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19th March 2019 – 15.00-16.000 

David J. Bodenhamer (The Polis Center - Indiana University Purdue University, Indianapolis) 

Spatial Humanities and the Embodied World: Connecting Matter and Meaning 

The use of spatial theories and technologies within the humanities—the spatial humanities—has led to 
creative scholarship that has reinvigorated our understanding of space and place in history, literature, 
archaeology, and allied disciplines. This new field promises a unique postmodern scholarship that 
accommodates the contingent, fluid, and ambiguous nature of human memories, beliefs, and actions. The 
goal is not to sacrifice the rational, logical, and empirical approach to knowledge that has been the hallmark of 
scholarship since the Enlightenment, but rather to complement it with different ways of discovery. Here, how 
we experience the sensory world enriches our effort to understand it logically. Spatial humanities, in sum, 
seeks to reconcile the tension between matter and meaning. 

This presentation explores what we have learned from our application of geospatial technologies to the 
problems of interest to humanists, including imagined geographies and soundscapes. It also suggests an 
agenda for the future of this work, which increasingly will witness the convergence of technologies within 
new formats, such as virtual reality. One result is deep mapping, an innovative form of mapping with an 
emphasis on experiential knowledge that will open scholarship to non-expert audiences. What does this 
development mean for the spatial humanities as we continue to seek ways to connect matter and meaning on 
the subjects that interest us? 

 

21st March 2019 – 16.30-17.30 

Kevin J. Donnelly (University of Southampton) 

Emotional Landscapes and Dimensional Music 

Sergei Eisenstein’s notion of “nonindifferent nature” (1987: 389) posits an equivalence between landscape 
shots and music, seeing as in film the former are able to move beyond simple communication and narrative 
function to elicit a sense of atmosphere and emotion. Landscape shots matched with non-diegetic music 
would potentially redouble this effect. Rather than simply a representation of location, film landscapes with 
music regularly become transformed into something extraordinary and with their own integrity. This is well 
beyond the powerful but straightforward sound-image weld of synchresis as discussed by Michel Chion (1994: 
5) as being at the heart of audiovisual culture. Music is “landscaped” and landscape is “musicalized”, in a 
reciprocal relationship that embodies and homologises the perceptual-cognitive process taking place in our 
heads. The distinctive formation makes a particularly potent combination of the indexical realism of the image 
with the emotional immediacy of music. 

These “musicalized screen landscapes” potentially can become an “emotional representation”, which 
might appear less of a representation of a place than a representation of an emotion. Yet rather than simply a 
case of music furnishing the emotion of the image, the image reciprocally provides something important for 
the music. As a part of this, the image provides an (imaginary) visual spatialization of musical structure—one 
that will not correspond with actual musical structure—but adumbrates an “emotional sense of structure”, or 
what might better be thought of as a seemingly logical sense of emotional structure. 

This paper will address a series of highly distinct audiovisual landscapes, embracing a range of films and video 
games where musicalized landscape is significant. In my exploration I will suggest that this startling synergy 
effect, mixing the potency of music’s emotion with the phenomenological ‘realism’ at the heart of film (Bazin 
1967) is not a straightforward process, however. The mixture of the two channels and corresponding senses 



 
 

  

can produce something approaching an “artefacting” or “aliasing” effect, yielding certain half-developed 
ideas, emotions and implications as half-hidden “spectres”. Perhaps this is why so often rather than being 
related directly to real-world landscapes, in many (and perhaps all) cases. 

 

 

SPECIAL SESSION 1 - SONIC ARTS AND SPATIAL AUDIO TECHNOLOGY 

 

19th March 2019 – 19.30-21.00 

Palazzo Trecchi, Sala Teatro – Via Sigismondo Trecchi 20 (Cremona) 

 

Franco Fraccastoro (Steinberg Media Technologies) 

Flexibility and Adaptability in Sound Organization for Immersive Audio 

With the 3D audio, the sites devoted to audiovisual consumption are very important for having a realistic 
sensation of 360. Considering implementation processes of new technologies, like Virtual Reality, the 3D 
audio applications are having further developments. This study aimed to investigate all the technologies 
introduced by Steinberg Media Technologies for 3D audio, and its use considering the different systems of 
speakers and audio reproduction. 

The DAW used for this study and considered the most suitable is Nuendo version 8. All the plug-ins and 
specific features for audio 360 have been studied. Dolby Atmos, Auro and Ambisonic formats have been 
analyzed verifying their applications and functionalities. The results showed that with Nuendo it’s possible to 
manage the 3D audio, changing the formats and, if necessary, making the downgrade to 2D up to mono. 

The new Nuendo applications give the possibility to work with Ambisonic format in 360, Augmented 
Reality (AR) and Virtual Reality (VR). Moreover it’s possible to connect Nuendo to HMD (Head Mounted 
Display) realizing a complex VR project. Further results reveal several possibilities to change the Ambisonic 
format from 1st, 2nd to 3rd order adapting the DAW to the different numbers and systems of speakers. 

 

CONCERT 
Sounding Places: an Electroacoustic Music CONCERT for loudspeakers 

Tom Wiliams (School of Media and Performing Arts, Coventry University) 

Yiorgis Sakellariou (independent researcher) 

 

Aki Pasoulas – Irides (2017) 

Yiorgis Sakellariou – Nympholepsy (2018) 

Brona Martin – NightEscape (2018) 

Tom Williams – Pakefield at the Edge (2019 – world premiere) 

 

Sound projection: Tom Williams and Yiorgis Sakellariou 
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Irides is an amalgamation of soundwalks, listening experiences as well as experiences of smell, vision, 
touch and taste. It is based on different environmental recordings I made, mostly – but not always – on the 
same theme, and on memories connected to the places that appear in the recordings. 

“Irides” literally means rainbows. In Greco-Roman mythology, rainbows were thought to be bridges made 
by goddess Iris, and connected heaven and earth. Irides are multicoloured arcs caused by diffraction and 
dispersion of light by water droplets in the air. Similarly, in this composition, momentary sunny spells and 
droplets of rain give rise to spectra, bands of colours, arcs that form double, triple and multiple sonic 
rainbows that permeate the scenery of the piece. 

The composition explores the relocation of the visual, gustatory, olfactory, and haptic environments into 
the aural space. It also examines interrelationships between music, time perception, memory and the listening 
environment. 

 

Nympholepsy is inspired by the myth of the nymphs Ithome and Neda who were looking after Zeus at 
Clepsydra spring, near ancient Messene in southern Greece. According to Greek mythology, the Nymphs were 
mortal deities that personified the sacredness of nature.  

Nympholepsy explores the blurred limits between myth and history and examines the relationship between 
deities and human beings, nature and the supernatural, as well the ways in which these relationships can 
influence our understanding of and connection with our environment. 

Nympholepsy is employing field recording, electroacoustic composition and acousmatic performance to 
link the archaic with the contemporary by establishing a dialogue between the ethereal (sound) and the 
material (the performance space). The sonic material of the work is based on the voice of singer Savina 
Yannatou which is manipulated and combined with environmental recordings. 

Through the collective gathering for an acousmatic performance and the personal activity of listening, 
Nympholepsy will link the human and embodied world to the divine and the invisible. The performance will 
invite the audience to an immersive listening experience, an empirical interaction with immersive sound that 
will transform the perception of the identity of the performance space. Nympholepsy will be a sonic 
construction of a space that is rooted physically in the performance space but is shaped and completed in the 
imagination of the listeners. 

 

NightEscape is the first in a series of works that will explore the soundscape that surrounds Atlantic Center 
for the Arts, Florida where I have attended residencies with composers Jonty Harrison and Natasha Barrett. 

NightEscape explores a night-time soundscape using a field recording as the source material. Crickets 
dominate this field recording. I find the sound of crickets extremely relaxing and calming and their presence 
reinforces the fact that I am somewhere else, exploring and travelling because their sound to me is somehow 
exotic. 

I have restricted myself to using one night-time recording, which facilitates the exploration of this 
recording in detail. NightEscape was composed using a ring of 8 loudspeakers. The piece offers the listener 
time to immerse themselves in a meditative and calming soundscape, taking time out of busy schedules to 
pause, reflect and escape. This piece was composed at EMS, Stockholm, March 2018. 

 

It’s a Saturday, a summer’s evening at the eastern edge of England. It’s a small, seaside town with a sandy 
beach, a church, a fish and chip shop. There are people relaxing as the sun goes down: on the beach, in the 
pub, on the park benches. It’s the everyday, a summer evening life: sea watching and chatting, cliff walking 



 
 

  

and biking, children playing, church bells ringing – noisy gulls crying. A warm, convivial world. And, it is a 
sound-world that is rich in visual imagery – a cinema for the ears. 

 Pakefield on the Edge is an electroacoustic music composition that explores and sonically exploits an 
audio tableau to find new meanings, new musical resonances, as it dips into the reservoirs of musical 
discourse hidden underneath. 

We would like to thank Franco Fraccastoro and our technical partner Steinberg for the audio system. 

 

 

ROUNDTABLE 

 

20th March 2019 – 11:30–13:00 

Aural Visions: Artistic Spaces, Making Places 

The roundtable will be curated by Miriam De Rosa (Senior Lecturer, Centre for Postdigital Cultures, 
Coventry University) and will tackle topics such as sound art and placemaking, mapping and navigating space 
through sound/aural artistic practice, audiovisual media and acousmatic music, VR, AR, interactive screen and 
sound media. 

To do so the roundtable will take inspiration from Sounding Places – an Electroacoustic Music CONCERT for 
loudspeakers, taking place on March 19th, comprising a program of works by Aki Pasoulas, Yiorgis Sakellariou, 
Brona Martin alongside the world premiere of Pakefield on the Edge by Tom Williams. 

 

Participants: 

Elena Biserna (independent researcher and curator) 

Liz Greene (senior lecturer, Liverpool John Moores University) 

Meri Kytö (postdoctoral researcher, University of Tampere) 

Tom Williams (composer and lecturer, Coventry University) 

 

 

SPECIAL SESSION 2 - SCREENING NIGHT 

 

20th March 2019 – 20.00 

Teatro Monteverdi – Via Dante 149 (Cremona) 

 

Odin’s Gully (2018) – Simon Connor (University of Huddersfield) 

Mill Study (2017) – Geoffrey Cox (University of Huddersfield) 

Coccolith (2016) – Christopher Brown (University of Sussex) & Andrew Knight-Hill (University of Greenwich) 

Narara and Kiko (2018) – Hasmik Gasparyan (University of York) 
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Simon Connor (University of Huddersfield) 

A sonic sense of place: Creative approaches to the artistic landscape 

Place and the Western artistic sense of the landscape have been traditionally dominated by the visual 
medium. Sound however can offer a richer experience, a three-dimensional sense of space, time and depth, or 
aural landscape. Such sound worlds can be presented as an independent medium, or used as a means of 
evoking a multi-sensory experience when coupled with image. Technological advancements in spatial and 
interactive audio offer new potential for the soundscape designer and composer, though this has become 
established in video game engines and virtual reality, there still remain many creative opportunities within a 
multimedia gallery setting for immersive environments that can be explored by the audience. Such works are 
claimed to help raise aural awareness, a heightened meditative state through focused and deep listening that 
encourages listeners to engage with our natural soundscapes that are increasingly under threat. 

