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    Carlos Casas At Netmage 2010. The Audiovisual Cemetery

    Silvia Bianchi



    
      
    

    

    
      The latest edition, the tenth, of the International Festival Netmage took place some weeks ago. This edition investigated rarefied and dreamlike territories, through the choice of a deconstructive approach to music and video.

      
        The key-image is that of transformation, of change, the element is the wake, which shows us the passage of an event without becoming temporal, but rather physical. The image of the festival, created by the Spanish Carlos Casas, is a trace of an inner journey revealed for the first time to the public, the presentation of the work in progress realised by the artist during the preparation of his latest film on the elephants’ graveyard
        , a sacred place which is, at the same time, an impalpable border between India and Nepal, a rarefied space. We had the chance to interview Casas on the second day of the Festival.

      

      Carlos Casas is a filmmaker and a visual artist; his work is a crossover between documentary films, film and visual and sound arts. His last three films have been awarded prizes in prestigious international festivals such as the ones in Turin, Madrid, Buenos Aires and Mexico City. Some of his videos have been presented at collective exhibitions.

      After the experience at Fabrica, , in 2001 he began a trilogy of works called The Enf Trilogy which is dedicated to the most extreme conditions of our planet, focusing on Patagonia, the Aral Sea and Siberia. Carlos Casas, who among other things is at the head of the Von Archives label together with the artist Nico Vascellari, is particularly interested in field recording and sound archives.
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        We ask Carlos how his interest in the elephants’ graveyards came about (the Cemetery, his latest work, was exhibited in the form of archives and history notes for the film, this year at Netmage, which also produced it). He tells us that he has always felt really curious about this
         place-no place.
      

      He gives ground to it telling us that not long ago, having already started collecting material and having planned the realisation of a documentary film on this subject, he found out that such interest had roots much older than he actually thought. He had always been very attracted by the American films about the jungle and, in particular, by the final scene of Tarzan in which the protagonist and Jane are guided by an old dying elephant to this sacred and hidden place which is the graveyard of the elephants.

      
        Classical documentary films like Grass (1925), Chang: A Drama of the Wilderness (1927) and King Kong (1933), the film adaptations of Lost World and exotic movies dating back to the 30’s, 40’s, 50’s, the golden age 
        of adventure films, were fundamental for Casas, in his training as well as in his research.

      

      
        Just as the literature of Kipling, Sanders, Milton, and Burroughs, where he sought isotopes and ideas. This part of the analysis found a place in which to express itself within Netmage 2010 with the installation Cemetery in which chunks of the classical films were reproduced by the layering of images with an overlap of the film which was broadcast on the same TV from the beginning to the end and vice versa 
        in an unveiling of recurring symbols.

      

      
        The first part of the research work by Casas also includes an iconographic section, ranging from the study of the narrative inside the cemetery, to the study of Buddhist and Hindu iconography, and their collision in the reading of death and reincarnation, in researching a mystical and ritual framework of the ceremony. 
      

      
        This part of the work, which contains the guidelines, the inspirations and the map for the creation of the film is the one collected in the festival program of Bologna which has been transformed into a true book of notes, released and open to the various interpretations of the audience. This thanks the choice of leaving images coming from analogical and digital photographic archives without captions and presenting them in non-linear order.
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      The artist explains that the archive could not be complete without the construction of a sound encyclopaedia, which could be used to guide the preparation of this road movie. Research has been done and recordings have been collected. They were joined together in the preparatory phase of the film.

      Casas is very passionate about banks of sounds, field recording, symphonic collections and requiem. For Netmage, hollow spaces between one room and the other had been transformed by the artist in ethereal sound environments, places where it was possible to get in touch with the archives. He cites works by Piere Henry, Francisco Lopez, Chris Watson as key-stones to him and his production. He tells us that Watson is working with him and will implement the recording fields for the creation of The Cemetery. 

      
        The last part of the production envisages work in loco and so at this stage the author will move to India in order to observe and record, in order to map the territory searching for hidden elements of contact between man and sacred animals. In other words, for the essence of his work. He hopes Chris Watson, who worked with him on the previous trilogy, will accompany him also in this hard experience, in this journey.

      

      The author is also working with the scholar Katy Paine, who heads the Elephant listening project at Cornell University. She has studied the communication code between elephants for years. In particular the vibrations produced by them during their death-dances. He explains that Ariel Guzik is working with him on the research on sound and that she is trying to build an instrument able to reproduce this sound, as he had worked on the sounds produced by whales while realising Hunters since the beginning of time (Siberia), the documentary on the life of whale fishermen from the Bering Sea.

      
         Casas tells us that at first the idea of unveiling his work worried him. He felt he could almost seem boring to those who would have had to deal with all that material which does not have a definite shape. 
        It was basically the first time for him to share his research. 
        It also was the first time for Netmage to present the work of an artist in the form of data files, notes, audio-visual experiments, and research prior to a film in a very pure form.
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        Casas revealed to us that it was really exciting to show his work in progress and that now that he has opened his store he has actually figured out how the film can be continued. We are fascinated and enraptured by the magic of the jungle emanated by those sounds, by the chance to see the images that inspired him, as if we were opening a travel diary. We feel allowed to rummage in an enchanted casket, it seems we can understand how to work on the realisation of a documentary and that we can find our way in it.
      

