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Figure 6-2. Detailed listening exercise for The Flywheel Dream (00:00 — 01:24) using
acousmatic reasoning within the quaternary framework
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Table 6-2. Explanation of symbols and codes used in Figure 6-2.

Section Symbols and Codes Explanation

 Spectromorphological (a), (b) * Subsections

Features (SRPs)

* Semiotic Features {oymbals! « Sounds in gray, dotted-line rectangles denote

(SRPs) and Sound-
image Frameworks

r A
i Workers
A}

Cave

157

d

* Quaternary
Framework

NON-PLACE

BODY = NON-BODY

preliminarily identified sound-image features
and possible sound-image framework
components.

* Sound-image features enclosed in white
boxes and linked by “+” denote
spectromorphologically linked sounds,
regardless of semiotic implications.

* Dotted lines with an arrow identify the use of
sound-image features in sound-image
frameworks as a result of undercoded or
creatively coded abduction.

 Sound-images in white, dotted-line circles
denote sound-image frameworks formed
through undercoded or creatively coded
abductions using one or more sound-image
features as framework components.

* Sound-image frameworks with gray
backgrounds indicate ‘super-set’ frameworks;
super-set frameworks are formed through the
joining together of related frameworks into
more generalized frameworks.

* Question marks beneath the name of a sound-
image framework identify the framework as
questioned, challenged, or potentially negated.
 An exclamation point followed by a question
mark beneath the name of a sound-image
framework identifies the framework to be first
affirmed and then questioned, challenged, or
even negated.

* A question mark followed by an exclamation
point beneath the name of a sound-image
framework identifies the framework to be
initially questioned, challenged, or even
negated, but then finally affirmed.

* Quaternary framework poles in gray boxes
denote the pole currently in effect; boxes
extend over the length of time during which
the pole is identified.

» Gray boxes containing processes of negation
or affirmation (denoted by arrows) indicate
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Section Symbols and Codes Explanation

framework shifts operating within the context
of a single sound-image framework.
— » Solid arrows denote transition between two
or more poles of the framework.
(NON-PLACE) * Poles enclosed in parentheses indicate
preceding or upcoming poles otherwise not
indicated by accompanying information.

Dotted-line arrows connecting one or more semiotic features (SRPs) to a sound-image
framework indicate an undercoded abduction in which the semiotic features become components
of the sound-image framework. For example, typewriter and telephone are sound-image
components for a sound-image framework called “Office.” An important feature of sound-image
frameworks is the question mark *“?” beneath the name; the question mark identifies that the
imagined framework is in some way fleeting and difficult to verify as it is likely challenged by
missing, conflicting or distorting information. Question marks combined with exclamation points
and arrows, “1->?” or “?<1,” identify sound-image frameworks that shift from being affirmed
to negated or vice versa, as can be seen in Figure 6-2 with the “Child” framework.

An important characteristic of sound-image frameworks is that they can combine or merge
to become ‘super-set’ sound-image frameworks, as they effectively become components of the
super-set. For example, sound-image frameworks like “Kitchen” and “Office” are sound-image
components of another sound-image framework called “Indoor.” Consider, also, a sound-image
framework called “Musical combo,” as found in Figure 6-2, which intersects with both “Indoor”
and “Outdoor,” suggesting that, in this section of the piece, “Musical combo” could support both
“Indoor” and “Outdoor” frameworks.

The Quaternary Framework, included beneath the sound-image frameworks, is divided

into two levels: Body/Non-body and Place/Non-place. Gray boxes identify poles on the
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quaternary framework and solid arrows between them indicate shifts from one pole to another. If

the shift is contained within a gray box, then the shift takes place within the same context. For

example, in Figure 6-2, BODY — NON-BODY shows that the transition from Body to Non-

body—in this case, the shift of “Child/!=>?”—is due to the changes in the SRPs of “Child,”

which should therefore be identified together. Compared to the shift from BODY to NON-

BODY, the shift from BODY — NON-BODY to PLACE, which is not in a single box and has an

angled arrow shifting focus to a different axis, indicates that BODY — NON-BODY does not

become, but is rather subsumed by PLACE.