Odin’s Gully (working title) is an audio-visual installation that reimagines a specific landscape (Odin’s Gully, 
Peak District, UK) and its sonic and visual changes through the four seasons. This is a collaborative project 
between Simon Connor (sound and music) and Andrew Brooks (film and photography) utilising spatial audio 
and high definition video. The soundtrack blends field recording, sound design and composition in an attempt 
to create an immersive, rich sonic environment where divisions between “sound” and “music”, or the diegetic 
and non-diegetic are eroded and blurred. Thus, they are interweaved into an equal partnership to evoke a 
sense of place. This presentation will take a work-in-progress look at the installation, discussing the creative 
and technical approaches to the sound within the surrounding contextual debates of abstraction and 
representation in soundscape composition. 

 

Geoffrey Cox (University of Huddersfield) 

A ‘multisensory conceptualization of place’: the musicalization of industrial sounds in Mill Study (Cox and Marley, 2017) 

Mill Study, a short film about a textile mill in West Yorkshire, UK, brings together aspects of visual 
ethnography, documentary, and an approach to location sound recording that draws on a musical sensibility. 
It employs audiovisual material of machinery and the workforce to convey a sense of place of the mill shop 
floor, along with occasional fragments of poetry by Andrew McMillan to evoke the local environment and the 
millworkers’ place in it. 

Sound is as important as image in Mill Study. Steven Feld has called the ethnographic focus on sound, 
acoustemology, an ‘exploration of sonic sensibilities’ and he encourages a “multisensory conceptualization of 
place” (1996: 97, 94). Sound recording can lead to an “enhanced way of engaging with listening [...] to places, 
to objects, to all manner of sound-making things’ (Lane and Carlyle 2013: 209) thus enabling a kind of acoustic 
“knowing”. 

Similarly, when discussing the idea of documentary as an aesthetic project, John Corner suggests 
combinations of sound and image can enable feelings and ideas to “become condensed upon” the objects, 
bodies and places depicted, feelings that are then in turn changed by them. At the same time, those physical 
elements are understood as being part of the developing themes of the film. This process is both “sensual and 
intellectual”, committed to authentic documentary representation, yet ‘possessed of a dreamlike potential for 
the indirectly suggestive and associative’ (2003: 97). Location sound recordings made for Mill Study are used 
as naturalistic representations of the shop floor but are also transformed in post-production, such as isolated 
and musicalized engine drones, that allow entrance into both a more surreal world and also one of reflection. 
This processing and manipulation of diegetic sound into music-like forms makes Corner’s process of emotional 
attachment to objects and dreamlike suggestion more powerful, and enables sound and image to connect 
knowing to feeling (Corner, 2002: 366). The film therefore uses a non-realist aesthetic that emphasizes a 
multiple sensory response in order to conjure a tangible appreciation of the surreal world of the mill and thus 



 
 

  

a “truer” sense of place. The presentation will elucidate and contextualise these themes, supported by the 
use of short illustrative clips from the film. 

 

Christopher Brown (University of Sussex) – Andrew Knight-Hill (University of Greenwich) 

Stories of a ruined space: filmic and sonic approaches to practice-as-research: Coccolith (2016) 

A seaside promenade: when Liam follows a ghostly man into a tunnel in the cliffs, he discovers a secret 
network of chalk passageways. But he isn’t the only visitor. For the underground tunnels are inhabited by an 
array of lost and mysterious souls… Conceived by award-winning writer and director Christopher Brown, 
Coccolith is an experimental drama that was shot in the Ramsgate wartime tunnels, which extend over 5 
kilometres under the maritime port town. Departing from typical storytelling conventions, the film depicts an 
imaginary realm in which devised performances evoke the unique history and feel of this eerie environment. 

Coccolith takes its name from the microscopic calcite shells shed by ocean algae. They are tiny: to cover the 
face of a £1 coin, you’d need 400 million of them. When coccoliths accumulate on the sea bed over millions of 
years, they form chalk, the rock into which the Ramsgate Tunnels were dug. Chalk is visible in virtually every 
frame of our film, so the coccoliths are there too, if only our eyes were capable of seeing them. 

Coccolith is not only constitute our film’s location, they also inspired our characters, who resemble shells of 
beings who once lived, shadows without an object. When Liam enters the tunnels, he discovers an array of 
lost souls. Are they unwitting spectres in a ghost story? Or are they caught in a series of sci-fi wormholes, 
passageways of compressed time? 

 The film is puzzling, and audiences looking for a conventional storyline or plot points will likely be 
frustrated. Characters come and go; most of them have no names; we are left to guess at their motivations 
and desires. Instead, I wanted to focus on shifting moods, on changing states, on the performers’ immediate 
experience of these wonderful, scary, eerie tunnels. Coccolith challenges the audience to respond to raw 
emotions which they may not understand. 

 The tunnels are the subject of countless local legends, and while I was not seeking to recreate these, 
history and folklore do creep into the drama obliquely. Chalk is, after all, an unmistakable national symbol. The 
White Cliffs of Dover, fifteen miles down the coast from Ramsgate, evoke British pride, strength, and 
resilience in the face of foreign adversity. But does chalk – with coccoliths as its secret constituent – have a 
darker side? Who might be excluded from its pristine beauty? Which of us, like Disco Woman, must yell 
defiantly into the dark? 

 In 2016, the gloomy year in which we entered the tunnels and started shooting, I did a lot of re-
watching. I revisited A Matter of Life and Death by Powell and Pressburger, for instance, as I attempted to 
construct a mood that fit with the space of a wartime installation. Having pondered returning angels, I turned 
my attention to the dead cinema-goers in Tsai Ming-Liang’s Goodbye, Dragon Inn. I was staying in Taipei in the 
months before we shot, and appreciated the ghostlike mannerism of his performers, wandering around that 
dilapidated movie theatre, as if on autopilot. They seemed sad, as if they had lost something.  

 The tunnels offer us a chance to search, whether or not we find what we are looking for. So proceed 
into the dark, with a torch to light the way - or failing that, a disco ball (www.coccolithfilm.co.uk). 

 

Hasmik Gasparyan (University of York) 

Investigating the Making of Cinematic Silence 

This research by creative practice titled Investigating the Making of Cinematic Silence looks at cinematic 
silence after late 1960s. What are the main directorial approaches and film sound production techniques in 
making cinematic silence? Is there such a thing as ‘cinematic silence’? Is there a tendency to always ‘fill the 

http://www.coccolithfilm.co.uk/
http://www.coccolithfilm.co.uk/
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gap’ of silence on screen? Can cinematic silence as strong narrative devise contribute to the representation of 
human experience? 

The extracts from creative practice work, a feature length documentary Narara and Kiko (2018) by 
filmmaker-researcher Hasmik Gasparyan will be screened to look at and discuss the making of the cinematic 
silence in filmic time and space. 

 

 

CONFERENCE SESSIONS 

The main sessions of the conference will take place at the Dipartimento di Musicologia e Beni Culturali 
(Universit{ di Pavia), C.so Garibaldi 178, Cremona 

Conference rooms: 

 Aula Magna (Sessions 1, Keynotes and Roundtable) 

 Aula Robertini (Sessions 2) 

 

 

19th March 2019 – 16.30-18.00 

 

A1: VIRTUAL SOUNDSCAPES  

Chair: David J. Bodenhamer 

 

Sebastian Schwesinger (Humboldt-Universität zu Berlin) 

Auralising Ancient Spaces: Listening as Epistemic Practice in Virtual Acoustic Environments 

Numerical room acoustic simulations have been developed and used mainly to optimise or plan acoustic 
properties of theatres, concert halls, or other sound performance venues. In the last twenty years these 
computational methods have been expanded to create aural impressions from physics-based numerical sound 
simulations, making this approach attractive for historical research recently. In this paper I want to draw on a 
current research project in which ancient political speeches are made audible in their digitally reconstructed audio-
visual environments in order to study the architecture and spatial culture of political communication. In doing so, I 
want to examine the possibilities and difficulties of historical research based on virtual sensory experience.  

The spatial turn in the humanities has helped archaeologists to argue in favour of certain reconstruction 
proposals by referring to documented spatial functions. Contemporary simulation technology, such as 
geometrical ray-tracing, made it possible to experimentally study such spatial functions by simulating auditory 
and visual perception from a first-person point of view. I want to discuss the genealogy of room and sound 
concepts in Virtual Acoustics that refer to space as linear time-invariant system, and to the listener as receiver, 
i.e. final destination of a filtering signal path that is disturbed by noise. Therefore, I would like to draw on 
preliminary results of listening tests for the project’s simulated scenarios that reveal the importance of a 
soundscape’s coherence and immersive qualities to improve speech intelligibility. In order to understand and 
study historical spaces as an auditory action context the different approaches of sound engineering and 
sound design need to be mediated, and the techno-sonic condition of game engine mediated sound 
perception has to be put in context with historical spatial conditions.  

  

https://geographiesofsound2019.wordpress.com/travel/
https://geographiesofsound2019.wordpress.com/travel/
https://geographiesofsound2019.wordpress.com/travel/


 
 

  

Joanna E. Taylor (University of Manchester) 

English Echoes: Literary GIS and the Nineteenth-Century Lake District’s Soundscape 

Cannon-fire was a regular occurrence in the Romantic-era Lake District; the firing of cannons was an early 
tourist attraction, and the Lake District’s distinctive topography allowed for impressive “displays” of this sonic 
experience. By 1814 such events were popular enough that Robert Southey could record sardonically of the 
cannon kept at Lodore that “English echoes appear to be the most expensive luxuries in which a traveller can 
indulge”. The traveller’s own voice was a cheaper alternative; on his walking tour of the Lakes in 1802, Samuel 
Taylor Coleridge used his own voice to create “Echo upon Echo”, and he recorded the “distinctness & 
humanness of Voice” that came reverberating back to him from the mountains. The echo, and its quality or 
quantity, became a means by which to evaluate the worth of a place for the tourist’s experience. 

This paper draws on a customised corpus of writing about the English Lake District “via methodologies 
adapted from Geographical Information Systems, corpus linguistics and literary studies” to explore how these 
echo-making practices enabled a deeper exploration of the Lake District’s geography in the nineteenth 
century. It demonstrates that combining close readings of historical texts with analysis of the visual cues 
offered by mapping these texts in a GIS can reveal how perceptions of sound changed over the course of the 
nineteenth century. Ultimately, it argues that mapping texts in this way can uncover the ways in which 
nineteenth-century writers used sound as an affective place-making practice.  

