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EDITORIAL: Alternative Histories of Electroacoustic Music 

In the more than twenty years of its existence, Organised Sound has rarely focussed on issues of 

history and historiography in electroacoustic music research. Although some articles have adopted 

an explicitly historic perspectiveねoften as the only such article within a given issueねmany more 

have focused upon the documentation of current or recent creative practice and scientific research, 

the latest tools, techniques, and software, or the development of new aesthetics, theory, and 

analysis. PWヴｴ;ヮゲ デｴｷゲ ゲｴﾗ┌ﾉS ﾐﾗデ HW ゲ┌ヴヮヴｷゲｷﾐｪ ｪｷ┗Wﾐ WﾉWIデヴﾗ;Iﾗ┌ゲデｷI ﾏ┌ゲｷIげゲ IﾉﾗゲW ﾉｷﾐﾆゲ ┘ｷデｴ ﾏ┌ゲｷI 
technology, which like many technical disciplines is underpinned by an essentially modernist agenda 

of progress through technological innovation. 

There are, naturally, a few significant exceptions to this generalisation. Iゲゲ┌W Γくヱが ﾏ;ヴﾆｷﾐｪ け; IWﾐデ┌ヴ┞ 
ﾗa ｷﾐﾐﾗ┗;デｷﾗﾐ ｷﾐ┗ﾗﾉ┗ｷﾐｪ ゲﾗ┌ﾐS ;ﾐS デWIｴﾐﾗﾉﾗｪ┞げ (and roughly coinciding with the establishment of the 

Electroacoustic Music Studies Network), included several articles that directly addressed an 

important historiographic issue, namely, developing and maintaining source materials for 

musicologists (Atkinson and Landy 2004; Battier 2004; Ramel 2004; Teruggi 2004). This theme was 

taken further in volume 11, which foregrounded such issues as archiving (Chasalow 2006; Dal Farra 

2006; Waters 2006), preservation (Emmerson 2006), approaches to technological obsolescence 

(Bullock and Coccioli 2006; Polfreman, Sheppard, and Dearden 2006; Wetzel 2006; Yong 2006), and 

the study of tools and techniques as a method in historical musicology (Manning 2006). Issue 18.3ね
け‘W-┘ｷヴｷﾐｪ EﾉWIデヴﾗﾐｷI M┌ゲｷIげねincluded a few articles documenting recent creative practice that 

implicitly adopts an historiographic or media archaeological perspective (Paiuk 2013; Parker 2013; 

Riis 2013). Finally, issue 20.1, marking け20 Years of Organised Soundげが ｴ;S ;ﾐ W┝ヮﾉｷIｷデﾉ┞ ヴWデヴﾗゲヮWIデｷ┗W 
emphasis, and included a range of personal reflections on electrﾗ;Iﾗ┌ゲデｷI ﾏ┌ゲｷIげゲ ｴｷゲデﾗヴ┞, as well as 

an article on canon formation in its literary history (Mooney 2015). However, these articles 

represent a comparatively small proportion of Organised Soundげs total output, and many of them 

engage with history only from the perspective of its relevance to, or incorporation within, present-

day creative practice. Manuella Bﾉ;IﾆH┌ヴﾐげゲ WSｷデﾗヴｷ;ﾉ ﾗHゲWヴ┗;デｷﾗﾐ デｴ;デ けall this contemplation appears 

very current and future focussedげ (Blackburn 2014) could quite reasonably be applied, then, to the 

majority of discourse within this journal.  

There is, of course, a large body of literature beyond Organised Sound that directly addresses 

WﾉWIデヴﾗ;Iﾗ┌ゲデｷI ﾏ┌ゲｷIげゲ ｴｷゲデﾗヴ┞く TｴW aｷヴゲデ ゲ┌Hゲデ;ﾐデｷ;ﾉ secondary accounts and surveys began to 

appear in the 1960s (Prieberg 1960; Moles 1960; ORTF 1962; Davies 1968). These focussed on 

composers, studios, and technologies, and were often geographically organised, a gambit extended 

by many key sources that followed (Appleton and Perera 1975; Ernst 1977; Griffiths 1979; Schrader 

1982; Holmes 1985; Manning 1985; Chadabe 1997). From the 1990s, disciplinary and methodological 

horizons broadened, with substantial contributions from the fields of anthropology (Born 1995), 

sound studies (Kahn 1999; Cox and Warner 2004; Sterne 2012), history of science and technology 

(Braun 2002; Wittje 2016), science and technology studies (Pinch and Trocco 2004), gender studies 

(Rodgers 2010), material culture (Weium and Boon 2013), and critical organology (Patteson 2016) to 

name a few. Focussed studies have spotlighted individuals, institutions, and locales that had been 

omitted or scantily treated in earlier accounts (Kuljuntausta 2008; Niebur 2010; Adkins and Russ 

2013; Tazelaar 2013; Helliwell 2016). Reprints and new editions of iconic primary sources ensure 

that these texts remain important also (Cage 2011; Austin and Kahn 2011; Schaeffer 2012). Any brief 

survey must necessarily be partial, of course. 



