Hop around the world has been well documented, however 
the genre of UK Hip Hop (or British Hip Hop) has been largely overlooked in scholarly research. 
Although largely an underground music scene with very limited commercial success, UK Hip Hop has 
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been recognized as being pivotal in the development of the more commercially successful genres of 
Grime, Trip Hop and Drum’n’Bass. Existing research into UK Hip Hop has often been from a cultural or 
sociological perspective, and although there is existing research analysing the compositional approach of 
Turntablist groups within in UK, little research exists into the production processes of UK Hip Hop. 

Whilst many UK Hip Hop producers acknowledge the influence of American producers in the 
development of their style of production, there is recognition of UK Hip Hop having its own unique sonic 
characteristics. This uniqueness has been attributed to the experimental nature of the genre, partly due to 
its underground status, and its incorporation of a wide range of other musical genres. 

This paper aims to identify and explore the unique aspects of UK Hip Hop through analysis of the 
composition and production processes. Through the use of interviews with key UK Hip Hop producers, 
and the sonic analysis of key musical works, this research will focus on three key themes which impact on 
the production process; these are: 

• Access to and utilisation of technology, 
• The influence of specific US Hip Hop producers 
• The integration of elements of other music genres. 

 
THORLEY, MARK (Coventry University)  
A three-way model of assessment involving transatlantic and employer-engaged assessment – 
Project Launch 
I have been successful in getting funding from the HEA to run a collaborative teaching project between 
Coventry University, New York University and JAMES. The project will run over the next 18 months and 
involves elements of peer-learning and assessment as well as industry assessment. I am keen to ensure that 
as many institutions as possible know about the project, and also, potentially, involve some more partners 
if it works for them. 
 
THORLEY, MARK (Coventry University)  
Crowd funding and its potential to create an alternative culture of production 
The field of cultural production has often included reference to those who stand between the producer and 
their audience. Whether referred to as gatekeepers by Paul Hirsch (1972), or cultural intermediaries by 
Pierre Bourdieu (1984), their role in deciding what the audience gets to experience has been discussed at 
length. Frequently, there is reference to the filtering function which they perform, which, in recorded 
music terms, dictates what gets recorded, how it is recorded and produced, what gets released, what gets 
promoted, and what gets dropped. Even in the music press, cultural intermediaries in the form of A&R 
personnel and record company executives receive criticism for their decision making whether for dropping 
recording artists before they are allowed to develop, or signing artists with grossly inflated advances only 
to see them walk through the door soon after. 

Given the observations and criticisms of cultural intermediaries, crowdfunding would seem to 
offer significant hope as an alternative production process. Crowdfunding sites (as typified by Artistshare, 
Kickstarter and Pledgemusic) allow fans to become funders of music projects before they take place, 
usually gaining some access to the creative production process in return. Such hope does presuppose that 
there is a market for what is being offered though. However, it could be argued that cultural 
intermediation should represent the market anyway, in which case, a crowd-funded project cannot ‘create’ 
its own market or alternative production process. Alternatively, if it is the case that cultural intermediation 
does not necessarily represent the market, then a crowdfunded project has the potential to create its own 
market. In that case, crowdfunding offers exiting potential to create alternate cultures of production which 
would otherwise be forgotten or unrealised. Drawing upon established literature on the subject, and case 
studies, this paper discusses whether crowd funding can really create an alternative culture of production. 
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TOULSON, ROB (Anglia Ruskin University, Cambridge, UK)  
Mastering a Multi-Genre Compilation Album in the Era of The Loudness War 
A key function of mastering a commercial record is in aligning the perceived level, i.e. the loudness, of 
tracks so that they sit cohesively to form a complete artefact. There are a number of well-documented 
challenges when aligning the loudness of tracks in mastering and these challenges are intensified 
considerably when the audio material covers a number of genres and record production methods. 
Furthermore, the emergence of ‘The Loudness War’, where record labels strive to present the loudest 
possible audio in order to gain a commercial advantage, can bring additional issues and challenges when 
mastering a record.  

This paper looks at a novel case study that highlights a number of challenges and considerations 
when mastering a multi-genre compilation album. The case study material is the album ‘Devotion’ by the 
Mediaeval Baebes, which contains songs produced over a number of years and utilising numerous 
producers, engineers and recording locations. The compilation also covers a number of musical genres and 
instrumentation, including acapella choir recordings, simple acoustic renditions and complex rock tracks. 

The impact of the loudness war is two-fold in this instance. Firstly, there is a desire to maintain a 
commercially competitive level in the finished master; the record label desire the album to be considered 
as loud as comparable commercial releases. Secondly, the compilation tracks have been produced over a 
number of years, through different periods of the emerging loudness war, and so the dynamic structures of 
the songs vary considerably more than could be expected of a standard studio album. Furthermore, some 
compilation tracks have been poorly archived and are no longer available in their pre-mastered form, so 
some songs have seen considerable dynamic range processing prior to delivery to the mastering engineer. 