 

Thomas Burkhalter (Bern University of the Arts) 

NORIENT – Representing the Now through Sound: Multi-modally and from Multiple Perspectives 

New technological developments enable us to analyse music from different perspectives today, and to 
process larger volumes of data. The ethnomusicologist Wendy Hsu (2014) has rigorously adopted this 
interplay of physical/geographical and digital practice. She speaks of an ‘augmented empiricism’ whose goal 
on the one hand remains the classical ethnographical immersion in a physical research field, but on the other 
hand is the transformation of big data into “thick data” (Wang 2013). It is precisely this that the new version of 
the online platform Norient.com (planned for early 2019, http://burkhalter.norient.com) aims to do. Music, 
sound and music making are to be analysed and discussed in collaboration with scholars and practitioners 
from different disciplines and from different geographical perspectives. The depiction of the data will take 
place multi-modally via audio, video, texts and other formats. The results are intended to be available to 
scholars and at the same time should bring music research closer to the interested public. The paper aims to 
give an overview into various approaches used on Norient and focus on audio-visual strategies. 

 

A2: FILM MUSIC THEORY AND SPATIAL LISTENING 

Chair: Alessandro Cecchi 

 

James Deaville (Carleton University) 

The Sites of Sound: Music, Film, and the Listening Gaze 

Film directors have a penchant for depicting listening audiences whenever their creations feature musical 
performance: it enhances the narrative’s believability, as if a real audience were engaging with the music. 
Often the cinematography just features quick intercuts of the audience to establish verité, but occasionally 
the film provides a more prolonged image of attentive listening, resulting in what we might call a “listening 
gaze”. Considering the ubiquitous contexts for such intense onscreen listening, the literature about these 
musical moments is surprisingly sparse. Scholars like Coulthard (2009), Moten (2017), and Watts (2018) have 
analysed individual film scenes in which we observe characters listening to music (respectively, Reservoir Dogs, 

http://burkhalter.norient.com/
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Thirty Two Short Films About Glenn Gould, and Shaun of the Dead), while Luko (2016) positions Bergman’s 
cinematic auditors through the “aural close-up” and Raykoff (2014) semiotically indexes listeners in the so-
called “women’s films” of the 1940s. And in a complex reading of recent film and cultural theory, Kielian-
Gilbert (2014) has theorized “listening in film in music”.  

In this paper I suggest an alternative approach to studying the “listening gaze” from the perspective of 
melodrama, as pioneered for music and silent film by Neumeyer (1995, 2010) and extended to early sound film 
by Pisani (2014). A broad concept, melodrama here signifies a “‘text of muteness’ in which gesture and mise-
en-scène speak for the inarticulate protagonist” (Hains 2013: 28), whose pantomimic gestures are “the 
expression [...] of the profound experience of music” (Balasz 1952: 71). When analyzed according to the 
physiognomies and gestures of characters, these embodied cinematic “sites of sounds” help us to interpret 
the silent and attentive listening gaze in response to onscreen music. As a preliminary exploration, the paper 
will apply melodramatic principles in analyzing three case studies: the family of a deceased composer listening 
to his work in front of a radio (Four Wives, 1939), a Hamburg chambermaid engaging with a recorded 
performance of Gould in a hotel room (Thirty Two Short Films About Glenn Gould, 1993), and a girl attending to 
a “staged” performance of a Mozart overture (Trollflöjten, 1975). 

 

Renata Scognamiglio (Sapienza – Universit{ di Roma) 

“Being There”: Mapping Atmospherical Spaces in Film Music 

“Atmosphere”, “Mood”, “Stimmung” recurrently appear as unmistakable though elusive keywords in film 
music enquiries and practical manuals since the silent era. The apparent self-explanatory nature of those 
terms has nevertheless delayed the undertaking of a genuine theoretical conceptualization of the phenomena 
they allude to, at least from a film music perspective. A valuable contribution in this direction may come from 
Hermann Schmitz’s “New Phenomenology” (1964-1980, 2011) and from the contemporary phenomenological 
discourse on “atmospheres” as embodied and spatially extended feelings, whose “irradiation” traces 
manifold, invisible yet effective frontiers between human communities, articulating their interactions 
(Tellenbach 1968). 

The first part of the paper will offer a condensed survey of the neophenomenological “theory of 
atmospheres” and its developments, from Hermann Schmitz’s original proposal to the contributions of 
Gernot Böhme (1995, 2001) and Tonino Griffero (2010, 2016, 2017). Particular emphasis will be given to 
Griffero’s atmospheric expansion of James Gibson’s pivotal concept of “affordance” (1979) as perceptual 
“prius” (Griffero 2010) in our complex relationship with rich ecological environments. The second part will 
illustrate the benefits of a dialogue between New Phenomenology and film music studies through a brief 
discussion of Maurice Jarre’s music for Peter Weir’s Witness (1985). In this movie, the soundscape emerging 
from Jarre’s timbral and harmonic solutions and from Cecelia Hall’s sound design plays a key role in 
modulating the spectator’s “lived space”, subliminally rendering the embodied feeling of mutual 
estrangement between the two setting of the story: the rural and enclosed environment of an Amish 
community in Lancaster County, with its faith-based, frozen-in-time lifestyle and the urban, chaotic milieu of 
contemporary Philadelphia, where the dividing line between threat and protection, outlaws and law 
enforcement may prove opaque. 

 

Emilio Audissino (University of Southampton) 

The “Spatial Perceptive Function” of Film Music: When Music Tells You What and Where to Look 

In my book Film/Music Analysis I claim that film music mainly operates in films under three (overlapping) 
types of agency: emotive function (micro and macro), perceptive function (spatial and temporal), and 
cognitive function (denotative and connotative), depending on which of the viewer’s three dimensions of 



 
 

  

activity is most triggered by music. In this paper I would like to focus on the “spatial perceptive function”, 
which is when music is designed to attract the viewer’s attention to some movement within the film’s space, 
or to increase the prominence of a visual event. For example, in a crowded scene a fast descending scale of 
the strings, played simultaneously to someone falling down a flight of stairs in the background, would point 
the viewer’s attention to that “isomorphic configuration” and thus isolate an action in the space that might 
otherwise have gone unnoticed in that visually packed shot. In horror films, the sudden appearance of the 
monster is typically coupled with a “stinger”, a sudden sforzando dissonant chord that has not only the 
function of “scaring” the viewer (emotive function) but also that of boosting the “startle response” by adding 
to the sudden violent movement in the visuals an isomorphic sudden violent movement in the music. This 
function is also identifiable with the so-called “mickey mousing” used in old-fashioned Hollywood scoring, 
widely considered one of the types of musical intervention of least interest and least worth of analysis. Film 
music is, instead, amply discussed as to its contribution in shaping the emotional response or in 
communicating meaning. Employing Gestalt theory and Leonard B. Meyer’s scholarship, I will go against the 
tide and bring the attention to this “spatial perceptive function”, to highlight music’s important contribution 
in pointing the viewer’s attention to the desired action or visual detail inside the filmic space.  

 

 

20th March 2019 – 9.30-11.00 

 

B1: SOUND SHADOWS AND URBAN MEMORIES 

Chair: Michela Garda 

 

Sonia Campanini (Goethe-Universität Frankfurt am Main) 

“Halfmoon” Sounds, Voice Records and Ghosts’ Stories 

In this paper I reflect on sound geographical configurations taking as case study the documentary film The 
Halfmoon Files—A Ghost Story by Philipp Scheffner (2007). The film investigates sonic documents recorded at 
prisoner-of-war camps during WWI. In 1915 the Royal Prussian Phonographic Commission started a project 
aimed at recording the languages, music, and sounds of the different ethnographic groups present in German 
prisoner-of-war camps. The project was supervised by ethno-linguist Wilhelm Doegen, a pioneer in the use of 
the phonograph for scientific purposes, and resulted in the production of around 1,650 shellac records. 

The film focuses on the voice recordings made at the Halbmondlager (HalfmoonCamp), a prisoner-of-war 
camp in Wünsdorf hosting prisoners coming form the colonial territories of France, Russia and the United 
Kingdom, the majority being Muslims form India and North Africa. The documentary is constructed around 
the search conducted by the director to find an image, a ghostly body for the voice recording number PK619. 
In the paper I analyze the different geographical and spatial configurations of sound in a twofold way: on one 
hand, the configurations related on the shellac recordings, and on the other the configurations related to the 
filmic construction. Regarding the first point, I consider the shellac recording in relation to their epistemic and 
scientific value, their documental and evidential value, and their archival and memorial value. Which kind of 
spatial and geographical connotations play a role in the over mentioned processes? In the second part I 
discuss the strategies adopted in the film in order to connote the space of the Halfmoon Camp and to 
document the human collective geography inhabiting this place in past and present times. These strategies 
are based on an interesting interplay between audio documentation and visual documentation that I explore 
in the presentation. 
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Emilio Sala (Universit{ di Milano) 

The Sound of Shadows at Le Chat Noir’s Pre-Cinematic Theatre 

Although the presence of the prefix “pre” may make us think the opposite, the pre-cinema studies have 
never been affected by “the obsession with origins” (Bloch) typical of the teleological historiography. 
Developed above all in France starting during the 1980s pre-cinema studies have been immediately influenced 
by Michel Foucault and his archeological approach. The discovery of the “archeological” dimension of media 
has culminated in opening up a wider research field—that of media archeology—into which also pre-cinema 
studies have gradually been subsumed (Huhtamo-Parikka). In this context, we certainly cannot underestimate 
the impact which sound studies have had, one of whose founding fathers—Rick Altman—is also and not by 
chance a silent cinema historian. In 1999, Altman published an essay whose title speaks for itself: Sound 
Studies: A Field Whose Time has Come. A few years later in the methodological introduction to his book Silent 
Film Sound (2004), he focused his attention on “the extremely diverse pre-cinema sound practices that served 
as early models for film sound”. In the wake of this study thread, the aim of my paper will be to closely 
examine one of these “pre-cinema sound practices”—those in use in Le Chat Noir’s Shadow Theatre (1886-
1897). In particular, I would like to analyze the change of the shadow plays’s soundscape after the closure of 
Le Chat Noir cabaret (1897). In fact, the Maison Mazo transformed Rivière’s “ombres artistiques” into a kind of 
commercial and industrial production, simplifying its realisation through the use of a double magic lantern for 
dissolving views. It also experimented with new products such as the “chansons lumineuses”, in each and 
every way similar to the American “illustrated songs” tradition. A gramophone also was to become associated 
with the film projector. It appears evident just how important it is to return to deal with Le Chat Noir cabaret’s 
shadow theatre in a pre-cinematic perspective. 