Why, then, is there a relative lack of historic perspective within Organised Sound? One possible 

explanation stems from the demographic of Organised Soundげゲ ヴW;SWヴっauthorship. As Leigh Landy 

has recently noted, 

ﾏﾗゲデ ヮWﾗヮﾉW ┘ヴｷデｷﾐｪ ;Hﾗ┌デ デｴｷゲ ﾏ┌ゲｷI ;ヴW デｴﾗゲW ┘ｴﾗ ;ヴW ﾏ;ﾆｷﾐｪ ｷデぐ Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが ﾏ;ﾐ┞ ﾗa デｴWゲW 
authors might have had difficulty writing from an etic (detached from the community in question) 

point of view. A significant portion of articles received by the journal are clearly emicねthat is, from 

within the community and, not unusually, largely self-enclosedねoffering a fairly tokenistic 

IﾗﾐデW┝デ┌;ﾉｷゲ;デｷﾗﾐぐ (Landy 2015, 4) 

Although he goes on to note that author-practitioners ｴ;┗W HWIﾗﾏW けHWデデWヴ ;HﾉW デﾗ ﾉﾗﾗﾆ ;デ デｴWｷヴ 
ゲ┌HﾃWIデゲ aヴﾗﾏ ; Sｷゲデ;ﾐIWげ in recent years, on the whole it appears that approaches to this have 

tended towards systematic rather than historical musicology, that is, authors have tended to frame 

their arguments and analyses in terms of abstract formalisms rather than by historic or 

historiographic contextualisation.  

Furthermore, where authors have adopted an historic perspective, there seems often to have been a 

reluctance to deviate from a handful of well-デヴﾗSSWﾐ ﾐ;ヴヴ;デｷ┗Wゲ ;Hﾗ┌デ WﾉWIデヴﾗ;Iﾗ┌ゲデｷI ﾏ┌ゲｷIげs 

history that stem aヴﾗﾏ デｴW ;Iデｷ┗ｷデｷWゲ ﾗa ; aW┘ けI;ﾐﾗﾐｷ┣WSげ men (and, where applicable, their 

associated institutions). In Europe-focussed accounts, the most obvious of these are Pierre 

Schaefferねinvariably I;ゲデ ;ゲ デｴW けｷﾐ┗Wﾐデﾗヴ ﾗa musique concrèteげ (e.g. Kane 2007, 15; at the time of 

┘ヴｷデｷﾐｪが “Iｴ;WaaWヴげゲ ﾐ;ﾏW ｴ;ゲ aW;デ┌ヴWS ｷﾐ デｴW デｷデﾉWゲ ﾗa ﾐﾗ aW┘Wヴ デｴ;ﾐ aﾗ┌ヴデWWﾐ Organised Sound 

articles)ねand Karlheinz Stockhausen and his (N)WDR associatesねtypically cast as the progenitors of 

デｴW けヴｷ┗;ﾉげ ;ヮヮヴﾗ;Iｴ ﾗa elektronische Musik (e.g. Harrison 1998, 117). John Cage and Edgard Varèse 

;ヴW ﾗaデWﾐ ﾃﾗｷﾐデﾉ┞ ;ゲゲﾗIｷ;デWS ┘ｷデｴ デｴW けﾉｷHWヴ;デｷﾗﾐげ ﾗa ;ﾉﾉ ゲﾗ┌ﾐSゲ ;ゲ ヮﾗデWﾐデｷ;ﾉﾉ┞ ﾏ┌ゲｷI;ﾉ (e.g. Cox 2009, 

25), while Max Mathews ｷゲ ﾗaデWﾐ SWゲIヴｷHWS ;ゲ けデｴW a;デｴWヴ ﾗa Iﾗﾏヮ┌デWヴ ﾏ┌ゲｷIげ (e.g. Charrieras and 

Mouillot 2015, 191). The point is not necessarily that such statements are けwrongげ, rather, that 

collectively they reify a standard narrative that risks becoming an unquestioned part of Organised 

Soundげゲ IﾗﾉﾉWIデｷ┗W emic perspective. If we want to broaden this perspective, then we will need to 

look for alternatives to, or extensions of, this standard narrative.  