Subsection (a) has a quality of relentless locomotion that is supported by both semiotic and
spectromorphological readings of the work. This sense of locomotion is caused not only by the
spectromorphological features of the collaged sounds, but also by the diversity of materials,
which resist being circumscribed by any one sound-image of body or place. As we have briefly
discussed, the sound-image frameworks in subsection (a) are potentially somewhere indoors,
possibly an office or a kitchen or domestic place with added environmental noise. However,
none of these sound-image frameworks is definitively distinguished by support through sounds,
context, or circumstance. Subsection (a) may offer listeners the opportunity to imagine a sound-
image framework connected with place, but there is just too much conflicting information, or
better, too many plausible yet unconfirmed frameworks that leave listeners little choice but to
take what they hear, for the moment, as NON-PLACE, as shown in the Quaternary Framework.

In sub-section (b), listeners get a strong sense of the human body as a result of SRPs
associated with the body: the voice of a young child or even baby, and footsteps moving through

shallow water. However, these SRPs are distorted by expansion in time and the introduction of
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reverberation; consequently, listeners are led away from “Child!” toward “Child?” (again, the
symbol “!->?”denotes a shift from the affirmation to the negation of a sound-image framework),
as the image of the voice becomes less and less natural and the distortions of a reverberant space
are added.

Our traversal through the quaternary framework in subsection (b) begins with Body, due to
the strong sense of the human body as we have discussed, but quickly moves to Non-body. To
form Non-body in this section, listeners collect together the reverberated and time-expanded
voices, joining them together based on their spectromorphological similarities (this issue will be
discussed later). Place soon subsumes the shift in the quaternary framework from Body to Non-
body as a result of the cave framework whose SRPs include not only reverberated voices and
footsteps, but also the sound of birds and reverberated water drops. In subsection (b), thus, the
listener’s experience, as mapped onto the quaternary framework, shifts from Body to Non-body,
and then finally, to Place.

One benefit of the detailed listening is how it illustrates the interaction between
spectromorphological and semiotic listening modes. We have already seen this process at work
in our preliminary listening stage, where | argued that the process functions not only at the
macroscopic level, but also at the more microscopic and momentary levels of the piece. In Figure
6-2, we can see that, in the semiotic listening section, there are various sounds linked by a plus
sign (+) and circumscribed by a rectangle. These notations indicate that the sounds are linked
together spectromorphologically, despite the possibility that they may be semiotically unrelated.
The Flywheel Dream offers listeners copious examples of these unlikely semiotic bedfellows

cultivated through spectromorphological congruencies; notable examples include the
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fishing reel + bongos + jackhammer sounds in the beginning to 00:05, the ffootsteps + bongos

from 00:19 to 00:22, the interplay in rhythm and pitch between the

ringing telephone + crying bird sounds from 00:24 to 00:46, and the rhythmic interplay between

the pongos + clacking typewriter +ride cymbal| from the beginning to 00:40. | have mentioned

that in subsection (b) the voice loses its identity when it is combined with other sounds (the
result of conflicting information—this was not included in Figure 6-2 because the distortion of
information through reverberation and time-expansion was enough to represent the voice’s loss
of identity). Between 01:07 and 01:12, you can hear a collage of sounds that starts with clicks,
followed by (in series) the ride cymbal, fishing reel sounds with a time- expanded voice, water
drops, fishing reel sounds with clicks, and a bird call.”® This is another example of the
juxtaposition of semiotically heterogeneous sounds based on the similarity of their
spectromorphological designs. The role of this sound collection is twofold: it functions to not
only move away from the cave as a place (a semiotic function), but to also reinitiate the motion
observed in subsection (a) and move into the next section (a spectromorphological function),
thus, effectively encouraging listeners to move from Place to Non-place.

Interplay and metamorphosis of the four poles (02:10 to 02:50)

The analytical exercise explored above using The Flywheel Dream shows, | argue, how
acousmatic reasoning and the quaternary framework function in listening. While the rest of the
piece is equally amenable to this treatment, | will not extend this analytical listening exercise
beyond the above example as the goal of this chapter is not to analyze the piece in its entirety,
but rather to show how acousmatic reasoning and the proposed framework work. Instead, | will

now examine in more detail the interplay within the quaternary framework of semiotic and

% Interestingly, the crying bird is inserted in such a way that makes it difficult to detect in a first listening. However,
the bird as a sound-image is immediately confirmed by the sound of flapping bird wings from 01:19 to 01:22.
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spectromorphological properties. The segment to be examined is from 01:24 to 02:48, which

includes the sound sequence [fishing reel — clicks — water drops — ticking bicycle derailleur —

ping-pong balls - ticking clock — alarm clock| from 02:10 to 02:50.