 

Lola San Martín Arbide (École des Hautes Études en Sciences Sociales, Paris) 

Carco, Mac Orlan, the Urban Mémoire and Parisian Film, 1920-1940 

In his 1937 essay “Paris, mythe modern”, Roger Caillois stated that the artistic myth of the French capital 
was created on literary representations of the city that captured its mental and collective atmosphere. He 
recognized Balzac and Eugene Sue as pioneers of this aesthetic sensibility towards the urban. The film 
adaptation of Sue’s Mystères de Paris by Jacques de Baroncelli in 1943 (a century after its original publication) 
constituted a clear sign that the mythical Paris had by then already become a cinematic cliché. This paper will 
consider film representations of Paris alongside the work of some key literary figures who greatly contributed 
to the fixation of a series of common tropes about the city, therefore reinforcing its mythical aura in the 
period ranging from the 1920s to the 1940s. 

Francis Carco, for instance, author of a myriad of texts about the city, provided the script for Paris la nuit 
(Henri Diamant-Berger, 1930), one of the first sound films made in France. Also based on a script by Carco, 
Paris-Béguin (Augusto Genina, 1931) was released the following year and this time it also featured a song with 
lyrics by him, the hit “C’est pour toi que j’ai le béguin”. Pierre Mac Orlan had in some ways a comparable 
career to that of Carco. His was the original novel adapted by Jacques Prévert for Le Quai des brumes (Marcel 
Carné, 1938) where Mac Orlan’s original plot suffered significant alternations, not least the change of location 
from the Parisian quarter of Montmartre to the northern harbor of Le Havre. Mac Orlan’s texts were also used 
in Petits métiers de Paris (Pierre Chenal, 1932) and in the earlier silent film Étude sur Paris (André Sauvage, 
1928). Through these two figures, among others, the paper proposes to study the rich and fruitful exchange 
between literature and cinema in the codification of a Parisian “city film” from the beginning of the century to 
the wake of poetic realism, analyzing the creative drive inherent to the city as an artistic subject.  

 

  



 
 

  

B2: SOUND/VISION AND AFFECTIVE SPACES 

Chair: Gianmario Borio 

 

Marta Perrotta (Universit{ di Roma Tre) 

“They call it Radiovisione”. What Happens to Radio When You See It on TV 

The convergence of radio and television is now a consolidated reality on the Italian media market, 
especially by those radio broadcasters that, with the advent of digital terrestrial television, have created 
television channels where to replicate their brand and extend their popularity. Some of them have chosen to 
produce music video channels with a musical format similar to the one of their main radio station; others 
produce branded TV shows on mainstream TV channels featuring their speakers and talents; others again 
broadcast live from the radio studio at certain times of the day or all day long, with different directing 
solutions and massive changes to the scenographic space of the studio itself, once a secret, mysterious, 
invisible place. 

Television seems then like a necessary step for radio, but not all radio professionals seem to agree or 
willingly accept this hybridization. On the other side, the theoretical reflection on this specific issue is still very 
meagre and the topic is discussed in relation to visual culture, claiming in most cases that the radio has always 
been audiovisual, through the images produced individually by the listeners. 

Others put the accent on the end, with the advent of webcams and cameras in the radio studio, of that 
special relationship, almost a fetishism, of the listener to the radio device—a magic box from the mysterious and 
unexplored interior, from which voices come. There is also a rich literature that analyzes all the possible 
hybridizations of radio and the Internet, where the video streaming is increasingly central and where in fact we 
have to deal with the same type of content that is used on TV, even if the aesthetic and production apparatus 
are different, and so are the effects on the viewer/listener.This paper aims at reflecting on the increasing 
importance of “radiovision” in the Italian radio market and in the sound experience of the audience. 

 

Dario Llinares (University of Brighton) 

A Cinema for the Ears! Imagineering Sound Spaces  

A recent BBC commissioning call for audio programming put podcasting at the forefront its agenda. As part 
of the submission criteria a list of ‘commandments’ defining the dos and don’ts of podcasting was outlined. One 
specific point claimed that podcasting “is a visually powerful form of audio, they can be a cinema for the ears”. 
Working across both film and podcasting in recent years, primarily on The Cinematologists podcast 
(www.cinematologists.com), the parameters of interconnection between what immediately seem like 
distinctive mediatory experiences, has been at the forefront of my practical and conceptual research. Using 
indicative examples, along with my own work, I will consider three avenues to conceptualize podcasting as a 
“cinema for the ears”: (1) possibilities for the sonic imagineering of space and place that podcasting has 
provoked, arguing that podcasts tap into our cinematic imaginaries to shape the contours of meaning; (2) the 
potential to understand podcasting’s phenomenology of listener practice, it’s spatial and temporal mobility, as a 
form of expanded cinema; (3) I posit a correlation between the classic auditorium viewing experience and the 
practice of listening to podcasts on mobile devices through earphones, as practices that we engage 
simultaneously together and alone, through a technological apparatus that creates a unique dispositif, but that 
creates shared communities of reference. Through these strands I therefore argue that podcasting and cinema 
share an ancestry that is both aesthetic and experiential. 
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Giulia Accornero (Harvard University) 

The Craft of an Affective Space: ASMR Vernacular Theories and Neuropsychology 

Search for “ASMR” on Google Videos right now and you will get an astonishing forty million results; check 
again a minute from now, and you may get even more. ASMR, or Autonomous Sensory Meridian Response, 
labels the effect that a certain category of audio-visual stimuli produces on their listeners: a “pleasurable, 
tingly sensation that begins in the head and scalp and moves throughout the limbs of the body, causing them 
to relax” (Young 2015.) An international, Internet-based community meets and grows mainly around YouTube 
videos whose audio-visual content is designed to trigger the ASMR. But Wikipedia pages, websites, blogs, 
Facebook groups, podcasts, and iPhone applications also proliferate, sustaining a community that is not only 
“consuming” but also inquiring, giving feedback, learning, and promoting. They provide us with what I would 
call a “vernacular theory” of its peculiar sounds. At the same time, the ASMR community has triggered an 
academic response, particularly in neuropsychology. The focus of this field on the mind-body effects that 
audio-visual stimuli can elicit ultimately narrows down a complex phenomenon to an automatic bodily 
response. In this paper I focus primarily on the community and the academic response, concentrating on their 
agency in shaping this phenomenon. I ask: is ASMR a truly new feeling? How can the discourse and vocabulary 
around a certain sensation determines it? How has the online content given rise to a particular ASMR aesthetic 
that is now characteristic of a certain sonic quality? How do the visual and auditory components work 
together to determine how we hear? I argue that we cannot fully account for the affective space crafted 
around the ASMR, as both a bodily sensation and sonic quality—and how the two might interact, unless we 
reconsider how the community “vernacular theories” work with academic discourse to inform the ways in 
which we hear and feel sound. 

 

 

20th March 2019 – 14.30-16.00 

 

C1: RECONFIGURING OPERA IN THE MEDIA SPACE 

Chair: Emilio Sala 

 

Bianca De Mario (Universit{ di Milano) 

Pills of Opera. Editing, Fruition and Impact of the Opera Trailer 

In 2007 some of the most renowned opera houses in the world launched their YouTube channels. In order 
to promote their productions and activities, like broadcasts in cinema, the Metropolitan, the Covent Garden 
and many others, uploaded a series of diverse short videos documenting the opera making-of or giving the 
large public of the World Wide Web some highlights of their productions. It is at that time that the cinematic 
term “trailer” begins to circulate extensively in connection with opera. 

Far from being simply the summarized version of an opera with mere commercial goals, the opera trailer is 
a real specimen of the so-called “genre transfer”, and it has now become a peculiar format of audiovisual 
communication. While its image and sound editing reflects both individual aesthetical and political choices, its 
diffusion via Internet have a significant impact on the digital audience. Analyzing some examples from 
different productions, this paper aims at reconsidering the opera trailer as an audiovisual object affecting 
contemporary reception of opera as a live event. 

Though it is undeniable that opera trailers’ main goal is promotion, trailers all differ in length, recording 
style, editing, titles, and especially sound. While some trailers re-edit the recorded samples of a production, 
using instrumental music and the voice-over technique, some others are ex-novo video recordings, starring 



 
 

  

actors and recorded within a cinematic set. How do cinematic techniques affect operatic music in terms of 
performance? What kind of space and place does a trailer soundtrack based on operatic music suggest? What 
will the sound and image editing reveal about an opera house’s policy? Lastly, can a certain trailer style be 
considered as a tool for a theatre self-representation? Some trailers from YouTube will help me exploring 
opera companies’ engagement with video and the media impact on the reception of opera. 

 

Alison Furlong (independent scholar) 

On Hearing, Overhearing, and the Cinema of Mistrust 

On November 25, 1949, the new East German Film Studio DEFA (Deutsche Film Aktiengesellschaft) released 
Figaros Hochzeit, a new adaptation of Mozart’s Le nozze di Figaro, written and directed by novice filmmaker 
Georg Wildhagen. Wildhagen transposes Figaro both for the medium of film and for the context of the new, 
and frighteningly unstable, Soviet Zone of occupation. Wildhagen’s theories of opera film were drawn from 
those of Bela Bal|zs, who encouraged directors to embrace both playback and camera mobility. Wildhagen’s 
use of these techniques creates a profound sense of unease; his characters can be seen to eavesdrop on one 
another even as the audience is listening, unnoticed, to the film as a whole. If the process of looking, and the 
power created by the ability to see, can be thought of in terms of the gaze, this film employs an aural 
equivalent. In so doing, it becomes part of what I call a “cinema of mistrust”, in which power is claimed not 
only through seeing, but through hearing, and especially through clandestine hearing. Figaro and his 
betrothed Susanna use this power to best the villainous Count, but they must take care that their own plans 
are not overheard. Wildhagen cuts away from scenes of plotting so that we see those listening, and hear what 
they hear. Through his manipulation of sound and vision, Wildhagen’s Figaro—however lighthearted and 
escapist on the surface—reflects the anxieties of the postwar Soviet Zone.  