In April 2016, the editors staged a conference at the “IｷWﾐIW M┌ゲW┌ﾏが LﾗﾐSﾗﾐが WﾐデｷデﾉWS けAﾉデWヴﾐ;デｷ┗W 
HｷゲデﾗヴｷWゲ ﾗa EﾉWIデヴﾗﾐｷI M┌ゲｷIげねAHEM.1 In the call for participation, delegates were invited to address 

;ゲヮWIデゲ ﾗa WﾉWIデヴﾗﾐｷI ﾏ┌ゲｷIげゲ ｴｷゲデﾗヴ┞ デｴ;デが デｴW┞ aWﾉデが ｴ;S HWWﾐ ﾐeglected, marginalised, or simply not 

considered in previous accountsねｴWﾐIW け;ﾉデWヴﾐ;デｷ┗Wげ. The precise range of topics was deliberately 

left open; it was simply suggested that delegates might focus on little-known individuals, institutions, 

or artefacts, ヮWヴゲヮWIデｷ┗Wゲ ;HゲWﾐデ aヴﾗﾏ けゲデ;ﾐS;ヴSげ ;IIﾗ┌ﾐデs (however defined), and/or promising 

methodological approaches such as those found in science and technology studies (STS). The 

response to our call was encouraging: we received some 110 abstractsねfar exceeding the number 

that could be accommodated, even after extending the conference to three full days. The volume of 

submissions alone demonstrated that much of this research had clearly been waiting to be given a 

place/space in the field of electroacoustic music studies, and that the time was ripe for an increased 

attention to issues of history and historiography within this discipline. 

The call for papers for this special issue was similar to that of the conference that preceded it, and 

likewise generated a high number of submissions, such that, unusually, there are no off-topic articles 

                                                           
1 “WW J;ﾏWゲ MﾗﾗﾐW┞が Tｷﾏ Bﾗﾗﾐが ;ﾐS DﾗヴｷWﾐ “Iｴ;ﾏヮ;Wヴデ ふWSゲくぶが けIﾐデWヴﾐ;デｷﾗﾐ;ﾉ CﾗﾐaWヴWﾐIWぎ AﾉデWヴﾐ;デｷ┗W HｷゲデﾗヴｷWゲ 
ﾗa EﾉWIデヴﾗﾐｷI M┌ゲｷIげ ふUﾐｷ┗Wヴゲｷデ┞ ﾗa LWWSゲが ヲヰヱヶぶが https://doi.org/10.5518/160.  

https://doi.org/10.5518/160


included here. Although some of the articles began their life as presentations delivered at the AHEM 

conference, the majority were developed independently of it, further illustrating the timeliness of 

the theme.  

Most of these articles presented here challenge the standard narrative in one way or another; 

however, this special issue was not motivated by a desire to reject previous scholarship on 

WﾉWIデヴﾗ;Iﾗ┌ゲデｷI ﾏ┌ゲｷIげゲ ｴｷゲデﾗヴ┞. Rather, it is supposed to serve as an illustration that all history is 

contingent: no account can be complete in every detail; none can accommodate all viewpoints, nor 

interrogate all sources. In this respect this special issue can be seen as part of a wider musicological 

trend; the product of, as Georgina Born has put it, けa widespread sense that the historiographical 

foundations of music studies would benefit from being renewedげ (Born 2010, 238). Neither is the 

aim, here, to create a new conveniently-reductive historic けcontextげ to replace the old one. Echoing 

BWﾐﾃ;ﾏｷﾐ PｷWﾆ┌デが ┘W aWWﾉ デｴ;デ けデｴW S;ﾐｪWヴ ﾗa IﾗﾐデW┝デ ｷゲ デｴ;デ ｷデ ;IIWヮデゲ ;ﾐS ┌ゲWゲ ;ゲ W┝ヮﾉ;ﾐ;デｷﾗﾐゲ デｴﾗゲW 
ゲデ;Hｷﾉｷ┣WS IﾗﾐデｷﾐｪWﾐIｷWゲ デｴ;デ ;ヴW デｴWﾏゲWﾉ┗Wゲ デｴW aﾗヴﾏ;デｷﾗﾐゲ デｴ;デ ﾐWWS デﾗ HW W┝ヮﾉ;ｷﾐWSげ (Piekut 2014, 

205). Indeed, many of the articles collected here draw attention to the contingent nature of such 

familiar narratives. Above all, these articles are supposed to encourage scholars and practitioners to 

think about the history of electroacoustic music (studies), to productively defamiliarise the familiar 

narratives, and to seed the development of a new historiographic musicology from within the 

(generally present- and future-facing) electroacoustic music community. 

The first three articles explore or problematise the early roots of electroacoustic music. Two of these 

(Lautour, Cox) address the context within which musique concrète emerged in the 1930s and 40s, 

and thus けﾗヮWﾐ デｴW Hﾉ;Iﾆ Hﾗ┝げ (Latour 1987, 1に17) of a creative practice that is taken as axiomatic in 

many accounts of electroaco┌ゲデｷI ﾏ┌ゲｷIげゲ ｴｷゲデﾗヴ┞. The other (Wilson) goes even further and bypasses 

that context altogether, replacing it with a series of vignettes from the nineteenth century that have 

rarely if ever found their way into the standard accounts. 