      

      
        http://www.netmage.it/2010/
      

      
        http://www.carloscasas.net/
      

      
        http://www.vonarchives.com/
      

    
  
    Mindful Technologies. Aware Objects And Eco-visualizations

    Serena Cangiano



    
      
    

    

    
      Visual voltage is the travelling exhibition promoted by the Swedish Institute and the Interactive Institute whose Berlin version Visual Voltage Amplified had its opening on last January 7th at the Felleshuset, one of the buildings of Scandinavian Embassies complex in Berlin.. The exhibition, supervised by Susanne Jaschko shows projects, concepts, and experimental works from artists and designers who critically deal with of energy production and consumption in an age of global sensibility to the environmental issues.

      Clocks and cables visualising the domestic consumption of electricity, lamps working as dryers, artificial environments fed by the of CO2 meters, are only few of the solutions on show in the Aware Objects section, “conscious” objects, that is objects capable of communicating data about their energy consumption and making their owners aware of their good or bad behaviours as to their environmental sustainability.

      The Aware Objects on exhibit at Visual Voltage Amplified make tangible a research perspective highly relevant as to the hot issues impacting on the future. In the exhibition, both art and design converge and contaminate and overlap each other, making to coincide approaches and methods that, albeit already consolidated, lead to innovative results by introducing new technological features.
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      Aimed at supporting the expressive potential of the experimentation in the eco-visualization field, there is today an actual technological development which has led to the evolution of the Sensing Technologies, computational graphics, network systems, real-time data processing applied to locative media and digital mapping.

      This research approach characterises the interdisciplinary environment called eco-visualization or in other words adoption of art and design techniques in order to confer visibility to otherwise invisible environmental data in order to promote the awareness of energy depletion and environmental pollution through visual feedbacks.

      The Eco-Visualization finds its historical roots in the Environmental Art, in the cultural and artistic activism of the ’60s as well as in some collective performances of the ’80s (J. Beuys, 7000 Oaks, 1982). It is based on the convergence of three fields media art, information visualization and affordable design.(1)

      Pioneer and theoretician of the eco-visualization is Tiffany Holmes. In 2007 Tiffany Holmes realised 7000 Oaks and counting an animation visualizing in real time the electrical power consumption at the National Center for Supercomputing Applications of the University of Illinois. In 2004 she realised Floating Point, , a web animation visualising in real time the variations in the water oxygen concentration, monitoring therefore the qualitative and quantitative impact of the human pollution on the marine ecosystem.

      Originated by the cooperation with research centers dedicated to measuring and monitoring environmental data, the eco-visualization projects are aimed at opening a scientific perspective to a wide audience, spreading the information through artistic visualizations computer-generated, transforming the data into images, lights, colours, abstract graphical elements so communicating intangible values fostering the adoption of sustainable lifestyles.

      Aimed at supporting the expressive potential of the experimentation in the eco-visualization field, there is today an actual technological development which has led to the evolution of the Sensing Technologies, computational graphics, network systems, real-time data processing applied to locative media and digital mapping.
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      For instance in the Pigeonblog project of Beatriz da Costa, Cina Hazegh e Kevin Ponto, a group of pigeons equipped with sensors, GPS and microcontrollers monitored the CO2 data in Los Angeles skies and sent them to Google maps. Accessing a personalized platform on Google Maps the users could follow the pigeons visualizing the pollution data with their geo-coordinates in real time.

      In the same year of Pigeonblog, 2006, the Air – Area’s Immediate Reading experiment was started. People from a Manhattan District were required to monitor the CO2 and ozone levels through wearable devices built by an independent group of researchers ad artists called Preemptive Media.

      Analyzing these projects, one notices that the research horizon of the eco-visualization extends to other domains and addresses other questions. If the goal of eco-visualization is that of instilling more consciousness into people and consequently modifying their lifestyles, how much the efficacy of its methods and techniques depend from the actual involvement of the users?

      Which are the strategies, systems and technologies to be developed in order to generate the social activism, out of the self-consciousness, so transforming the people from objects of the change into subjects promoting such change ?

      Strictly linked to the field of eco-visualization, was then born the concept of Citizen Science, i.e. a new kind of mobile computing in which the cell-phone through the implementation of new sensors is changed from a communication device into a personal instrument for monitoring environmental data and hence a catalyst for the so called Participatory Urbanism (2).
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      A recent example of citizen science project is CamMobSens (Cambridge Mobile Urban Sensing), developed at the University of Cambridge within the triennial project Environmental Sensing System Across Grid Environments (MESSAGE). The project was providing for the implementation in 2006 of pollution sensors on Nokia mobiles for monitoring the pollution of the Cambridge area. Data and itineraries of the bikers group involved were sent to a webmap through a GPS system.

      In 2009 thanks to the evolution of the mobile-sensing technologies the project MESSAGE from an experiment tool became an actually usable system which allowed London citizens monitoring the environmental data of their town through their cell-phones (3).

      Eco-visualization, Citizen science, Participatory urbanism and mobile sensing are highlighting this phenomenon: the new technologies, on one side are extending the capabilities of monitoring the invisible data characterizing the living environment around us, be it inside or outside, on the other side they are extending the modalities and solutions for rendering these data through informative visual systems based on very beautiful images generated via techniques and approaches increasingly different from the analytical-scientific ones and closer to those more properly defined as infoaesthetic.