 

Henriette Engelke (Universität Wien) 

From Score to Screen: (Re-)Interpreting Music and (Re-)Defining Spaces in Film Adaptations of Operas 

Dealing with spaces/places in the audiovisual media opens up a wide range of topics. Examining the music 
and/or soundscape in film adaptations of operas and understanding adaptation as adaptation—as Linda 
Hutcheon (2006) has suggested—poses even more questions that arise from the interdependent relationship 
of a film and its operatic source text(s). Inger Åby’s Rucklarens väg [The Rake’s Progress] (1995), for instance, 
complements the music of the opera with sounds of wind, horse-drawn carriages, footsteps, birdsong, or 
church bells, skillfully integrating these sounds into Stravinskij’s score. In fact, the movie represents an 
illustrative example of creating an audiovisual Gesamtkunstwerk by the process of adaptation. In Karl Anton’s 
Martha (1935/36), on the contrary, soundscape, music, and dialogues are often overlaying or alternating with 
each other, thus leading to interruptions in the soundtrack. This early sound film’s strength rather lies in the 
use of cinematic techniques which not only visualize Flotow’s music (e.g., the spinning quartet) and thereby 
function as a kind of musical education, but also reveal its diegetic potential (think of the band in the bar). 
Moreover, we can witness a connotation between the music and the social spaces, insofar as singing plays no 
role in the aristocratic environment of the added background story; instead, it represents the emotion-based 
communication of the common people. In my paper, I will show how the cinematic concept can affect the 
soundtrack of a film adaptation by altering, extending, or reinterpreting the opera score. I will argue that, 
while an opera score undeniably influences its adaptation, the film can create a soundtrack that not only 
correlates with the claim of cinematic realism by representing authentic soundscapes but also (re-)defines 
locations and even social spaces. 
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C2: SOUNDSCAPE AND THE IDENTITY OF PLACE 

Chair: Dominique Nasta 

 

Maria Fuchs (Universität für Musik und darstellende Kunst, Wien) 

Soundscapes of “Home” through the Mediation of Film 

Johannes von Moltke has emphatically pointed out that the popular Heimatfilme in the 1950s not only tell 
stories about their homeland, but that rather, the filmed landscapes and presented songs, regardless of the 
film plot, define this genre elementarily. These two aspects contribute to its specific form of a visual as well as 
auditory spectacle, which has been widely disseminated through commercial marketing strategies. In much 
the same way as the colourful-blazing film images of the Heimatfilm were strategically marketed in close co-
operation with the tourism industry to attract viewers to the cinemas, the record industry and the hit parade 
were used equally. The musical numbers used in the films were published on vinyl, the texts printed in 
program notes and played in parallel to the performance in the cinemas on the radio, which gave the 
Heimatfilm—similar to the Schlager-, Revue-, or Bollywood film—a specific acoustic dimension. This paper aims 
to show the process of knowledge generation and stereotyping of audiovisual practices of landscapes and 
places, starting from the Heimatfilm of the 1950s, and thereby highlighting the marketing of the associated 
sounds as a specifically symbolic, cultural practice. 

 

Konrad Klejsa (Uniwersytet Łódzki) 

Dazed and Confused: Dubbing in People’s Republic of Poland 1950–1980 

Since most of the research on dubbing focuses primarily on comparisons between the source text and its 
translation, it is necessary to broaden the research field by considering socio-political contexts that had 
formerly been largely neglected. Drawing on numerous archive research as well as reviews published in 
historical press, the paper examines the extent to which dubbing has become the political issue in People’s 
Republic of Poland. Since the late 1940s, the most important agenda for the party officials and government 
authorities responsible for the state financed film culture in Poland was the distribution of the Soviet movies, 
thus revealing the importance the occupation power ascribed to the process of spreading Communist culture. 
Since in pre-WWII Poland only several movies were dubbed and in the harsh post-1945 realities the emerging 
film production site in Łódź suffered from lack of specialized craftsmen, the decision had to be made: should 
movies be dubbed or subtitled? 

This question was accompanied by two intrinsic contradictions between the propagandist needs and 
actual demand of the public. The first contradiction involved the attempts of the communist government to 
fight illiteracy amongst the rural population—introducing dubbing on the wider scale would be at odds with 
these actions and indicate their failure. The second contradiction concerned the claims of state propaganda, 
according to which “People of Poland” were allegedly perfectly familiar with Soviet culture and Russian 
language—and since the audience was able to understand dialogues, there was no need for dubbing. On the 
one hand, as letters to the editors of the biweekly magazine Film confirm, the majority of the audience 
wanted movies to be dubbed; on the other hand, it was the demand for American movies specifically, not 
necessarily for the Soviet productions. 

 



 
 

  

John O’Flynn (Dublin City University) 

Music, Sound Design and Demarcations of Ethnicity and Place in “Troubles”-based Documentary Film in Northern 
Ireland, 1995–2000 

Northern Ireland’s “Troubles” of 1968-1998 represented a politically turbulent, divisive and traumatic 
period for that region, with close to 3,600 people losing their lives. Numerous documentary films on various 
aspects of the Troubles were made during this thirty-year period, ranging from newsreel items to independent 
film essays to major TV series. In this paper I examine the role of music and overall sound design in TV 
documentary productions between 1995-2000 in the run-up to, and in the immediate aftermath of the Good 
Friday Agreement, an international treaty involving Northern Irish parties and the UK and Irish governments 
that would signal the end of the Troubles. 

From the late 1960s, filmmakers who documented protests, ethnic conflict and violence in Northern 
Ireland had established a number of conventions for sound design that included diegetic scenes of marching 
bands, ballad singing, and church congregational singing. The mid to late 1990s brought a series of 
productions that tended to look back on Troubles history, and that adopted narrative and sound design 
approaches used in earlier fiction film, for example, In the Name of the Father (1993). TV documentary series 
such as A State Apart (BBC, 1995) and Peter Taylor’s trilogy, Provos: The IRA and Sinn Féin (Williams, 1997), 
Loyalists (Collyns, 1999) and Brits (Collyns, 2000) mixed original music with archival audio-visual material and 
with live-recorded gunshot and bombing sounds. I outline and compare music and sound design for these 
productions, considering how they acted to demarcate various British and Irish identities, and questioning the 
re-mixing or juxtaposition of recorded events that in original context were always distressing, and that often 
had devastating consequences. 

 

 

20th March 2019 – 16.30-18.00 

 

D1: FANTASTIC SOUNDSCAPES 

Chair: Massimo Privitera 

 

Marco Bellano (Universit{ di Padova) 

Fantasound Revisited. Imaginary Musical Landscapes in Disney’s Fantasia 

Fantasound was the first commercial system for the reproduction of stereophonic sound, especially 
developed for the full-length animated feature Fantasia (James Algar et al., 1940). It used nine recording 
channels, one of them introducing the click track. The final Fantasound setup used three sets of speakers 
behind the screen, as well a—according to John Culhane—sixty-five smaller speakers distributed in the whole 
room. The complexity of the system played a huge role in Fantasia’s box office failure: the production 
managed to install the costly Fantasound equipment in thirteen theatres only. 

Notwithstanding Fantasia’s early fiasco, Fantasound remained a landmark in the exploration of three-
dimensional soundscapes for entertainment purposes. Its distinct feature was a combination between the 
rendering of variable aural depth with the possibility to isolate the instruments by groups, and project their 
sound anywhere in the space, without adhering to a realistic reconstruction of the orchestra setup, in order to 
achieve expressive effects in relation with film scenes. An attempt at reviving Fantasound has recently been 
tried in Jon Favreau’s The Jungle Book (2016).  

The Fantasia’s Fantasound mix was authored by Leopold Stokowski himself; it is now possible to appreciate it 
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through its 1990 stereo restoration (the so-called Fantasound 90), released on CD and then used for the audio 
master of the later DVD and Blu-ray Disc releases of the film. The proposed talk will study the Fantasound 90 
restoration in order to comment upon the imaginary orchestral setups devised by Stokowski throughout the 
film. For example, at the very beginning, Stokowsky emphatically turns towards his left and right sides, inviting 
different groups of instruments to play, as to give Fantasound an excuse to prove its spatial capabilities; 
however, the sound of the woodwinds coming from the far right proves just that the surprising dislocation of 
the sound was more important than any pretense of realism (woodwinds usually sit in the middle of the 
orchestra, behind the strings, in front of the conductor). Far from the impression of a true orchestra, the 
Fantasia music language subtly manipulates the spectator to create a believable, authoritative symphonic 
feeling, while actually immersing the listener into an impossible soundscape, filled with enticing effects. 

 

Florian Guilloux (Sorbonne Université – IReMus) 

Music and Soundscapes of René Laloux’s Fantastic Planets 

René Laloux is probably the main representative of science fiction in French animation. Adapted from 
novels by Stefan Wul and Jean-Pierre Andrevon, his three feature films—La Planète Sauvage (1973), Les Maîtres 
du temps (1981) and Gandahar (1987)—belong to this genre. But although these films are all taking place on 
distant planets and have a stylistic coherence, especially through animation technique and recurring themes 
dear to the director (self-destruction of civilization, loss of individuality, time paradox etc.), the audiovisual 
universe of each of them is unique, the music responding first to the original designs. Thus, Alain Goraguer’s 
mix of psychedelic jazz and Shaft-esque funk (Goraguer was best known at the time for his arrangements of 
Serge Gainsbourg’s first albums) echoes to the surrealistic artwork of Roland Topor, Jean-Pierre Bourtayre’s 
futuristic drinking song and 1970s French pop (Bourtayre had a long collaboration with Claude François) to the 
more childish drawings of Moebius (also known as Jean Giraud) and Gabriel Yared’s synthesizer music to the 
soft and futuristic graphics of Philippe Caza. After discussing the diversity and the singularity of these 
audiovisual combinations, this paper will study how the music interacts with experimental sound effects and 
soundscapes in representing (or not) the planets and their environment and creating sci-fi sounding places. 
Indeed, René Laloux always made, in the credits of the aforementioned films, a clear distinction between 
music and soundscapes, which were entrusted to other artists such as Jean Guérin (La Planète sauvage) and 
Christian Zanési (Les Maîtres du temps, Gandahar). The work of the latter, then composer at the Musical 
Research Group (GRM) founded by Pierre Schaeffer, particularly highlights the porosity of the border 
between the two categories and the evolution of “sound design” and its role. 

 

Armando Ianniello (Universit{ di Udine) 

Soundscape in Revenant by Alejandro Gonz|lez Iñ|rritu: A Case of Interaction between Traditional Composition 
and Sound Art 

Since the introduction of sound in the cinema landscape, the practice of composition for movies required 
always the presence of sounds aimed both to reproduce such an environment as defined in the sheet and give 
spatiality to the image. First, these musical additions were only the result of director’s choices that the music 
composers, together with post-production engineers, had to comply with, everyone with his own professional 
skills. Secondly, the musical technologies development allowed to integrate specific solutions in order to 
create, starting from sound elements, the movie action landscape. Sound effects, noises and silence, from 
being external to the score, became inherent part of the movie compositions and, in a hermeneutic sense, 
synonym of the independence gained by composers on musical choices. 