D;ﾐｷWﾉ Wｷﾉゲﾗﾐげゲ IﾗﾐデヴｷH┌デｷﾗﾐ ｴ;ゲ ゲﾗﾏWデｴｷﾐｪ ﾗa GｷHゲﾗﾐ ;ﾐS “デWヴﾉｷﾐｪげゲ Iﾗ┌ﾐデWヴa;Iデ┌;ﾉ ﾐﾗ┗Wﾉ The 

Difference Engine, which imagines a Victorian world of information technology come early courtesy 

ﾗa ; ﾏﾗヴW ゲ┌IIWゲゲa┌ﾉ Cｴ;ヴﾉWゲ B;HH;ｪWく Iﾐ Wｷﾉゲﾗﾐげゲ ;IIﾗ┌ﾐデが WﾉWIデヴﾗﾐｷI ﾏ┌ゲｷIねor rather, electrical 

musicねflourished in the music halls in the hands of one Johann Baptist Schalkenbach, in the 

telephonic feedback demonstrations of John Gray McKendrick at the Royal Institution Christmas 

Lectures of 1895, and in howling sounds producedねsometimes deliberately, it seemsねby the 

operators of early amplified radio sets. This forceful intervention in the alternative histories that are 

this ｷゲゲ┌Wげゲ concern demonstrates the virtues of leaving behind the well-travelled paths of electronic 

music historiography, and choosing instead excursions into the long-forgotten and little read 

literature of house clearances and the forgotten backrooms of second-hand booksellers.  

‘W┌HWﾐ SW L;┌デﾗ┌ヴ W┝ヮﾉﾗヴWゲ ケ┌Wゲデｷﾗﾐゲ ﾗa デｴW ;ヴデｷゲデｷI ゲデ;デ┌ゲ ﾗa ┘ｴ;デ ｴW I;ﾉﾉゲ けデｴW ヮｴﾗﾐﾗｪヴ;ヮｴｷI ;ヴデゲげく 
Provocatively, he argues that, unlike photography and cinema, the phonographic arts lack a critical 

デヴ;Sｷデｷﾗﾐ HWI;┌ゲW デｴW┞ SｷS ﾐﾗデ W┝ヮWヴｷWﾐIW ;ﾐ けIゲ ｷデ ;ヴデいげ ﾏﾗﾏWﾐデく IﾐゲデW;Sが ｴW ;ヴｪ┌Wゲが ;┌Sｷﾗ ヴWIﾗヴSｷﾐｪ 
is surrounded by an uncritical discourse about verisimilitudeねa discourse that ｴW Iﾉ;ｷﾏゲ けHWI;ﾏW 
WﾏHWSSWS ｷﾐ デｴW ゲデ┌Sｷﾗ ヮヴ;IデｷIW ﾗa PｷWヴヴW “Iｴ;WaaWヴげ SWゲヮｷデW HWｷﾐｪ けﾐﾗデ ┘Wﾉﾉ ゲ┌ｷデWS デﾗ デｴW SWﾏ;ﾐSゲ 
of musique concrète ふﾗヴ ｷﾐSWWS ;ﾐ┞ ﾗデｴWヴ aﾗヴﾏ ﾗa WﾉWIデヴﾗ;Iﾗ┌ゲデｷI ﾏ┌ゲｷIぶげく Through an analysis of 

SchaeaaWヴげゲ ヮヴ;IデｷIW ;ﾐS ┘ヴｷデｷﾐｪゲが ;ﾐS デｴﾗゲW ﾗa デｴW C;ﾐ;Sｷ;ﾐ WﾗヴﾉS “ﾗ┌ﾐSゲI;ヮW PヴﾗﾃWIデが L;┌デﾗ┌ヴ 
shows how notions of naturalistic fidelity have shaped practice and critical discourse in 

electroacoustic music.  



Geoffrey Cox proposes an alternative (or, perhaps, parallel) history of musique concrète by 

uncovering the ways in which British documentary soundtracks prefigured many aspects of Pierre 

“Iｴ;WaaWヴげゲ ヮヴ;IデｷIWく HW ｷゲ I;ヴWa┌ﾉ ﾐﾗデ デﾗ ヮヴWゲWﾐデ デｴｷゲ ゲﾗﾐｷI ヮヴ;IデｷIW ;ゲ デｴW genealogy for what came 

after; rather he sketches a series of striking similarities between the two practices under comparison 

in aesthetic choices over the arrangement of recorded sounds in preference to conventional 

composition for orchestral instruments. Taking the less well-known example of the film 6:30 

Collection (1934), as well as the famous Coalface (1935, made with the collaboration of Benjamin 

Britten), he highlights parallels between the affordances that filmmakers found in the technological 

paraphernalia of sound on film, and those that their successors found in the new post-war tape 

recorders. In doing so, he demonstrates that the axiomatic practices of musique concrète are not 

unique to that discipline. 