      In this phenomenon we wish to outline two aspects. The first one being the cross-contamination between different disciplines, the convergence between art and design and their re-configuration as to the need of formulating questions and issuing answers such to satisfy the expectations of our society in terms of scenarios characterized by climate changes and scarcity of energetic resources. The second one pertaining to the goal of defining new strategies for inducing mankind to behavioural changes in their lifestyles.
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      What is worth of mentioning with regard to the second issue is that in all the project aspects both as to arts, design or technology the general framework for generating the behavioural change is based on concepts such as “consciousness acquisition”, ” social activism”, and” agents for change” rather than “persuasion”, “sensitization”, and “passive information users”.

      

      
        
          Notes:
        
      

      1 - Tiffany Holmes, Eco-visualization: Combining art and technology to reduce energy consumption, C&C’07, June 13-15, 2007, Washington DC USA

      2 - Eric Paulos, R.J. Honicky, and Ben Hooker, Citizen Science: Enabling Participatory Urbanism, in Handbook of Research on Urban Informatics: The Practice and Promise of the Real-Time City,  Hershey, PA: Information Science Reference, IGI Global. Curato da Marcus Foth, IGI Global, 2008

      
        3 – 
        http://news.bbc.co.uk/2/hi/science/nature/8126498.stm
      

    
  
    Acoustics And Serendipity. An Interview With Jose’ Manuel Berenguer

    Barbara Sansone



    
      
    

    

    
      We had the pleasure and honour of going to meet José Manuel Berenguer in his home. José Manuel Berenguer is a key figure in the electro-acoustic experimental scene in Spain. A polyvalent artist, with a rich CV of experiences in various fields, and also co-director of the Orquestra del Caos, he is a likable man, open to dialogue and of enormous cultural knowledge. You could listen to him talk for hours without lowering your level of concentration. His professional and artistic journey is fascinating.

      A doctor in medicine, an expert in neurophysiology, a guitarist in his youth. Under the guidance of Gabriel Brncic and Lluís Callejo, who brought him to new paths of musical exploration and introduced him to musical applications of maths and computer science, year after year he became the person who he is today: a creator interested in dissolving the line that separates installations and acoustic and robotic experiences, generating different kinds of pieces, from acoustic pieces to multimedia installations, from kinetic sculptures to artificial life systems.

      José Manuel’s dense artistic production is well documented and would not fit in this short space. We will limit ourselves to citing two more recent projects that he is busily working on. One is Autofotóvoros, which he will talk to us about personally during the interview; the other is Sonidos en causa, a collection of soundscapes connected to countries where the recent economical development has been growing rapidly.

      This project took José Manuel and the Orquestra del Caos in the Amazon, documenting the changes of sound in the landscape starting from the city with a high demographic density and moving out further into more desolate areas, where only nature could be found.To avoid influencing the animals’ behaviour, our artists projected and installed some recorders on trees capable of resisting the weather conditions and documenting the sound life of places in total absence of human beings.

      This project generated a rich archive of recordings described and available to whoever wishes to use them, and also plans other phases by installing microphones that allow for the transmission of sounds via streaming on the Internet.

      But let’s go back to the story of Berenguer and try to retrace his footsteps with him. It was the 70′s, machines and technology were far from being what they are today, but armed with his foundations in the scientific field and his unstoppable hunger for knowledge, José Manuel began his journey, which lead him to encounter characters of great importance, such as Luigi Nono.
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        Barbara Sansone e Jordi Salvadò:
        Talk to us about your relationship with Luigi Nono.
      

      
        José Manuel Berenguer:
        Luigi Nono appeared in Sitges one day when I was 24 years old and we became friends, and he influenced me greatly with his way of thinking. We talked mostly about politics and philosophy rather than music (I do not define myself as one of his pupils). When I was granted a scholarship in Germany, I studied German, but then I got another scholarship in Bourges, France, and opted for that because I could already speak French. I got two jobs there: lecturer at the university and professor of electro-music at the conservatoire. Thanks to my earnings I often went to visit Luigi Nono in Freiburg and learnt a lot from him.
      

      
        For Luigi the issue of lack of perfection in the score was important: the writing cannot say everything, it always presents some emptiness. And this idea was founded on the logical-philosophical Treaty by Wittgenstein, whose proposition 7.0 is renowned, and says that anything that cannot be talked about must be hushed. In other words, Nono talked about those things that language cannot transmit and thought that most of musical thought was not transferable from the point of view of writing.
      

      
         This was one of the ideas that struck me the most at that time, because I was convinced that you could do practically anything with writing (I was 25 and had studied composition) and because it opened up a path to a kind of sculptural work with electronic means. It presented the possibility of going beyond the mere definition of behaviour that should be followed in order, because that’s what the score said, because the composer thought that. Now I could go into the sound as matter in a sensitive way, and to use a modern term, in an “interactive” way. 
      

      
        Barbara Sansone e Jordi Salvadò:
        As can be seen on your website, “interactivity” is one of those terms that you doubt… 
      

      José Manuel Berenguer:Yes, I would put it in inverted commas because interaction, from the point of view of plastic art, implies that there is an audience and that that audience transforms the piece. In this case I say interactive in the sense that the device is activated and the device responds quickly and in “real time”.This was important for those who then went on to write the programs and those who created digital hardware: the devices must become capable of responding in real time, not just for the issue of interactivity that can be seen today in plastic art, but so that the response could be swift for what was being done.