The audiovisual dramaturgy in Revenant can be analyzed starting from the combination of musical 
elements defined in the score and additions generated through the sound art techniques. The interaction 
between these components creates a soundscape according to the theory formulated by the Canadian 



 
 

  

composer Raymond Murray Schafer, who based the soundscape theory on the relationships among keynote 
sounds, sounds signals and soundmarks. The creation of the soundscape in Revenant results from the 
collaboration of Alva Noto and Ryuichi Sakamoto, based on the experimental works on sound like Vrion, Insen, 
Revep, produced at the first decade of the 21st century. 

The music composed for Revenant is a well balanced mix of sound art and composition on the score. The 
paper intends to analyze the sound events of the movie by highlighting the main features, according to the 
Schafer’s soundscape elements individuation model and making a distinction between the traditional way of 
composing and the one derived from new technology procedures. The focus of the paper will consist mainly 
of analyzing where and how the three elements of the soundscape theory talk to each other and how this way 
of writing music takes place in the contemporary cinema. 

 

D2: SPACE, SOUND AND POPULAR CULTURE 

Chair: Willem Strank 

 

Marco Cosci (Universit{ di Pavia) 

Mapping Stella by Starlight: From Haunted Houses to Television Studios 

Stella by Starlight is mostly known as a jazz standard, which over the decades has been interpreted by 
many famous artists, including Charlie Parker, Ella Fitzgerald, Miles Davis, and Keith Jarrett, just to make a few 
names. But has it always been just a song? Or was there anything more at the core of its genesis and 
subsequent remediation? This paper traces Stella by Starlight’s origins through the musical score of the 
cinematic ghost story The Uninvited (1944), for which it was composed by Victor Young as an instrumental 
cue. By combining archival research (Victor Young Collections at Brandeis University and Boston Public 
Library) with theoretical scholarship and textual analysis, I will examine how this musical moment is shaped 
from the first diegetic piano improvisation—played by the protagonist Rick—to the refined non-diegetic 
orchestral leitmotif, activating different audiovisual environments. In the first part of the paper, I will argue 
that the presence of piano on the screen triggers off a particular tension with the classical Hollywood 
orchestral underscoring, opening up questions about the notion of spatiality. Rick’s performance operates in 
a double direction: not only it creates an intimate space that he shares with his lover, Stella, but it also defines 
a comfortable musical barrier that marks a territory in contrast to the haunted house. In the second part, I will 
reflect on Stella by Starlight’s after-life outside the cinematic domain. As soon as it became a huge hit song, it 
started to be adapted to new spaces of consumption according to a mediascape in constant evolution. 
Considering some key television shows, I will explore the performative nature of musical re-arrangements, 
through which new dimensions of musical experience are constructed in a constant balance between 
sameness and differentiation. 

 

Jeff Yunek (Kennesaw State University, Georgia) 

Capturing the Zeitgeist: Preserving American Music and Culture in the Mashups of DJ Earworm 

Current scholarship describes the average mashup as a fusion of two songs that serves to caricature the 
original works. Standing in stark contrast are the mashups of DJ Earworm (Jordan Roseman), which combine 
up to fifty songs into a completely original music video. Instead of denigrating the originals, Roseman states 
that his mashups are musical time capsules that capture the Zeitgeist of the age. The time and place of these 
mashups are conveyed by the borrowed material, which is purely drawn from each year’s top 25–50 songs on 
the American Billboard charts. The Zeitgeist is conveyed by Roseman’s audio-visual splicing of the music videos 
to create new visuals, melodies, and lyrics that generate an original message relating to that year’s cultural 
events. The meaning engendered by the cross-domain mapping of the visuals, music, and lyrics are 
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interpreted through Juan Chattah and Sean Atkinson’s multimedia adaptations of Laurence Zbikowski’s 
conceptual integration networks. The resulting analyses show how Roseman’s works transcend the crude and 
self-effacing nature of conventional mashups by creating culturally relevant messages that relate to the time 
and location of their borrowed material. Out of the ten mashups (and over 200 component tracks) that were 
analyzed for this project, this paper focuses on two works and their messages: American obsession with oil in 
No More Gas (2009) and millennial resignation and hope in Living the Fantasy (2013). 

 

Costanza Salvi (independent scholar) 

The Spaces of Cowboy and Folk Songs in 1930s American Midwest 

In his seminal essay Cinema and Popular Song: The Lost Tradition, Rick Altman pointed to the underrated 
presence of songs in history of Hollywood film-making. While classical film music usually thrives on effects 
such as inaudibility, expansibility (modulations in treatment), quiet listening and mental involvement, the 
popular songs totally depend on language, always involving physical activity and predictability (Tin Pan Alley 
standard). By virtue of those attractions, popular songs carried on an intense symbiotic relationship with 
audiences, building up a relational space with listeners (and viewers). Drawing from this perspective, the 
proposal wants to explore the organization of multiple spaces in a few cowboy and folk songs selected from a 
precise temporal span—the Depression Era—and a real space, the Midwest and its audience. During the 
economic crisis the Frontier myth turned into the twisted image of a Dust Bowl, which, despite its sterile and 
stony soil, poured out an abundance of sounds and oral histories: from the radical stance of Guthrie’s songs 
(Dust Bowl Ballads), embodying a personal and political space, to Roy Rogers, Gene Autry, Bing Crosby’s 
popular songs and movies. With their peripheral references to farmers’ troubles (drought, lack of irrigation 
systems, populist reproach to banks and businessmen), Rogers and Autry’s songs readapted the mythological 
figure of a cowboy able to right the wrongs, interpreting Midwesterners demands and needs (regional space). 
At the same time, openly declaring their status of performers in the movies, they endorsed prevailing tastes, 
stimulating trust in a commercialized system of media entertainment and spreading desires to buy records 
and radio sets (the space of marketing). With his small-town values and mainstream taste, his “golden”, 
soothing timbre and a jazzy resonance, Bing Crosby’s persona is an exemplary evidence of that coexistence of 
spaces. Purpose of this proposal is to define the blurring boundaries of this multilayered framework, 
detecting the multiple spaces, real and unreal, that a song contains and embraces. 

 

 

21st March 2019 – 9.30-11.00 

 

E1: SOUND AND AUDIOVISUAL LANDSCAPE 

Chair: Kevin E. Donnelly 

 

Marija Semjonova – Irina Novikova (Latvijas Universitate) 

Nice Birds Singing in Cyberspace—Audiovisuality in a Digital Dream of Nature and Nation  

The paper argues, through the case-study analysis, about the audiovisual ways in which a dream, or a fantasy, 
of “natural” world is modelled in cyberspace. (Smith 2017: 105-109; Klinger 2011; Johnes 2000: 125-132). On the 
one hand, cyberspace might be seen as ensuring sound-image contents for appearances and effects situated 
and forced upon human perception (Orr 1996; Lastowka and Hunter 2004). On the other, due to the volatile 
nature of virtual content, this process is implicated with the desires and imagination of the user. The affective 
immediacy of a “dream”, e.g., about a “natural world” in cyberspace, is enhanced in an interaction of the virtual 



 
 

  

audio-visual experiences with practices of continuous choice and evaluation (Bassett 2010). Our discussion 
relates to Barbara Klinger’s argument (2011) that the sound effects in the conceptually generated virtual projects 
are mostly used for expanding and rendering a specific effect they are expected to have on a user. The analysis 
of visual and sound images in the selected case-study is also informed by the studies of Vivian Sobchack (2005) 
about what the scholar calls “the experience of knowing how to dream” (Sobchack 2005: 3).  

Following Sobchack’s argument, we look at the concept of “dreaming experience” in its relationship with a 
mode of its presentation in the digital space, with the appearance of a digital narrative—“the experience of 
knowing is perceived through the acousmatic perception” (Sobchack 2005: 3-4). One of the examples of such 
experience is also different types of “sounding nature” (e.g. Fisher 1999) saved online. In this case, the user 
can create an audiovisual relationship based on a real prototype of the sound (Miranda 1997: 49-55; Smith 
2017: 105-109) and “dreaming” about virtual “nature” in its ideal digital performance.  

Our case-study is a newly-created web page Virtual-bird.com which is an individual project of Finnish 
researchers Ilkka Heiskanen and Jere Kyyrö. The page is created as “an ideal representation of a bird-world of 
contemporary Finland” and the visitor can have not only visual knowledge of how the birds look like but also 
hear their voices. In our study, we will try to analyze whether and how the virtualization of the sounds of 
nature can interact with the individual experience of the “dream” of an ideal nature. Also, we are interested in 
what images of nature are used as a virtual “source of knowledge” about a specific geographical space and 
how they are interpreted in modern society. We will try to argue about how the examples provided on a web-
page generate a virtual interactive mapping of boundaries and possible gaps of users’ knowledge about 
“ideal” (Finnish) nature and how they are connected to users’ visions of “Finland” as a geo/sound/image 
ideality online. In order to make these interconnections visible we will use some online visualizations (e.g. 
Nodegoat virtual tools). 

 

Michela Garda (Universit{ di Pavia) 

From Maraini to Bill Viola: Transfigurations of the Landscape through Image and Sound  

In the second part of twentieth century, avant-garde music explored new and counter-intuitive temporal 
dimensions opened by the scientific and theoretical research as well as by existential and artistic pathways, 
recasting and reconfiguring the traditional teleological temporal paradigm of the western music. Also in the field 
of audiovisual production, integration of sound and image have made possible to articulate new forms of time 
perception and to produce metaphoric transfigurations of natural and cultural landscapes. In the present paper, 
I will follow two encounters with the Japanese culture, aesthetics, and spirituality, which have triggered new 
explorations in the audio-visual narrative of geographic and sonic landscapes, radically transforming spatial and 
temporal paradigms. I will first consider the documentary film by Fosco Maraini, filmed in 1954 and recently 
restored, about the Ama divers of Hékura Island as an incunabulum of this experimental trend. Analyzing some 
footage, I will tackle the use of underwater filming to focus on water as a medium of human life and as a mean 
of a symbolic transfiguration of the human body. Water and air, as a medium of life, and their representation 
through light and sound are at the core of Bill Viola’s research in Hatsu Yume (First Dream) from 1981, which 
marks a milestone in the development of the artist’s aesthetics and time concept, as well as in the history of 
visual and sonic installations, capturing the temporal ambivalence of presence and transience. In this work, I will 
explore the disruption of everyday experience based on the causal relationship between sound and image and 
the construction of a new slowed down perception, in which the subtle mismatches between sound and image 
afford a process of focalization similar to that is pursued through meditation techniques. I will eventually 
compare Hatsu Yume, still overloaded with cultural reference to Japanese art and culture, with the more recent 
(2013) video/sound installation The dreamers, which focus again on water/light and air/sound perception as 
mediators of an enhanced transcultural inner and outer perception. 
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Steve Whitford (University of Portsmouth) 

Ambisonic-centred Location Sound Recording: Reinvigorating the Observational Documentary Genre? 