The next four articles, rather than interrogate the roots of electroacoustic music, trace (or imply) 

lineages from past to present. Three of these reconfigure the standard narrative (Levaux; Long et al.; 

Cameron and Rogalsky). The fourth (Gardner) traces a lineage of smaller scale and scope by focusing 

on the development of a single electronic musical instrument, the EMS VCS3.  

Christophe Levaux tヴ;IWゲ デｴW ｴｷゲデﾗヴ┞ ﾗa けヴWヮWデｷデｷ┗W ;┌Sｷﾗ デWIｴﾐﾗﾉﾗｪｷWゲげが aヴﾗﾏ デｴW W;ヴﾉｷWゲデ ﾏWIｴ;ﾐｷI;ﾉ 
instruments of the ninth century, through the golden age of mechanical music in the 19th century, 

through the Hammond organ tonewheels of the 1930s, to the experiments with disc and tape loops 

by Cage, Schaeffer, and others in the 40s and 50s. By focussing on mechanisms of repetition, he 

challenges the idea that the musical control of sound through cyclic repetition has its roots in the 

Cagean/Schaefferian avant gardeねa notion that is, he argues, implied in most of the well-known 

accountsねand urges historians instead デﾗ IﾗﾐゲｷSWヴ けthe long history of musical technologyげ ｷﾐ デｴWｷヴ 
accounts of the organological roots of electroacoustic music. 

Jason Long, Jim Murphy, Dale Carnegie and Ajay Kapur present a survey of musical robotics that 

ゲWヴ┗Wゲ ;ゲ ; ｴｷゲデﾗヴ┞ ﾗa けWﾉWIデヴﾗ-;Iﾗ┌ゲデｷI ﾏ┌ゲｷI ┘ｷデｴﾗ┌デ ﾉﾗ┌SゲヮW;ﾆWヴゲげく Wﾗヴﾆｷﾐｪ H;Iﾆ┘;ヴSゲ aヴﾗﾏ デｴW 
present day (thus following the opposite path to Levaux), they trace the lineage of mechanical 

actuation in music, from recent applications in popular music, to the experimental instruments and 

sculptures of Raes, Trimpin, and Caulkins in the 1970s. They further trace the origins of the けconcrete 

musical phrase as a compositional toolげ デﾗ デｴW ヮﾐW┌ﾏ;デｷI ;ﾐS ｴ┞Sヴ;┌ﾉｷI ﾏ;Iｴines of the 19th century 

and earlier. Like Levaux, Long et al reframe contemporary electroacoustic music as part of a history 

that predates both loudspeakers and electricityねsurely two of the most fundamental disciplinary 

axioms. 

Laura Cameron and Matt Rogalsky frame nature recording as a precursor of modern soundscape 

composition. Through their analysis of A Day in the Life of Algonquin Park (1955)ねan LP of birdsong 

recordings by the Canadian sound recordist William W.H. Gunnねthey propose the genre of the 

けIｷヴI;Sｷ;ﾐ ;┌Sｷﾗ ヮﾗヴデヴ;ｷデげが ; ﾐ;デ┌ヴ;ﾉｷゲデｷI aﾗヴﾏ デｴ;デ けヴWヮヴWゲWﾐデぷゲへ place and time through an artificial 

assemblage of recorded sequencesげく Citing the technical skill and aesthetic choices evident in 

Algonquin Park, they argue that Gunn should be recognised as a pioneer of soundscape composition 

and acoustic ecology, despite never having self-identified in those terms (and, indeed, despite his 

practice having predated the widespread currency of those terms). In doing so, they allude to a 

parallel genealogy of electroacoustic music, with naturalistic representation rather than acousmatic 

abstraction as its point of origin. 



James Gardner provides an account of the development of the famous EMS VCS3 synthesizer, and 

thus addresses historic lineage on a smaller scale, and within a narrower scope, than the previous 

three articles. In discussing the different stages of the ｷﾐゲデヴ┌ﾏWﾐデげゲ development, from bespoke one-

off, to commercial prototype, to commercial availability, he highlights the social construction of the 

technology (Pinch and Bijker 1984) through the interactions of key protagonists including the 

members of EMSねTristram Cary, David Cockerell, and Peter Zinovieffねand the Australian composer 

Don Banks. In an approach not dissimilar to that taken by Pinch and Trocco in their account of the 

development of the Moog synthesizer (Pinch and Trocco 2004), Gardner highlights how the social 

and technical contingencies that played into the development of this piece of music technology 

eventually became concretised within the artefact itself. 