      Of course, up until the mid 90′s the issue of real time was really a dream: you had to write a program with a language, like for example C, and you had to spend some hours filling it in. In the meantime you could read a book and when you heard what you had done you had already forgotten what it was you were doing in the first place.

      
        This was one of the main objectives: that you could touch a button and that button would produce an effect that in some way was an immediate response. The thought of impossibility of writing everything with the means available in language is related to infinity, because writing or any other language is a discreet construction if anything, it jumps about, it doesn’t continue and so the existence of infinity with which mathematicians work for their demonstrations (more useful in physics, for example, where it is the limit used to define trajectories, integrals and so forth), needs the idea of continuity, which is a hypothesis.
      

      
         Today there are mathematicians who sustain that this hypothesis will be proved to be false. For the time being we work with this hypothesis and then we’ll see, even if things will surely continue to function. 
      

      
        This issue is very important from a theoretical point of view and often it seems that theoretical issues aren’t important in practical issues, like writing music. But the problem is that over time there will be errors, and gross divergences between theory and practice and the final result will be that you will be doing music with serious ideological problems even if you don’t want to accept that. 
      

      
        The fact is that in the beginning you try, it doesn’t matter if you move away from the initial point, but in the end you find yourself going in a direction when you really wanted to go somewhere else. This often happens.
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      Barbara Sansone e Jordi Salvadò:This all happened up until 1987�

      
        José Manuel Berenguer:
        Yes, before I decided to go back to Barcelona for personal reasons and entered into the faculty of computer science, or rather the department of computer science of the science faculty, because a specific faculty did not exist yet. I finally began to learn about technical issues, which were very important to me because I needed to develop a discourse about contradiction and continuity and discontinuity, a discourse founded in Maths and philosophy. 
      

      
        Along this path there were obviously machines, with their characteristics, and they were very interesting, they were useful for doing very specific things and therefore it was very important to know what the curve of response of each of them was, to know what could be done concretely with one or another. 
      

      
        Right now machines begin to function on their own, which is marvellous because you can forget about all that: you don’t need to research too much, but you limit yourself to using the interface as a user and it’s done. This is a great advantage because you have more time to dedicate to the concept, which is important. Most of all one of the problems that we still have in experimental art, in electronic art, is that we are still too limited when dealing with machines, hardware and software. 
      

      
        For this reason open sourcing is talked of a lot. My opinion is that it’s not really important if you do it open, closed, hard or soft. The important thing is having a thought about things and to be able to mould and deepen this idea. 
      

      This easiness offered by machines that practically work on their own allows us to go further than was initially thought possible. The machine by Luís Callejo had 4KB of RAM; my Mac has 4GB of memory and does not bother me, maybe just a little for the speed of the processor. I know the type and quantity of instructions that it can elaborate per second but really the architecture of the machine ceases to interest me, because what I see is that I connect devices, I launch applications and it does everything on its own. This allows me to dedicate more time to the artistic part.
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        This doesn’t mean that it isn’t important to have a foundation of how your instrument works. Pierre Schaeffer said: “Know your instrument”. If you play the guitar you must know the physics of the strings, know the acoustics and know the wood. 
      

      
        If you work in electronics you must know the devices to know how far you can go and often many interesting pieces of work are created by forcing the machines so that they can go beyond what they are capable of. Here serendipity comes into play, when you’re working on the sensitive issue, because in reality you’re working with things that come up, that were unforeseen. 
      

      
        So you must have a foundation but then forget about it a little, so as to not remain attached to the issue, if not it’s very difficult to get out of that situation. It’s what happens when you study counterpoint for many years or harmony and at the end you only know how to do counterpoint and harmony exercises and that’s dramatic. It’s what happens to most composers. 
      

      
        The technique is very important but you must not get trapped by it: it will be a topos, but technique is important mostly in order to transcend it. What is interesting are the paths that people use to get over it, to acquire the domain of what is difficult to transmit with language. 
      

      
        In my case, as I hinted at, I tried to find catastrophes in the limits of the behaviour of machines. It is not my invention: there are many people who do so. I don’t know if they express it in this way, but that’s what it is. Serendipity: you find yourself in a point that has nothing to do with the starting point, because you have made sure that the machine behaves chaotically and therefore unpredictably according to your theory.
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         Barbara Sansone e Jordi Salvadò:
        What you have said up until now mostly answers the next question, but we will ask you anyway because we are very interested in it. Your work presents a very solid philosophical foundation: how do you translate the thought, the concept that is behind artistic expression, what is the process that generates the work?
      

      
        José Manuel Berenguer:
        Yes that is what we were talking about. In relation to the research of chaos in things, there are different factors that come together in my work. On the one side there is nature, which is a sort of interesting model that offers many starting points. Then there are devices. And then there is the artist, with his ideas. 
      

      
        What I observe in nature is that it is rich of things that are related in a sort of mesh, with simple units that are unified. For example, bees and ants: one alone is not so interesting, and presents a relatively simple behaviour, but when there is a group then shapes begin to form. 
      

      
        Therefore the issue of a collective or great number of particles, that when unified create things that are not written by single individuals, is very present in my work. When I am doing granular synthesis of some material, the beauty outside is the unpredictability given by the fact that there’s a great mass of individuals. When there are few, they present an easy behaviour that can be understood simply, but when there are many of them they generate productions that act upon me in an unexpected way. 
      