Scholarly writing on documentary film often prioritizes the image over sound, as is the case with scholarly 
film analysis in a more general sense. The art of location/field sound recording, as opposed to music, scores and 
post-production sound design has been even more neglected as an area of academic research. This piece seeks 
to address this gap by drawing critical attention to the intricacies and skills involved in location/field sound 
recording within observational documentaries. It will seek to show how this art has an integral and vital function 
within the creative process of production, and in driving the narrative and the shaping of the text’s meanings. 

I will also consider the future of sound within the observational documentary genre and its place in a new 
multi-platform, multi-screen consumption space. Through examining several case studies, I will seek to 
develop and define a new working methodology and aesthetic for the craft and art of location/field Sound 
Recording techniques, predicated on an anticipated resurgence of the genre, centered around opportunities 
afforded by the emerging technologies of immersive sound: ambisonic microphone arrays being a vital part of 
that development. Ambisonics is a method for representing a full three-dimensional sound field, and its genre-
bridging adaptability means it can be converted to a dynamically steerable binaural format. 

Opportunities afforded by deploying an ambisonic-centred location/field sound recording methodology, 
utilizing the craft and art of recording unscripted actuality Sound within the pro-filmic geographic event space, 
will have profound prospects for observational documentary makers and crucially, tomorrow’s documentary 
audiences. Offering audiences an exciting new ability to experience the sense of geographical places and 
physical spaces that immersive audio delivers, bears the potential, I argue, of re-invigorating a content-driven 
observational documentary market, and foregrounding the primacy of neglected storytelling capabilities. 

 

E2: MUSICAL GEOGRAPHIES AND IDENTITY 

Chair: Lola San Martín Arbide 

 

Taruna Bansal – Pankaj Rawat (Jamia Millia Islamia, New Delhi) 

Development of Indian Bollywood Music: A Paradigmatic Approach of Musical Geography 

The role of music as one of the best entertainments available to the society is well appreciated and 
accepted all over the world. But one barely notes its role in touching the subconscious preferences of the 
people; and brings changes in the way the society looks at different social processes from various 
perspectives. These perspectives have changed over time and are also visible in the history of music. In India, 
such changes can be studied if one peeps into the history of the Bollywood music. The music in Bollywood has 
travelled different genres during its journey of development in different phases from disco to pop to remixes. 
The way music is perceived in present times is very different from 1950s to 70s. This phase of music is majorly 
known as the Golden Era of Bollywood music. This is because during this era the “soul” of the sound was 
connected to the base of Indian traditional music. The changing sound of Bollywood music from this Golden 
era to contemporary period can be classified into phases based on the development and dominance of certain 
form of genres. In the 1950-60s, the sound was based upon the natural beauties like mountains, flowers, 
moon, rivers, etc. The contemporary era is more often visible as the era of “item songs”. The soft melodies 
are now converted into hard composition. The new age obsession with remixing and recreating old classics in 
a way impairs the quality of the true magical original compositions. The arrival of new Bollywood music due to 
glocalization and globalization has weakened the traditional music popularity mainly folk and classical music. 
In the above perspective, the present paper tries to identify the various phases of development of the 
Bollywood music and how the processes of globalization influenced the Bollywood music. 



 
 

  

Patrizia Vaccari (Universit{ di Pavia) 

The Musical Identification of Sicily through Vassil Kojucharov's Music in Lo Sgarbo 

The mafia-movie is a subgenre appreciated in Italy in the 1970s, with the most famous one being The 
Godfather by Francis Ford Coppola (1972). The other mafia-movies are somewhat obscured by The Godfather. 
One of these is Lo Sgarbo, a low-cost Italian film directed by Marino Girolami in 1975, in which Salvatore 
Mannino, entrusted by the American boss Don Lipari, is responsible of the protection of Don Mimi, a local 
godfather from Palermo. The musics of this movie are composed by Vassil Kojucharov. His scores, notebooks 
and tapes allow us to study his approach to film music. 

The composition methods of Kojucharov in this movie consists in composing every musical moment (M) 
referring to a given situation. The most interesting peculiarity of Lo Sgarbo is the musical identification of 
Sicilian mafia with the musical moment labeled M14. For each scene that depicts Sicily, especially Don Mimì 
and his own things, we can listen to the theme of the M14, which is repeated during the movie with the 
purpose of always recalling that particular situation. Music thus becomes an emblem to identify and 
characterize space, a situation and a character at any given time. The other interesting aspect of this movie is 
the reference model of the composer: Kojucharov composes music to identify Sicily not starting from Sicily 
itself or from the typical local music, but taking as a model the musical theme of The Godfather. It is interesting 
to note how the success of a movie can influence the audience’s sound perception and a musical theme can 
become an icon to identify a given area, situation and character. The M14 of Kojucharov has exactly this 
precise function: composing a theme that recalls The Godfather and to identify directly the Sicilian mafia and 
its protagonists. 

 

Ceren Mert (Özyeğin Üniversitesi, Istanbul) 

Soundscapes of Emotional Geographies:Music of Cities and Subjectivities in the Films of Fatih Akın 

In this paper I will be scrutinizing how the film director and screenwriter Fatih Akın, through the music and 
sounds he deploys, opens up a so-called “thirdspace”. Such a space is unfolded through his cinematography, 
which aurally and visually reflects on cityscapes, immigrant and non-immigrant identities, as well as emotional 
geographies created through his various subjectivities. Thus, I will be presenting an analytical paper on the 
utilization of music and soundtracks of Akın and how this overlaps with the socio-political and cultural spaces 
of his protagonists. Furthermore, such a thirdspace is also constituted by the flow of desire of his characters 
through their temporal displacements between cities such as Istanbul and Hamburg, and their attachments to 
“places” through music. For instance, in his first worldwide known full-length feature film Head-On (Gegen die 
Wand) in 2004, Akın uses an eclectic array of music and genres to portray the passion, love and anger of his 
characters. Such as in the scene where the punk-rocker protagonist Cahit listens to Depeche Mode’s song I 
Feel You while riding his car, only to crash it on the wall. From female Turkish hip-hop vocalist Sultana, to the 
industrial German group Einstürzende Neubauten’s Alexander Hacke, to more local folk song of Selim Sesler, 
are all employed to highlight the spaces of diverse ethnic subjectivities of Fatih Akın within cityscapes. Apart 
from his feature films, Akın’s 2005 documentary Crossing the Bridge: The Sound of Istanbul portrays this city 
away from the shiny touristic postcards, again through a diverse range of music genres and musicians, hits the 
viewer right on the face with the backstreets and darker sides of Istanbul. It is, hence, how this director 
engages with music and sounds in his cinematography in order to tackle various identities in Istanbul and in 
the Turkish diaspora of German cities, which I will try to elaborate here. 

 

 

  



 
 

Mapping Spaces, Sounding Places: Geographies of Sound in Audiovisual Media 
Cremona, 19-22 March 2019 

Dipartimento di Musicologia e Beni Culturali – Università di Pavia 
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F1: SOUND MAPPING 

Chair: Alessandro Bratus 

 

Maria Teresa Soldani (Universit{ di Pisa) 

Mapping as a Foundational Principle of the American Underground Rock  

This paper aims at investigating the function of “mapping” in the practices of representing and of 
storytelling enacted in the US underground music scenes and DIY cultures from the 1970s. The tool will be 
analyzed in the body of work of the documentary films that were self-produced then, or constitute now the 
memory texts of such indie scenes. Starting from the concept of “positioning”—as the importance of having 
a self-representation within the context of the cultural practices—the paper will develop the concept of 
“mapping” by exploring the modes in which the oral histories of those scenes have been presented, telling an 
history of the underground overall. Key filmic elements will be the visualization of the map and the 
autobiographical viewpoint mainly in the diaristic form. The first cases of hi-storytelling of the underground 
were based on “positioning” and “mapping”: Henry Rollins' memoir Get in the Van (1994) and the collected 
biographies Michael Azerrad’s Our Band Could Be Your Life (2001) and Steven Blush's American Hardcore: A 
Tribal History (2001). The paper will be developed in the following steps with reference to various case studies: 
“positioning”, as being placed in a certain time and space (Amos Poe and Ivan Kral’s Blank Generation, 1976; 
David Markey’s The Slog Movie, 1982; Tony Gayton's Athens GA, 1986); “mapping”, as creating an alternative 
network and being located within it (Markey’s Reality 86'd, 1991; Jem Cohen’s Instrument, 1987-1999; Justin 
Mitchell's Songs for Cassavetes, 2001; Paul Rachman's American Hardcore, 2006); being defined by the map 
(Scott Crary’s Kill Your Idols, 2004 and Scott Crawford’s Salad Days. A Decade of Punk in Washington, DC (1980-
90), 2014). Some methodologies, as the modes of representation in documentary films outlined by Bill Nichols 
(1991), will be adopted to understand how mapping can be interpreted as a defining concept of the US 
underground punk/rock.  

 

Serena Ferrando (Colby College, Waterville) 

Exploring Local Communities via Sound Mapping 

Software such as Max for Live, Arduino, and FlatFab that are designed to create sound-visual objects and 
experiences and thus occupy the membranic space between the digital realm and reality can aid us in the 
actual binding of our intellectual, academic lives to the material reality around us and can facilitate the 
transmission of local knowledge from communities to academic environments and vice versa. As Jakacki and 
Full observe in Doing Digital Humanities. Practice, Training, Research (2016), Liu’s tripartite methodology of 
“practice, discovery, and community” comprises both critical thinking and critical doing. When the theoretical 
analysis of either capta or artistic and cultural phenomena is supplemented by experiential investigation, the 
discovery and representation of new knowledge are not only enhanced but also accompanied by the 
production of objects that will also serve the purpose of disseminating such knowledge. Therefore, the 
products that are the concrete outcomes of digital inquiry of sound in space can provide abundant 
opportunities to reach beyond the theory and the walls of academia to engage with the wider public and the 
“real” world. This paper explores the advantages of qualitative spatial representations of sound by describing 
an interactive, multisensory experience titled Noisefest! that is centered around the town of Waterville, 
Maine. Rooted in the sounds and noise of Main Street, it comprises a Virtual Reality tour of the town’s 
soundscape, various soundwalks and remixes, an interactive 2D laser cut geographical sound map with 
Arduino controllers, and a Futuristic noise intoner. Collaborative, transdisciplinary, and steeped in theory 



 
 

  

(Russolo, Varèse, Adorno, Cage, Schafer, Attali, Nyman, Pasnau, Westernkamp, and many others) the 
ramifications of this project serve the purpose of participating in the real world by engaging with the 
materiality of noise and its manifestations by interacting with the soundscape of the community through 
novel, interactive, and multisensory practices 

 

Jacqueline Barrios – Kenny Wong (University of California Los Angeles) 