The next four articles challenge historiographic biases, whether these be related to the kinds of 

sources consulted and neglected by electroacoustic music historians, (Bosma; also implicit in Wilson), 

the representation of women in, or their exclusion from, discourse surrounding electroacoustic 

ﾏ┌ゲｷIげゲ ｴｷゲデﾗヴ┞ ふMﾗヴｪ;ﾐが V<ｪﾐWヴﾗ┗<ぶが ﾗヴ ｷﾐゲデｷデutional (non)representation (Duffy). 

Hannah Bosma criticises electroacoustic musicげゲ ┘ヴｷデデWﾐ history for its obsession with technological 

innovation and its bias in favour of tape-based works. This, she argues, acts against practitioners 

working in performance-based forms such as live electronic music, or whose contributions to the 

genre have been musical or conceptual rather than technologically innovative. Through a discussion 

of three Dutch practitioners whose works けゲWWﾏ デﾗ ヴWゲｷゲデ SﾗI┌ﾏWﾐデ;デｷﾗﾐげねDick Raaijmakers, Michel 

Waisvisz and Huba de GraaffねBosma urges historians to attend to musical innovation as well as 

technical, and argues for performance as a form of preservation for live electronic music. 

Frances Morgan focuses on representations of women in popular discourse surrounding 

electroacoustic music history. Drawing examples from new digital media, she argues that images of 

けデｴW ﾉﾗﾐWが W┝IWヮデｷﾗﾐ;ﾉ aWﾏ;ﾉW さヮｷﾗﾐWWヴざげ perpetuate a male-dominant view antithetical to the ethos 

of many of the women thus poヴデヴ;┞WSが ┘ｴｷIｴが a┌ヴデｴWヴﾏﾗヴWが SﾗWゲ ﾐﾗデｴｷﾐｪ デﾗ ;SSヴWゲゲ けｷﾐWケ┌;ﾉｷデｷWゲ ｷﾐ 
デｴW aｷWﾉS ﾗa ﾏ┌ゲｷI デWIｴﾐﾗﾉﾗｪ┞ ぷぐへ デｴ;デ Iﾗﾐデｷﾐ┌W ｷﾐ デｴW ヮヴWゲWﾐデ S;┞くげ B┞ WﾉｷSｷﾐｪ デｴW けchallenges, 

isolation and discriminationげ WﾐS┌ヴWS H┞ デｴW ┘ﾗﾏWﾐ デｴW┞ SWヮｷIデが Mﾗヴｪ;ﾐ ;ヴｪ┌Wゲ デｴ;デ ゲ┌Iｴ ｷﾏ;ｪWゲ 
celebrate rather than critique the marginalisation of women in electroacoustic music, and reduce 

┘ﾗﾏWﾐげゲ IﾗﾐデヴｷH┌デｷﾗﾐ デﾗ ; デヴﾗヮWねa mere けｪWﾐSWヴ ;ゲ ｪWﾐヴWげ aﾗヴ ; けヮヴWゲ┌ﾏWS ﾏ;ﾃﾗヴｷデ┞ ﾏ;ﾉWが 
heteヴﾗゲW┝┌;ﾉ ;┌SｷWﾐIWげく  

Lucie Vágnerová calls attention to the countless predominantly female labourers responsible for 

assembling audio electronics, and thus confronts the uncomfortable fact of their exclusion from 

electroacoustic music narratives. She addresses the issue of gendered, racialized, neo-colonial labour 

from a range of perspectives: by acknowledging the role that such labour playedねand continues to 

playねin facilitating the widespread availability of cheap electronic equipment; by highlighting 

analogous exploitative labour practices in the fashion industry; and by exploring some of the ways in 

which slave labour has been foregrounded in Afro-futurist art, as opposed to the normally けsanitized 

image of technologyげ デｴ;デ W┗;SWゲ ｷゲゲ┌Wゲ ﾗa ヴ;IW ;ﾐS ｪWﾐSer. In doing so, she compels the reader to 

ヴWデｴｷﾐﾆ デｴW I;デWｪﾗヴ┞ ﾗa け┘ﾗﾏWﾐ ｷﾐ WﾉWIデヴﾗﾐｷI ﾏ┌ゲｷIげく  

For Paul Duffy, the question is: what if the number of smaller institutions represented in accounts of 

WﾉWIデヴﾗ;Iﾗ┌ゲデｷI ﾏ┌ゲｷIげゲ ｴｷゲデﾗヴ┞ ┘;ゲ ｪヴW;デWヴい D┌aa┞げゲ Iﾗﾐtribution to this special issue is a detailed 

account of electronic music at the University of Iowa, his own institution. He shows how in this 



particular case, it was an approach from outside musicねnamely, the unｷ┗Wヴゲｷデ┞げゲ ヮｴ┞ゲｷIゲ 
departmentねthat set in train more than fifty years of teaching and performance. In giving us a 

chronological account, appropriately detailed as regards heads of department, equipment and 

repertoire, he lays out a structure that could, as he suggests, enable comparative accounts of other 

universities (not dissimilar, in fact, to the approach taken by the British journal Contact in the mid-

1970s); foundational empirical studies that will, in due course, enable a more synthetic alternative 

history to be composed.  