      
        This action upon me, on my perception, on my conscience, offers information to be able to choose the behaviour that I’m more interested in. But you’ll notice that on one side there’s this model of behaviour of masses in nature and on the other the treatment of the masses in an artificial way (to use a term that I’m not interested in but is needed in order for us to understand one another). 
      

      
        Therefore I listen, observe what happens with these algorhythms and in the end I choose an absolutely arbitrary way. In other words, I do the opposite of what Cage did. I don’t want to talk about how he worked, I think he’s fantastic, I really admire his music and his way of thinking. But in this case I don’t use the case as he does. 
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        In my thought process a very strong component is the philosophy of chance and there’s a lot of evolutionary theory. I think that one of the genial ideas of Western thought was that of natural selection as an engine of evolution. On the one hand natural selection is more evident when there are masses of individuals who behave in a certain way and relate to a particular environment, on the other there’s a question that has to do with natural selection and that is that I let these kinds of production grow in a medium which is my mind and this is what I am getting at. 
      

      
        I use my mind like an environment where I can let a series of perceptive or sensitive species live. Here there are species that evolve and others that devolve: some take shape, others don’t. What influences this is the relationship between them.
      

      Another thing that I see is very related to the issue of natural selection is the idea of conflict. This has been taken from Luigi Nono, who was an avid dialectic materialist and said that conflict is the engine of the world, it is that which makes things possible, makes them evolve and stay in constant movement. He said it with a passion that really convinced you and I think that situations of conflict really do make us evolve.

      When there are two perceptive species that get into conflict for something, it is there that interesting things happen: both can keep developing according to the dynamics of the system, or maybe disappear. This kind of thing is fundamental and basic in my way of making art.

      
        For example I put it as a manifesto of one of my pieces, the one about robots, Autofotóvoros. In this case it was a recreation of a situation of conflict where there were 21 equal elements in competition with one another not to obtain a greater dose of something, but for a purely systematic issue, because they ended up in the same place, looking for light. 
      

      
        This makes us think that violence is more systemic that ethic: violence exists because there are situations that bring violence, and if we are different in something compared to those little robots who argue between them until they break, till they “die”, it is in knowing how to evaluate systemic situations to avoid those points. 
      

      
        This work presents all of this, mostly the issue of conflict. There are currently 9 robots and 12 must be fixed. On my website there are videos of some of them, but I wanted to see what happened but putting together a greater number of them and to avoid riots I had to introduce a system that moved the light when the readings registered excessive gatherings, but often it was too late. 
      

      
        The work was presented in Vittoria, in the Paìs Basco, and I really don’t know why but the people of Krea made me make this work: they are fantastic people, who believed in my project from the very beginning and immediately agreed to produce it. But for me it was an experience
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        Barbara Sansone and Jordi Salvadò: So to recap, the fundamental issues of your work are evolution, masses and conflict. 
      

      
        
          José Manuel Berenguer:
        
         There is a fourth one, in relation to these, which is the epiphenomenon, the idea that when there is a collective of individuals that do the same thing, unexpected phenomena arise from it. They are at the beginning, but for me they are important because these unexpected things create for you. They interest me because for many years (even if I know it’s a utopia, that I’ll never get there, because I don’t know enough about it and because from a systemic point of view it’s impossible) 
      

      
        I try to listen to myself, to see how I work from an artistic point of view and I try to mould this function with external machines. From here the idea of making machines, only to then tend to stop making them, to get to a kind of nirvana. I’m not Buddhist, but I understand the necessity of getting to nirvana sooner or later. 
      

      
        
          Barbara Sansone and Jordi Salvadò:
        
         And what do you say about the light? In your work and even in the sculptures that you have here in your home, it seems to be an ever-present element.
      

      
        
          José Manuel Berenguer:
        
         Light and sound compliment each other. I know a lot about sound and little about light. Sound therefore bores me somewhat and light doesn’t at all, because I have much to learn. For this reason I’m experimenting with light, even if I’m conscious of the fact of the lack of my plastic work. I have experience as a user, I’ve seen a lot, but it’s another thing to make sure that the formal aspect of what I’m doing is the most appropriate. 
      

      
        I think that this creates another kind of epiphenomenon, that is that the work grows and takes on a shape in function to what it does. This is the idea that is at the foundation of my electronic sculptures: shapes depend on how the electronic components are connected, that is the circuit cannot be in another way, the basic connections require a specific structure. 
      

      
        
          Barbara Sansone e Jordi Salvadò:
        
         How would you define the type of music you make? Before you used the term “experimental” or “electronic” but these define other things now, don’t you think? 
      

      
        
          José Manuel Berenguer:
        
         I will answer you as I answered a 13 year old boy who asked me the same question a day after the concert at the Fundació Miró: I make the music that I want to (laughs). The fact is that I don’t know, how would you define this music? I wouldn’t define it in any way, because I don’t have the perspective to answer.
      

       There have been many attempts but it seemed that everyone sinned in lacking historical perspective and in any case it was the music that I wanted to do, something that I did not invent (no one invents anything), but that I learnt by reading Edgar Varèse, who at a certain point in his life wrote in some of his writings: “I don’t know if I’m making music or not, but I’m doing what I want”.Aside from that what is the necessity to define something in one way or another, when what you’re interested in is doing what you’re doing, full stop? What is the necessity for so many denominations? It’s a bourgeois reminiscence of a descendent from something.