Throughout the discussion of this case study, a number of issues relating to the loudness war, 
dynamics processing, and music production techniques in general are discussed. For example, the use of 
limiting on acapella vocals is shown to yield extremely obvious distortion artefacts, leading to a 
discussion of how dynamics processing could be better employed at the mixing stage if loudness 
maximising is desired. This brings an evaluation of the tools and metering requirements at the mixing and 
mastering stages and potentially leads to new concepts for dynamic range processing and analysis in 
record production. Equally the use of volume automation on master tracks is compared to similar 
techniques relying on dynamic range compression and limiting. This paper therefore explores a unique 
aspect of mastering which is rarely discussed in an academic or educational context and relates those 
findings to the loudness war and specific processes in the music production chain. Novel strategies of 
dynamic control for maximising loudness while maintaining low distortion levels are also presented.  
 
VACCARO, BRANDON  
TACKETT, JEFFREY  
Shifting Approaches in Music Technology Lab Design (round table) 
We propose a panel discussion on the practical considerations for music technology lab design for higher 
education. Students throughout the world are being taught recording approaches based on older recording 
studio designs (large, expensive facilities with large analog consoles, high-end professional equipment 
etc.), while current employment opportunities and modern studio practices often vary dramatically from 
this (small facilities with control surfaces, “prosumer” level equipment, etc.). As the job market changes, 
should the technology labs on campuses evolve in step? Are there strategies that can allow us to better 
serve the needs of students pursuing careers outside of the large studio/major label system? Our panel 
would invite dialogue amongst panelists and attendees on how best to address these issues as well as 
others including cost effectiveness, genre/stylistic needs, changes in control surfaces, changes in workflow 
including issues of “virtual” and multi-site production, etc. 
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ZAGORSKI-THOMAS, SIMON (London College of Music, UK)   
BLIER-CARRUTHERS, AMY (Royal College of Music, UK)  
WILLIAMS, ALAN (University of Massachusetts Lowell, USA)  
HOWLETT, MIKE (Queensland University of Technology)  
Performance in the Studio (plenary session) 
This session would be a presentation of the results from the UK Arts and Humanities Research Council 
funded network that has been run in conjunction with the Association for the Study of the Art of Record 
Production. The session would include presentations from five of the researchers involved in the network 
plus the producer of the recording session that was studied, followed by a discussion of the way that this 
research contributes to performance and production pedagogy and practice and how the project will 
continue after the funding term is over. 

The project involves the documentation (with video and audio of the event, participant interviews 
and the session files from the recording) of a recording session held in Dec 2012 and produced by Mike 
Howlett. The session involves a singer / songwriter, a rhythm section and a string quartet and the aim is to 
study the way the musicians work in the studio – as distinct from the way they work in rehearsal and in 
concert. The project involves three weekend colloquia and an online conference as well as the recording 
session itself whereby the network members and a group of invited guests examine and discuss the issues 
that arise from the session. The network members will study the session from a variety of perspectives: 
performance studies, ethnomusicology, phenomenology, communication studies, historiography, the 
analysis of micro-timing, Actor-Network Theory and Systems Theory among others. A further unique 
feature of the project is that the video and audio content will be made available via the Art of Record 
Production website to allow other researchers to build on the work started by the network members. 

Dr. Amy Blier-Carruthers, Dr. Alan Williams and Dr. Simon Zagorski-Thomas will each give a 
presentation on their own particular analytical perspective on the project. Work by the other members of 
the network, Prof. Anne Danielsen (University of Oslo, Norway), Prof. Mine Dogantan-Dack (University 
of Middlesex, UK) and Prof. Morten Michelsen (University of Copenhagen, Denmark), will be available 
on the ARP website. Mike Howlett, the producer of the session, will also be present to discuss his reaction 
to the research outcomes and his experience of the process. 
 
ZEINER-HENRIKSEN, HANS T. (University of Oslo)  
Vintage Instruments and Retro Technology in Popular Music Culture 
On the cover of the Norwegian electronica duo Röyksopp’s 2009 album Junior, Svein Berge is carrying a 
Korg SB100 synthesizer from 1975, while his partner Torbjørn Brundtland is holding a vinyl record. At 
concerts and in interviews regarding their production techniques the duo also emphasizes their use of a 
1978 Korg MS synthesizer. Röyksopp exposes and celebrates instruments and a technology that in many 
ways are outdated – they may use these analogue synthesizers together with samples from old vinyl 
records, but the digital computer with a sequencer and software instruments is definitely playing a more 
central role in their productions. The celebration of old technology seems to be important even in music 
genres where a rather modern sound is being produced. I will discuss this fascination with old technology 
and ask whether it is stable and lasting, or constantly changing as David Pattie argues concerning the 
discourses on authenticity in rock culture (Pattie 2007). All types of technology or old instruments are not 
celebrated in the same manner. Using Wiebe E. Bijker’s theory of sociotechnical change (Bijker 1997), I 
will investigate processes within genres that lead one instrument or a type of technology into an elevated 
“vintage” position, and discuss to what extent its position is established once and for all or if it is an area 
of constant change and modification.  
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