Finally, disciplinary (or sub-disciplinary) boundaries take centre-stage in two articles that foreground 

how such boundaries are created (Saladin) and maintained (Pigott) through creative practice with 

technology, and in two articles that explore how technical and creative disciplines collaborated in 

the co-advancement of computing technologies and their musical applications (Parolini, 

Doornbusch). Three of these articles (Saladin, Pigott, Parolini) make explicit use of the methods of 

science and technology studies (STS). 

Matthieu Saladin, through his analysis of the work of Max Neuhaus and Alvin Lucier, explores the 

role that live electronic musicねspecifically, experiments with electro-acoustic feedbackねmay have 

played in catalysing the emergence of a new art-form: that of the sound installation. For both 

composers, Saladin claims, the use of feedback led to an increased emphasis upon spatiality, rather 

than timbre, as a primary aesthetic concern, paving the way for an autonomous art-form 

けWﾏ;ﾐIｷヮ;デWS aヴﾗﾏ デｴW IﾗﾐIWヴデ ｴ;ﾉﾉげ. He relates this shift to the fundamental nature of electro-

;Iﾗ┌ゲデｷI aWWSH;Iﾆ ゲ┞ゲデWﾏゲが ┘ｴｷIｴ けぷinscribe] the electronic device in a spatial dimension that is 

linkWS デﾗ デｴW ヮヴﾗヮ;ｪ;デｷﾗﾐ ﾗa ゲﾗ┌ﾐSげが ;ﾐS デｴ┌ゲ Sヴ;┘ゲ ;デデWﾐデｷﾗﾐ デﾗ デｴW ﾆｷﾐSゲ ﾗa け;ｪWﾐI┞げ デｴ;デ 
technology can exert in the shaping of creative practice. 

Jon Pigott compares approaches to the creation and use of electro-mechanical technologies in music, 

ゲﾗ┌ﾐS ;ヴデが ﾆｷﾐWデｷI ;ヴデが ;ﾐS ｷﾐS┌ゲデヴｷ;ﾉ IﾗﾐデW┝デゲく B┞ けfollowing a technology across disciplinary 

boundariesげねa method native to STSねhe identifies the contrasting and context-sensitive ways in 

which electro-ﾏWIｴ;ﾐｷI;ﾉ ;ゲゲWﾏHﾉ;ｪWゲ ｴ;┗W HWWﾐ けHﾉ;Iﾆ-Hﾗ┝WSげが ;ﾐS デｴW SｷaaWヴｷﾐｪ IヴW;デｷ┗W 
approaches this engenders. Drawing upon a range of historic and contemporary examples from 

experimental music and sound sculpture (and referencing the practice of more than one author from 

this special issue), Pigott urges electroacoustic ﾏ┌ゲｷIﾗﾉﾗｪｷゲデゲ デﾗ けcombine and challenge standard 

divisions between the technical and the culturalげが ;ゲ ; ┘;┞ ﾗa ヮヴﾗ┗ｷSｷﾐｪ ﾐW┘ ;ﾐ;ﾉ┞デｷI;ﾉ aヴ;ﾏWゲ aﾗヴ 
electroacoustic music past and present.  

Giuditta Parolini uses a case study of the Italian cellist and composer Pietro Grossi to explore the 

intersection between music, technology and business in relation to the development of early 

computer music. She shows how Grossi chose to learn how to program computers so that he could 

realise his musical ideas; the results were also of value to the computer companies Olivetti-General 

Electric and Italian IBM, as a way of testing the software and hardware capacities of their machines. 

ASﾗヮデｷﾐｪ ; ゲデヴﾗﾐｪﾉ┞ ゲﾗIｷﾗﾉﾗｪｷI;ﾉ ヮWヴゲヮWIデｷ┗Wが P;ヴﾗﾉｷﾐｷげゲ I;ゲW ゲデ┌S┞ highlights the SWHデ デｴ;デ デﾗS;┞げゲ 
discipline of computer music owes to the efforts of technologically adventurous musicians like Grossi, 

who were willing to invest considerable effort to bridge what were, at the time, formidable 

boundaries between the creative and technical disciplines. 