      It cannot be that you are doing just one thing, a definition risks becoming a manifesto, but it would be a tautology, because any music you make is a hybrid. A moment ago we were talking about evolution, right? Evolutions makes species need the maximum amount of hybridisation and genetic crossover in order to not reduce the spectrum of production. In music it’s the same thing: all the descendents are nothing but sagas like The Lord of the Rings, cosmogonies, like our Christian one (“In the beginning was the word”).

      It seems that all these genealogies are nothing but justifications of power. Think of monarchies, which say that power comes from God, but who says that? The king himself! The problem is that when God stops existing there’s an enormous problem, because who gives authority to the powerful?

      
        In music the same thing occurs: the creators need to affiliate to a determined extraction and in reality do not accept their freedom. Therefore things like people saying that Karlheinz Stockhausen or Pierre Henry are the godfathers of electronic music happen. Ok, but we must see what relationship there is between them and their music and what today can be defined as electronic. It’s true that in the 50′s Stockhausen’s music was defined electronic, but then the term moved onto another meaning, which is OK, because terms move, but it cannot be that for the sole problem of terminology a form of music is seen as a descendent of another when there are so many differences.
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        Barbara Sansone and Jordi Salvadò: There’s a definition that we like more: “research music” 
      

      
        
          José Manuel Berenguer:
        
         Yes, I like that, but I would not only say research music, but I would say research art, because I think that it’s a way of making art. Research music, yes, people who are searching for things, who worry about searching rather than looking for a result that is always the same. Luigi Nono was very radical because of this.
      

      
         He said that if you wanted to be an artist, you had to stop doing scores where everything was thought of, you had to surprise yourself with what you had written. If you weren’t surprised it wasn’t art. Joan Albert Amargós, who at the time was my professor and a very talented composer, disagreed entirely. But Nono said: “If you know exactly how it will sound, what are we talking about? Avant-garde? What avant-garde?” 
      

      
        It’s not about going further but rather going somewhere else, not of growing (evolution is not a line that point upwards, but shows a composed flow of uncontrolled highs and lows) but exploring new places. It’s not progress, but making sure that things are always fresh. In my opinion there is an art (and a music) that can withstand the idea of the cultural industries and another that cannot, because it is an art that is a “waste of time”, that uses all of your creative capacity to do “research” in a rigorous way. And this is related to the necessity for an economical support from cultural departments in various countries. 
      

      
        Barbara Sansone and Jordi Salvadò: Is that offered here is Catalonia? 
      

      
        
          José Manuel Berenguer:
        
         Not at all. Here there’s CONCA (Consell Nacional de la Cultura i de les Art), that would like to be a support organisation, but it has little funds. In my opinion politicians have created it to free themselves of pressure from artist associations, for the issue of the democratisation of art. 
      

      
        The real interest comes from cultural industries, like the ICIC (Institut Català d’Indústries Culturals). At the moment all the musical issues have been transferred to the ICIC. In France there were 5 important research groups but now that France is a country that is entering into a more exacerbated neo-liberalism they are disappearing. 
      

      
        In December we attended a sound art festival called Zeppelin, and the themes this year were fear and power, and we had a chance to listen to some work from the participants in octophony in two spaces of the CCCB, the auditorium and the hall. Did all of the authors have all the necessary elements to produce their work (like 8 speakers and matrixes for the distribution of signals)?
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      Some did and some didn’t. For example Ignasi Álvarez from Telenoika worked in stereo, imagining how the work would sound like on 8 speakers, and obtained a good result.

      
        Octophony is a standard in studies where research music is created, but it’s not the only one: there are other systems where a greater number of speakers are used (from 16 to 400 or more). The issue is multi-focus: in reality sounds do not come from in front of us, but surround us. 
      

      
        John Cage in Roaratorio said that we must listen to the forest, where you have no idea of what’s ahead of you and what’s behind you, and everything is produced around you. To reproduce this situation there are different solutions: for example Canadians, Americans and Germans tend to opt for square environments with speakers that surround the listener completely, which was the idea that Stockhausen had for The Universal Exposition in Osaka. 
      

      
        An important concept is the fact that we must not consider the speakers as sources of sound but as musical instruments, like devices that allow us to use the reflections in spaces where the music is presented, because the spaces are never neutral and vibrate differently. Another concept that is interesting is the necessity to deprive the musician of the role of “officiate” on the scene to offer the public a listening zone where they can enjoy complete freedom of movement. 
      

      
        Barbara Sansone and Jordi Salvadò: Talking about listening and spaces, how is it possible that musicians work on a stage with a monitoring system and not in the centre of the room where there’s a concert, where more often than not very different things happen than what is being heard on the stage, because of the acoustics of the space and the amplifying system directed at the audience? 
      

      
        José Manuel Berenguer:
         I ask myself the same thing and I suppose it’s because of a lack of education to listening. A piece that is created at home with a couple of speakers will never be the same as when it is reproduced on a big system and in a determined acoustic space and this is the same as a loss of data in what is being given to the audience. With time and with different acoustic “failures” you learn that it’s important that the piece doesn’t only sound good at home, but also sounds good in the place where it will be played and often people have little experience in this. 
      