Shown in Figure 6-3 are the results of an analytical listening exercise for the segment
mentioned above from 02:10 to 02:50. This segment offers another example of the interplay
between spectromorphological and semiotic features in the piece, displayed primarily through its
rhythm (a spectromorphological feature). The continual metamorphosis of the segment’s
rhythmic features causes it to momentarily conjoin with different semiotic features and sound-
images; listeners following and responding to the changes in rhythm naturally shift their reading
of the segment among the poles of the quaternary framework.

The segment begins with the sound of a reverberated and time-expanded trilling flute,
along with the sound of a clicking fishing reel, which, by this point in the piece, should be
familiar to listeners. One of the spectromorphological features of the fishing reel is its
decelerating rhythm. Based on semiotic listening, one can hear the clear combination of the
fishing reel with the clicks, which are then followed (through superimposition) by the sound of
water drops, the bicycle derailleur, ping-pong balls, a clock, and finally, an alarm. It should be
noted that listening to the metamorphosis of the fishing reel into the water drops and finally the
clock requires, among other things, close attention to the regularity and irregularity of sound
events. For example, where the water drops are intermittent, the clock, conversely, stands out
through its much faster, regular ticking. The fishing reel, which is regular while changing in
speed, decelerates and metamorphoses into the sound of the water drops, gradually adopting their

irregular rhythmic identity. At the same time, the water drops, the ticking bicycle derailleur, and
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quasi-regular bouncing ping-pong balls metamorphose into the regularity of the clock. As shown
in the spectromorphological listening diagram, the rhythmic features progress from
“decelerating” to “irregular” to “regular,” which coincides with the contributing sounds, from
clicking fishing reel to ticking clock to finally alarm (the solid arrows indicate the contribution
that spectromorphological rhythmic features make to the sequence and identity of sounds).

In addition, it should be noted that the change of sound-images through changes in their
degree of regularity is a feature that combines with other sounds to create new sound-images and
shift preexisting ones. The rhythmically irregular sounds identified as water drops combine with
the running water to suggest a cave as a place, and the rhythmically regular sounds that
eventually become identified as a clock, underscored at the end of the segment by a disrupting
alarm, combine with the sound of soft, restful breathing to suggest a bedroom as a place.

The stability of Place is present and evident in this metamorphosing segment. However,
the cave place, which is a reprise of the previous cave image, carried over by reverberated water
drops and running water, is not as strong a sound-image as when it was first introduced.
Compared to the earlier moment, this sound-image lacks the information listeners need to
identify it as a cave; even the most important cave SRPs, such as those connected with the water
drops, quickly change to suggest a bicycle derailleur or ping-pong game, causing our listening
experience to shift from a cave to something that is not a cave (“Cave (Reprise)/! >?”) and, by
correspondence within the quaternary framework, from Place to Non-place. Furthermore, the
bedroom, while identifiable, appears but for a few seconds, as it is quickly eclipsed by the
awakening call of the alarm clock and the collage of noisy sounds that follow; the intrusion of

construction sounds and honking cars combine with the return of familiar sounds to re-engage
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the toy box spilling moment. Thus, sound-images and frameworks connected with Place are as

soon challenged as they are imagined, as denoted by “Bedroom!—>?”.
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Figure 6-3. Detailed listening exercise of The Flywheel Dream (02:10-02:50) using acousmatic

reasoning within the quaternary framework.
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As shown in the example above, spectromorphological features in The Flywheel Dream
play as primary a role at the microscopic level as they do the macroscopic, as they thread
together the work’s assorted sound materials and their divergent semiotic identities. As well, we
can see from the example how our hearing of the work can be described through acousmatic
reasoning and the quaternary framework.

Misreading and acousmatic reasoning (04:20 to 04:44)

Acousmatic reasoning using the proposed framework is a powerful tool for studying how
listeners interpret electroacoustic music. Observing how listeners experience electroacoustic
music according to the interplay of semiotic and spectromorphological listening can explain why
they listen in certain ways.

It is not uncommon for listeners to assemble sound information from a piece and make
conclusions about the source or identity of a sound that is surprisingly different from what others
experience. In their search for identity, they may even fail to recognize certain sounds others
easily identify and lead themselves, unexpectedly, into a misreading of the piece. Acousmatic
reasoning in the quaternary framework can, interestingly, offer insights and observations about
these cases of misreading. To this end, the following example discusses my misreading of a
certain sound in The Flywheel Dream, observing the process of misreading from within the
quaternary framework and acousmatic reasoning.