Finally, Paul Doornbuschが ｷﾐ ｴｷゲ SｷゲI┌ゲゲｷﾗﾐ ﾗa けEarly Computer Music Experiments in Australia and 

Englandげが デヴ;IWゲ デｴW WﾏWヴｪWﾐIW ﾗa Iﾗﾏヮ┌デWヴ ﾏ┌ゲｷI-making applications from the error-checking 



routines and technical exercises of engineers working on automatic calculation machines in the late 

1940s and early 50s. Representing the earliest known examples of computer music-making, 

experiments with the Ferranti Mk. 1 and Pilot ACE computers in Manchester, and the Council for 

Scientific and Industrial Research Automatic Computer (CSIRAC) in Sydney, highlight how computers 

┘WヴW けused musically since the earliest development of those machinesげが ゲW┗Wヴ;ﾉ ┞W;ヴゲ HWaﾗヴW けデｴW 
a;デｴWヴ ﾗa Iﾗﾏヮ┌デWヴ ﾏ┌ゲｷIげが M;┝ M;デｴW┘ゲげ, canonical work on digital synthesis, and Hiller and 

Iゲ;IIゲﾗﾐげゲ ﾗﾐ ;ﾉｪﾗヴｷデｴﾏｷI Iﾗﾏヮﾗゲｷデｷﾗﾐく 

The articles collected here show how engaging with issues of history and historiography might help 

to broaden the sometimes problematically narrow, emic, present-day-focussed perspective often 

adopted within Organised Soundげs pages. (Although two thirds of the authors are composers, or 

have their own creative practice, none discuss their own work directly.) The articles also 

demonstrate some of the ways in which historiographic sensitivity can be used to challenge the 

けゲデ;ﾐS;ヴSげ ﾐ;ヴヴ;デｷ┗W ﾗa WﾉWIデヴﾗ;Iﾗ┌ゲデｷI ﾏ┌ゲｷIげゲ ｴｷゲデﾗヴ┞ぎ H┞ ヮヴﾗHﾉWﾏ;デｷ┣ｷﾐｪ デｴW W;ヴﾉ┞ ヴﾗﾗデゲ ﾗa デｴW ｷSｷﾗﾏき 
by actively seeking connections between past and present practice that upset assumed lineages; by 

interrogating disciplinary axioms and boundaries; by spotlighting historiographic biases. There 

remains, of course, much work to be done. We are aware that, with perhaps one borderline case 

(Vágnerová), the perspective offered in this special issue is exclusively Western; more work is 

needed to demarginalise non-Western histories of electroacoustic music. Partial as it is, we hope 

that this collection of articles will help to advance debate, stimulate interest in history and 

ｴｷゲデﾗヴｷﾗｪヴ;ヮｴ┞ ;ﾏﾗﾐｪ WﾉWIデヴﾗ;Iﾗ┌ゲデｷI ﾏ┌ゲｷIげゲ scholars and practitioners, and prompt further 

research in this area. 

We hope that you, the readers of this special issue, like the contributors to the volume and those 

who were at the conference, accept our proposition that electronic and electroacoustic music 

become more interesting by the opening-up of this diversity of interpretations. If you do, then we 

hope you will join us in extending this approach further in the years ahead. We feel that there is still 

more to be learned by working with our colleagues in science and technology studies (see Bijker, 

Pinch, and Hughes 2012), and in the history of technology. (Echoing Smith and Marx (1994), to what 

extent does music technology drive music history, for instance?) We are confident that there is 

much to be learned from visiting the stores of the museums worldwide that hold the instruments 

that time may have forgotten (e.g. Mooney 2017). We know that some of our colleagues in 

organology are embarking on a similar journey (e.g. Tresch and Dolan 2013). Who knows? Given 

ﾏ┌ゲｷIｷ;ﾐゲげ a;ゲIｷﾐ;デｷﾗﾐ aﾗヴ デｴW ヮ;ゲデゲ ﾗa WﾉWIデヴﾗﾐｷI ﾏ┌ゲｷI (e.g. Eno 2013), perhaps we can expect a 

positive feedback loop from this new approach to give us new kinds of music too.  

We would like to extend our thanks to all of the authors who have contributed to this special issue, 

to the numerous peer reviewers who generously and anonymously devoted their time to reading 

and commenting on the many submissions we received, and to the invited speakers, presenters, and 

delegates of the AHEM conference, many of whom are not represented within these pages, but all 

of whom were instrumental in establishing the dialogue that led to this special issue. We also thank 

Leigh Landy for his patience and support in handling a larger number of submissions than expected. 

This special issue and the conference that preceded it were made possible by a grant from the Arts 

and Humanities Research Council, as part of the project けH┌ｪｴ D;┗ｷWゲぎ EﾉWIデヴﾗﾐｷI M┌ゲｷI Iﾐﾐﾗ┗;デﾗヴげ 
(ref: AH/M005216/1). Our final thanks go to the AHRC for providing this support. 
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