      
        The musician must learn to move away from the monitor and consider the space where he is performing, the amplifying system and the sound technician to be part of his instrument. The sound technician does not only have a technical role, as people often think, but is in fact the person who works on respecting the fidelity of the piece and that makes aesthetical decisions in the space where it is being reproduced. 
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        Barbara Sansone e Jordi Salvadò:
        Exactly: this happens in plastic art as well. A sculptor does not limit himself to creating the work, but must also preoccupy himself with how to show it to the public, the context and conditions of where he will display it. But we interrupted you. 
      

      
        José Manuel Berenguer:
        Yes, I was saying that in general people don’t listen enough. And not in a global way, because we search for meaning, we are convinced that sounds point at a determined source and that is partly true, but it doesn’t matter where they come from. The important thing is the experience of these sounds. It’s an aesthetic leap that is not easy to take in society and even less in the political world. 
      

      
        We are used to a frontal distribution system from our school days where a person is up in front and talking to you. Nowadays shows have the same philosophy, with a stage in front, and for the music industry it’s unthinkable to propose a different format.
        This is like putting the brakes on new ways of listening. Take a politician, put him in the centre of a sound space that surrounds him, ask him to listen: if you can keep him there for long enough he might start to realise what’s happening around him and he will surely be surprised.
      

       But in the beginning, without a consciousness of this kind of listening, he will not notice anything and so it will be difficult for him to understand and support this new way.Politicians normally move for quantifiable arguments and music isn’t one of them: that’s why they aren’t interested. Music and art are characterised by other things that cannot be said or read and so they must be transmitted via empathy. And here we go back to the Wittgenstein proposition that I cited earlier.

      

      
        http://sonoscop.net
      

      
        http://www.sonoscop.net/jmb/
      

      
        http://sonoscop.net/sonoscop/orquestradelcaos.html
      

      
        http://rwm.macba.cat/
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      It has been almost three years since the publication of Produttori di Stile, the notebook reporting the results of a research financed by Provincia di Milano about working practices and flexibility in a number of fashion houses in Milan. At the time we witnessed the presentation (http://www.serpicanaro.org/features/produttori-di-stile) during which authors and promoters, among the other things, underlined how 8 out of 10 contracts, in all the major business companies of such field/section/area, were atypical (cocopro, interns, fake VAT number recordings etc); this not as a response to production peaks, but as basic structural resource, as a far from being atypical strategy/procedure of human resources management.

       They were also recognizing that figures provided by Osservatorio del Mercato del Lavoro (Working Market Observatory) were not sufficient to investigate the phenomenon as a whole, since statistics on “independent” working practices, as well as consultants, internships, causal collaborators, are not a systematically and officially data collected by the institutions.

       During that presentation we realized that the speakers were facing a peculiar kind of “submerged”, not actually referring to the fashion production in its material side, but rather focusing on everything concerning fashion’s “immaterial” production. They weren’t reading it under this light, though. They were in fact depicting those people who create brand identities, advertising, write for niche magazines, realize events, take photos, manage informative fluxes as “higly qualified” professionists. implicitly comparing them to those super-payed consultants and multiclients, the kind you could find in 80′s in Milan, but doesn’t exist anymore.

       In that moment we didn’t have any statistics or researches proving this, but Serpica Naro‘s experience on field during these last years, having spoken to a thousand people, getting emails and confidences from every kind of worker of the branch, offered us a privileged point of view which made some of the conclusions reported by the speakers clash, especially in respect of everything concerning the immaterial valorization of fashion and workers.
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      Last year the occasion came to dig deeper in this matter, starting a collaboration with Adam Arvidsson, professor of Sociology of Globalization at the Department of Politics Sciences of Milan. Together with him, we created a work-team composed by advertisers and communicators, academics, independent researchers, economists, experts in labour law and students which we called Milan Urban Research (Ricerca Urbana Milano, http://www.ricercaurbanamilano.com/), with a mutual aim: to question over oneself and the environment.

       We started from the remark that in Italy, as well as in the rest of Europe, since quite a long time it is spoken of “creative industries” and “creative and cognitive work” as important sources for economic and social growth. In Milan, especially, this issue has become crucial for the economy of the city and its cultural life, basis of fashion and design industries. For this reason we reckoned it would become necessary to know closely the problems of creative work, particularly in fashion businesses.

       The first research would have had the aim to bring into focus the perspectives, ideas, working conditions, the relations with firms and the roles of creativity in the creation of economic value in Milan and in its province.
 We titled it The highly Qualified-The first urban research on creative fashion work in Milan . This work would have also been useful as first step of a wider research, begun last year within the EduFashion European project (http://www.edufashion.org), financed with the backing of European Union in the Life Long Learning program, and of which we will tell better during next year.

       In this article I will try to summarize how we developed the research and its main outcomes, which you can examine entirely downloading it from the Ricerca Urbana Milano website, either in English or Italian.
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      The investigation begun with some qualitative interviews with workers of the fashion industry, selected through our network of acquaintances, who furnished us with further contacts for the next interviews. In the second phase we prepared an online poll to be spread out through Facebook and the distribution of about a thousand leaflets during the fashion week. The questions we were asking focused on subjective experience of creative work, trying to understand not only what kind of employment was being brought on, but most of all, what exactly daily activities consisted in.

       During these weeks we also organized some public seminars, inviting academics and professionals in order to present some analysis on fashion environment, followed by discussions within which we were sharing impressions about the first partial results that helped us to direct our interpretation in the best way possible.