From 04:20 to 04:44 of The Flywheel Dream, | heard in my initial listening a sound that |
took to be a whimpering baby. My reading was based on several cues that | considered important
SRPs of a baby sound. However, the occasional discussion with other listeners (and ultimately a
discussion about this specific sound with the composer of the piece) revealed that | had been
mishearing the sound: it was not the sound of a baby, but that of a cat. How did this misreading

happen?
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Figure 6-4. Misreading of the sound of a cat as that of a baby (04:20-04:44) and an explanation
based on acousmatic reasoning.
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Figure 6-4 shows the process by which | misread the cat sound according to acousmatic
reasoning. In the figure, we can see how compositional processes distort the features of the cat
sound by first transposing it and then adding components acquired from a violin cross-
synthesized with the cat sound using its amplitude and pitch data—what, in short, might be
characterized as the addition of a violin playing along with the cat an octave higher. The addition
of components to the already distorted features further confused my listening because there was
too much information, or too rich a field of information, to affirm that what I was hearing was in
fact a cat. In fact, the processes of distortion and the addition of information effectively gave the
sound of the cat a quality of performance, one that | could not intuitively ascribe to a cat and
therefore assigned to a human; in this case, a baby.

This example of my misreading and my explanation of it according to acousmatic
reasoning show how I, as a listener, was engaged in the active interplay between semiotic and
spectromorphological listening modes encouraged by the SRPs I identified with the sound-
images of both cat and baby. Despite the fact that | misread the sound, acousmatic reasoning has
effectively revealed why my misreading occurred, if not more, one might imagine, some of the
motivations of the composer engaged with the sound and its possible connotative role within the
context of the work and its ideas.

Reflections on Acousmatic Reasoning and the Quaternary Framework
in The Flywheel Dream

Listening to The Flywheel Dream using acousmatic reasoning and the quaternary
framework shows two important aspects to the piece: the prominence of spectromorphological
features and the difficulty of reading the piece semiotically, both of which attest to the resistance

of the piece to being read in terms of the Body/Place axis of the quaternary framework.
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As shown both in the preliminary listening and detailed listening exercises,
spectromorphological features—the primary pitch content and morphological shapes—offer
listeners a simpler way to ‘understand’ The Flywheel Dream. Sounds carrying these
spectromorphological features are the common thread that runs through the piece, knitting
together all of the heterogeneous materials that do not otherwise go together. Listening to the
piece according to acousmatic reasoning, one can regard the piece as being similar in structure to
the mobiles of Alexander Calder in that the spectromorphological features of the piece act as the
armature holding together copious and seemingly mobile objects. Furthermore, like a mobile
whose moving parts are powered by wind, a motor, or the observer, The Flywheel Dream is
powered by the semiotic whimsicality of the sounds as well as the listener’s imagination.

Despite the various easily recognizable sounds that we hear in The Flywheel Dream,
listening to it semiotically is never easy; the piece resists the listener’s semiotic reading of it.
While we are able to detect some place-like images in the piece, they are, however, never
verified. The only potentially verified place in the whole piece is in subsection (c) of Section
(A’) where one hears various domestic sounds (dogs, cats, children playing, a clock, and a
washing machine, etc.) suggesting a kitchen. Notice, however, that this section is contrasted with

Section (B)(a”) and quickly (B)(d), which is the most “non-place” section of the piece.?

% The composer’s goal in combining the cat and violin sounds in subsection (c) (discussed previously with regard to
my misreading of the sound) was to fuse the everyday sound of the cat, read semiotically, with the more musical,
spectromophologically-read sound of the violin. Considering that this fusion takes place in subsection (c), the most
“place-like” section of the whole piece, and that it is soon followed by the most musical section of the piece, the
long, samba-themed music of Section (B), | imagine that the compositional decision to join cat and violin was to not
only balance the two listening modes, but to also foretell, perhaps, the nature of the music to come.
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Figure 6-5. The Flywheel Dream according to the quaternary framework. The Flywheel Dream
can be mapped into the Non-body/Non-place axis of the quaternary framework.
While listeners are encouraged to travel to the Body/Place axis, it is only connoted,
but rarely denoted by the piece.