       For instance, it is interesting to show how different studies underline how from the end of the ’90s there has been a continuous transfer of worth going on from the tangible production of clothing towards the immaterial production of design and communication., which brought to a consequent modification in typologies of working positions within Milan province. Employees in clothing production are continuously decreasing in number, whereas workers whose job consists in the creation of image, advertising, communication, events, turning Milan in one of the world’s major fashion display-windows.

       This variation is to be related to the brandisation of fashion houses, which shifted from a business model based on the care for consumers’ tastes, to one aimed to accumulate long-term profits working on the coherence and diffusion of their brand and putting worth in it producing accessories at affordable prices for a consistently bigger population of fashion victims. The results of such a strategy didn’t take long to come out, Italian major fashion brands have doubled their worth in 4 years period only, from 2004 to 2008.
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      Instead, economic figures furnished by firms are not similar to our interviewees’ economic conditions. In fact, the greater part of them are generally underpaid, have temporary contracts, and are working more than 8 hours per day. The number of those who have Open-ended contracts does not reach the 10% of the whole and the most common type of relations with the employer is the project-based contract, which average length is usually less than one year. The ones that are not under project-based contracts belong to those second generation’s autonomous workers (http://impresa-stato.mi.camcom.it/im_46/bologna.htm), namely the by now common and well known “fake VAT numbers”.

       With these words, one of our interviewees reflects on his position: “My wish is that the precarious jobs in my area are positive in the sense that accumulating many experiences as this one in the course of time I sincerely hope to get -maybe in ten years time- to get a CV that is suitable for a responsibility role that might surely keep the creative side intact but maybe might as well give an economic stability that would allow me to be autonomous� oh God, I basically just told you that I’m already unconsciously resigned to be a temporary-contract worker until I’m thirty-five.”

       Average wages are about 1150 euros and do not go over 1500 euros even when the get older. Under thirties average earnings woefully remain under 1000 euros. To this has to be added that more than the half complains about delays in payments and had to rely on parents for an economic support during the last two years: “Come on, let’s say it, you don’t need to be a genius to get this, none of us lives on this work only, everyone’s helped out by family and for what concerns me, I also collaborate with a newspaper and supplement my income giving lessons to some students. I don’t know exactly how things are set in other editorial offices, but in general you don’t really get to see many rich journalist, do you.”

       However, whilst the ones who answered to our polls and interviews tend to define their job as autonomous and creative and to consider themselves fulfilled (75%!), if we have a look on the concreteness of their experience, it comes out a rather different state of things. Autonomy is very circumscribed; employers pretend total obedience during the working-day (which often is the working-night as well), shifts times are variable and prolonged and they have scarce control over it “� There’s one guideline, the image is given to every shop in the same way, namely if in (via) Montenapoleone it is decided that from the 15th to the 25th of February display-windows must show that item, you’ll find the same one all over the world, New York, Tokyo, Paris, Abu Dhabi, it will always be the same one, for that period of time. This is about display-windows as well as the inside exposition.”
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      The most relevant discover of this research is the fact that working in this field is constantly and pervasively evaluated not in monetary terms. While most of interviewed university students claim to be very satisfied about their job, the same percentage is deeply unsatisfied about salaries and working schedules but this data does not affect the image of the profession in its complex. A great amount of the gratification seems to come from feeling “creative” and part of a particular creative scene: “I keep staying in this field because I like it, I have my own projects which I’d like to accomplish. I also think that waking up every morning happy about going to work, do something that you like it’s great. I still have to settle but I hope for the best, even if the future seems to darken”.

       What explanation could we find to this phenomenon? The answer that we chose focuses on three main dynamics of a more complicated phenomenon which we call Ideology of Creatività (Ideologia della Creatività), which on one hand exalts a lifestyle devoted to self fulfillment through the usage and participation to a gentrified urban scene. On the other hand it produces the lack of a true alternative to this ideology. The reason for this lack could be explained through the same bradization process which subsumes, with growing rapidity, every autonomous form of social effervescence which has always been the base for alternative lifestyles.

       Working in the fashion field means being almost totally absorbed by that world, this concerning the investment of working time as well as maintaining social relations that allow to keep having a job. It is easy to get to the point in which the product of value corresponds to the production of one’s individuality and workers are absorbed in it to the point of being virtually unable to imagine anything else or to even have the actual time to build up another one (about 70% declares not to have enough money to have a family or time for political/social activities).

       The “passion” for one’s work and the constant pursuit of self-fulfillment through work hence become a mean of productiveness for informational capitalism, through which brands are produced, the city is gentrified and workers are not perceived as such but turn into atomized individuals constantly seeking for confirmation of their being creative.
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      “In the beginning everything is so like ‘wow finally I cant believe it’ then you realize that you’re the one who’s exploited by everyone, anyway, because they always give you the most boring work to be done. Because it’s true that the bottom low is from where we all have to start and me I’m the first one who says: ok cool, I just got out from university as untouched and full of theory as you see me, I don’t know how to do anything so fair enough. But after three years you notice that this thing actually bothers you. Especially because I work a lot more than my boss. My boss is almost never there, he just does briefs with journalists, stays there for a couple of minutes and then he’s gone. For the rest, nobody would be working if I wasn’t there”.

       

    
  