Therefore, | argue (as shown in Figure 6-5) that the large-scale, macro experience of The
Flywheel Dream is readily mapped onto the Non-body/Non-place axis of the quaternary
framework; however, the semiotic connotations of the shorter, more ephemeral moments of the
piece always encourage listeners to travel, for however short and fleeting a period of time, to the
Body/Place axis. In other words, The Flywheel Dream connotes Body and Place, but it never

denotes them; it only approaches them by various degrees of proximity.
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CHAPTER 7
EPILOGUE

This dissertation presents a way of listening to electroacoustic music, more precisely, an
interpretive listening framework, through which listeners may listen to electroacoustic music. In
this regard, what this dissertation proposes may be seen as a theory of electroacoustic music
listening. However, it is not the intention of this dissertation to present a listening theory, per
se—that is, this dissertation does not claim that listeners should listen to electroacoustic music in
the way the dissertation has presented; rather, its goal is to identify a process that listeners may
employ—perhaps, even without knowing—in listening to electroacoustic music. In other words,
it attempts to explore one path by which listeners may navigate and interpret the vast world of
electroacoustic musical sound.

To this end, this dissertation has followed and examined some of the key issues involved
with electroacoustic music listening. To begin, in chapter 2, it identified and examined the
consequence of dis-embodied and dis-placed sounds incurred through recorded sounds. As well,
chapter 2 focused on the implications of source-place decoupling caused by recording
technology and discussed the effect of this source-place decoupling in electroacoustic
compositions like | am sitting in a room by Alvin Lucier. Finally, the chapter concluded by
proposing a quaternary framework for listening by conducting a short survey of electroacoustic
compositions.

With an understanding of the role that imagination plays in electroacoustic music listening,
Chapter 3 explored listening and imagination, as well as sound-images as the products of
imaginative listening. In this chapter, the dissertation argued, after Casey, that imaginative

listening employs three different, but interlocking, processes: imaging, imagining-that, and
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imagining-how, and showed how these three imagining processes are found in electroacoustic
music listening by observing my short listening exercise using Out of Breath by Paul Koonce.
In Chapter 4, the dissertation examined Body and Place, the two principal poles of the
quaternary framework, as sound-images that listeners conjure up in electroacoustic music
listening and discussed their particular properties. Furthermore, chapter 4 explored Non-body
and Non-place, the two subsidiary poles of the framework, as the product of the negation of
Body or Place sound-image properties and how negation causes the identity of Body or Place to
be challenged or lost. To discuss the negation process in detail, the dissertation studied some of
the compositional processes that electroacoustic composers often use to manipulate sounds.
Close examination of the compositional processes showed that, from a listener’s point of view,
change in a sound’s properties, through these or other compositional processes, results in a
change to the sound-image previously associated with the sound. Moreover, the compositional
processes and their effect on sound-images can be organized according to the listener’s
perception of: missing information, distorted information, or conflicting information. The
dissertation, then, provided several musical examples to illustrate these three types of negation.
In Chapter 5, the dissertation discussed acousmatic reasoning and its use in navigating the
quaternary framework. The dissertation first recognized the two listening modes that listeners
employ in electroacoustic music, the semiotic and spectromorphological listening modes, and
observed how they are connected. One of the dissertation’s main assumptions was that attentive
listeners, faced with sonic events in electroacoustic music, desire and seek significance or
meaning in sonic events. Having discussed the two listening modes, the dissertation argued that,
without firm rules by which to read sonic events, listeners use a process of inference, in

particular, one called abduction. The dissertation, then, referred to Eco’s three types of
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abduction, overcoded, undercoded, and creative abduction, and discussed in detail how these
three types of abductive processes operate in acousmatic reasoning. Finally, Chapter 5
recognized that, although listeners may identify various and copious features with sounds—that
IS, properties of sounds—in electroacoustic music, context causes some sound properties to be
more relevant than others, and that these differences affect acousmatic reasoning. Therefore, the
dissertation introduced Kulvicki’s Syntactically Relevant Properties (SRPSs) to discuss the
difference between properties of competing relevance to the perception at hand.

Finally, in Chapter 6, the dissertation conducted a listening exercise of The Flywheel
Dream by Paul Koonce based on acousmatic reasoning within the quaternary framework. The
preliminary listening and detailed, analytical listening exercises revealed that, given the semiotic
complexity of the everyday sounds used in the piece and the spectromorphologically consistent
way the sounds are knitted together, listeners are encouraged to engage in acousmatic reasoning
and to explore the interplay between semiotic and spectromorphological listening. Furthermore,
the dissertation argued that, despite the everydayness of sounds in The Flywheel Dream, the
piece should be mapped not onto the Body/Place axis, but onto the Non-body/Non-place axis of
the quaternary framework given the prominence of spectromorphological features and the
difficulty of reading the piece semiotically; the piece resists being read semiotically. More
importantly, however, the dissertation recognized that, while the semiotic connotations of the
sounds used in the piece always encourage listeners to travel to the Body/Place axis, the piece’s
resistance to being read on that axis forces listeners to continue to engage in acousmatic
reasoning.

The goal of the proposed framework, well stated, has been to address how listeners listen

to electroacoustic music that is clearly engaged with everyday sounds and their connotations. By
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definition, other forms of electroacoustic music, not so engaged with everyday sounds, are not
addressed. Also, this dissertation has focused mainly on acousmatic reasoning, a process it has
imagined listeners might well employ. However, as the definition and discussion in chapters 4
and 5 propose, acousmatic reasoning is a process not just for listeners, but for composers as well.
As composers more and more realize how they are, in fact, their first listener, they need to learn
how to be attentive to what they, and others, experience when listening and work to examine
how acousmatic reasoning, as a fundamental process behind how they listen, plays a role in their
compositional processes.

This dissertation has persistently argued that listening to electroacoustic music is as much
an act of reasoning as of imagining. Good listeners are not only attentive to both modes of
listening, but, as well, balance their attention in accord with the pieces they hear. Acousmatic
reasoning and the quaternary framework, as proposed in this dissertation, show how listeners

proceed to listen.
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APPENDIX A
WELCOME TO HASLA: FIVE-CHANNEL ELECTROACOUSTIC MUSIC

The Great Khan has dreamed of a city; he describes it to Marco Polo... and says: “Set out,
explore every coast, and seek this city,” the Khan says to Marco. “Then come back and tell me if
my dream corresponds to reality.”
“Forgive me, my lord, there is no doubt that sooner or later I shall set sail from that dock,”
Marco says, “but I shall not come back to tell you about it. The city exists and it has a simple
secret: it knows only departures, not returns.”

—Italo Calvino, Invisible Cities

Welcome to Hasla! A faraway land in which everything appears to be as strange as it is
familiar; a place to which you have never traveled, yet one that resembles eerily every town you
have visited before; a town where as soon as you arrive, you realize that you have already left.

Welcome To Hasla is a five-channel electroacoustic composition loosely based on Italo
Calvino’s invisible Cities. Ever since reading the novel, | have thought about, dreamed about,
and imagined composing electroacoustic music that could auralize some of the cities about
which Marco Polo told Kublai Khan. Each story that Marco Polo tells is a metaphor for the
regrets, memories, relationships, and other human conditions experienced by a traveler, who is
presumably Marco Polo himself, although eventually, by extension, Khan as he hears of cities
where he is now King.

At first | thought about composing a piece based on one or more of the cities Calvino
describes in the novel, but quickly I came to the realization that the city | had in mind was not
one of his cities, but a new city of my own making, formed while reading his book.

My wife Sung Eun then offered me a list of names for 76 imaginary cities. Although the

list had only names, they intrigued me. Of all 76 cities, one particular name caught my

imagination as soon as | saw it: Hasla. Strictly speaking, Hasla is not an entirely imaginary city;
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but it is, just the same, a forgotten one. It is an ancient name for Gangneung, Sung Eun’s
hometown where | had spent my high school years and met her for the first time.
And one day, while pondering the name and imagining my travel to the old city, | dreamed
of a writer:
I am imagining a writer, who has just returned from a city whose name continuously slips
from his memory. In the middle of the night, he awakes from a strange dream. Trying to
write about the city he has been to and now dreamt about, a name suddenly comes to him:

Hasla! But, at the same time, now having a name, he is no longer sure whether he has
actually made the travel, or whether his dream has finally caught up with him for good!

I thank the people of Visby International Center for Composers (VICC) for allowing me to
use their fantastic studio and equipment; in particular, Jesper and Mijram for lending me a slew
of medieval instruments. Thanks to Paul Hanmer for lending his voice and to Ramon Anthin for

the title!
Welcome To Hasla was commissioned by the Institut International de Musique

Electroacoustique de Bourges (IMEB), France and composed at IMEB, France and VICC,

Sweden.
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