City Analog: Scavenging for an Archive of LA/London Sound 

“The archivization produces as much as it records the event” (Jacques Derrida, Archive Fever).In what ways 
can scavenging sound connect spaces? This paper investigates a sonic archive and its assembly from a 
collective drift conducted in downtown Los Angeles based on a text haunted by Whitechapel, London—Laura 
Grace Ford’s new work LOS ANGELES // LONDON--1934 / 1965 / 1972 /1992 / 2003 / 2020. Ford is the author and 
artist behind the 2005-9 zine series, Savage Messiah, a collection of eleven issues documenting her dérives in 
London spaces caught between forces of urban regeneration and working-class malaise. Ford has continued 
Savage Messiah’s process of collage and prose-poetry with the recent addition of sound collection. Arguably a 
work of scavenging, that is, a process for recovering urban waste, Savage Messiah and its recent iterations tell 
the story of resistance to London’s capital-driven transformation. Her newest piece explores how the work 
ramifies at the global scale. Existing currently only as a piece of text about a walk through downtown LA, 
LA//LONDON suggests how the time and space of two cities become inextricably bound up in each other’s 
histories and futures. Using this text as a starting point, participants of a parallel collective drift (to be 
conducted in September 2018) will curate sounds for an archive that Ford aims to use in developing the work 
further. The paper studies the implications for this event of sound collection and the archive produced from 
this practice-based study of Ford’s work. How does a scavenger’s attunement to space resonate within the 
sonic archive? The paper and accompanying documentation of the process (through a photo-essay and map) 
will speculate on the technological structure behind the archival project, how indexing sound in space can 
become an apparatus for perceiving and representing spatio-temporal collapse. 

 

 

F2: FILM SOUNDSCAPES AND THE ACOUSTIC SPACE 

Chair: Elena Mosconi 

 

Dominique Nasta (Université Libre de Bruxelles) 

Micropolyphonic Soundscapes: Credit Music and Romanian Minimalism (2005-2015) 

After having watched a Romanian New Wave auteur film, audiences barely recollect the aural universe of 
the opening credits and often leave the movie theatre before the end credits. (De Mourgues 1994). Although 
used sparingly, in most cases the framing soundscape devices unleash complex auditive phenomena with 
important consequences both in terms of narrative architecture and in relation to subliminal cognition and 
emotional viewer response (Coegnarts and Kravanja 2015; Cardinal 2018). Following Batori’s concept of 
vertical enclosure in post-Socialist physical spaces as central locations (Batori 2018), and my own theories on 
Non-natural Meaning (Nasta 1991, 2013, 2018), my proposal will attempt an analytical overview of credit music 
as a consubstantial element of Romanian minimalist aesthetics. We find it at work in the films of directors 
such as Cristi Puiu (The Death of Mr. Lazarescu, 2005; Aurora, 2010; Sieranevada, 2016), Cristian Mungiu (4 
Months, 3 Weeks and 2 Days, 2007; Beyond the Hills, 2012) Corneliu Porumboiu (12:08 East of Bucharest, 2005) 
Radu Jude (Everybody in Our Family, 2010), Calin Netzer (Child’s Pose, 2013) or Radu Muntean (The Paper Will 
Be Blue, 2006; Tuesday after Christmas, 2011). Instrumental or vocal occurrences from the domestic popular 
sphere from Communist times and from the wider pre-existing international circuit (Italian variet{) with 
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notable incursions into classical music (Bach, Mozart, Gottschalk, Sammartini), trigger mobile soundscapes 
with multifocused significance. They eventually echo György Ligeti’s concept of micropolyphony (Bernard 
1994), which consists of many lines of canons moving at different rhythms simultaneously, to be found within 
the rhythmic schemes of minimalist composers (e.g. Steve Reich). 

 

Thomas Van Deursen (Université Libre de Bruxelles) 

“There’s Place and Means for Every Man Alive”: Uchronic Soundscapes in Shakespearean Films of the 1990s 

According to A. R. Braunmuller and Michael Hattaway, Elizabethan theatre crystalized itself at the end of the 
16th century as a sort of “word-play writ large”, a primarily “auricular” art form appealing first and powerfully to 
the listener-spectator’s rhythmic and auditory sensibilities (1990: 61-63). The importance of words as means to 
convey images and feelings as well as the musicality of the Shakespearean language were based on recognizable 
patterned speeches and linguistic motifs ranging from blank verse to prose (Bradbrook 1980: 103). Apart from a 
few exceptions, most cinematic translations of Shakespeare’s plays cut up the written text and rearrange it in a 
new format better suited to the language of films. Dolby Stereo and digital sound gave filmmakers limitless 
possibilities in the way they could handle sound effects and music in a completely controlled environment, 
spurring a creative wave amongst sound designers and special effects teams that coincided with a new interest 
in adapting Shakespeare to the big screen. I propose to study the aesthetic use of Dolby Stereo and digital 
sound as a linguistic tool to translate some of Shakespeare’s poetry in the following films: The Lion King (Rob 
Minkoff and Roger Allers, 1994), Richard III (Richard Loncraine, 1995), Hamlet (Kenneth Branagh, 1996) and Titus 
(Julie Taymore, 1999). These adaptations all displace the events of the plays in new uchronic spaces. I will 
explore how each film searches, in various ways, for a postmodern universality through utopia and heterotopia 
(Bloch, Foucault, Chung) by the use of sound effects and music in a referential continuum that derives from 
popular culture. I will also apply to my analysis the concept of ‘deferred analogy’ as defined by Dominique Nasta 
in Meaning in Film: Relevant Structures in Soundtrack and Narrative. 

 

Elektra Vernaki (independent scholar) 

The Soundscapes in Antoinetta Angelidi’s Films: From the Mono to the Quadraphonic (Dolby Stereo) Sound Mix in 
Greek Cinema 

The first Dolby sound mix in the Greek cinema appeared in the 1990s, even though movie theaters had been 
equipped with the Dolby system many years ago. This was due, on one hand, to the reluctance of Greek 
directors in exploring the potential of the newly available technology and, on the other hand, on the 
exclusionary sound production and mix elevated costs. Avant-garde filmmakers and short-film young directors 
were the only ones that embraced the new challenge and experimented with new narratives. This paper 
presents how local modes of production-that shaped cinematic practices-interfere with aesthetic and narrative 
choices regarding film sound. We will use as a case study the films of Antoinetta Angelidi, a prominent avant-
garde Greek director and scholar. From 1977 to 2001, she explored in her four films daring sound-based 
narratives, even in the “mono” era, with optical sound (copies 35mm). The use of sound in Angelidi’s films is 
studied in accordance with the listening experience and the production restrictions of the corresponding era in 
Greece. Furthermore, particular attention will be given to the identification of female representations through 
sound. In particular, in Angelidi’s films female voices are to be found in male bodies and mature female voices in 
bodies of young girls (Topos); a woman carries the narrative’s weight in its entirety (Hours), a woman is the Thief 
and a man recites the part of Antigone (Thief). Sounds are voices, music is made of voices, voices are sounds, 
voices are music. Selective interviews with the director and the creative team (editor, sound editor, sound mixer 
etc.), along with a juxtaposition of excerpts, will illustrate the presentation. 

 



 
 

  

21st March 2019 – 14.30-16.00 

 

G1: IMMERSIVE SOUND, INTERACTION, EMOTION 

Chair: Bianca De Mario 

 

Luca Spiteri Monsigneur - Costantino Oliva (University of Malta) 

The Acousmatic Situation in Digital Games 

This paper explores acousmatic experiences in digital games. Understood by Schaeffer as “a sound that 
one hears without seeing what causes it” (1966), the acousmatic has been analyzed in relations to a number 
of different cases (Kane 2014), but remains understudied in digital game studies. Thanks to the extensive use 
of spatialized mixing techniques, the virtual environments of digital games are a contemporary venue for 
acousmatic situations. Sound designers consistently use “3D audio [...] to localize the sound behind the 
player, [allowing] to focus simultaneously on the fore and aft perspective” (Miller 1999), thus generating 
potential for acousmatic listening experiences. 

This paper addresses the localization of sound in a virtual acoustic space experienced in a virtual 
environment through a discussion of acousmatic situations and modes of listening (Collins 2013). Examples of 
digital games with acousmate sound, defined as “sound that one imagines hearing” (Kane 2014), are also 
introduced. This paper is contextualized within the Schaefferian tradition and the writings of film theorist 
Michel Chion. Acousmatic situations are presented as a frequent occurrence in player’s experiences, providing 
an original theoretical perspective to the study of sounds in virtual environments. 

 

Megan Steigerwald Ille (Washington University in St Louis) 

“It is Not the Voice That Commands the Story: It Is the Ear”: Turning up the Volume on Mobile Listening in 
Immersive Opera  

 

Performed in Los Angeles’s Union Station in 2013, The Industry’s production of Christopher Cerrone’s 
opera Invisible Cities relocates the audiovisual space of the opera house to a set of wireless headphones worn 
by each audience member. The touring rider for Invisible Cities positions both amplification and audiovisual de-
synchronization as desirable and immediate, enabling access and direct communion between operatic singer 
and spectator: “Imagine arriving at a train station and discovering a man singing beautifully to himself. But 
what if he were singing to 150 people all over the station who were listening to him, seven other singers, and 
a live orchestra via state-of-the-art wireless headphones?” Productions of this sort may appear to radically 
depart from a typical operatic acoustic and experience, as attendees were supposedly expected to employ 
different modes of audiovisual perception within the performance space. While Nina Eidsheim has suggested 
that, to the contrary, Invisible Cities can be understood as a “heightened version of the designed acoustic used 
in performance spaces (2015), her analysis does not consider the cultural significance of the headphones as 
intervening device within the performance. In fact, it was the historical role of the headphones as mediators 
of interiority that enabled the audio-visual desynchronization of the opera to be perceived as synchronous 
and therefore successful by audience members. In this paper, I examine Invisible Cities as a piece of immersive 
mobile music. Using ethnographic accounts and archival footage of the production, I argue that the 
dissemination of the opera via wireless headphones not only facilitated the performance of Invisible Cities, but 
crucially built upon an established sociocultural tradition to show audience members how to successfully 
listen to the work. By recognizing the effects of mobile music on seemingly experimental operatic formats, 
this paper highlights the connection between mediated patterns of consumption and live performance. 
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Valerio Sbravatti (Sapienza – Universit{ di Roma) 

Sonic Immersion, Cinema, and Emoacoustics: An Interdisciplinary Approach 

The concept of immersion is crucial in current trends of film and media studies, and it is particularly apt 
regarding sound: new systems such as Dolby Atmos offer what the SMPTE calls “immersive sound”, i.e. three-
dimensional audio that includes overhead speakers which add the vertical dimension (height: z axis) to the 
horizontal ones (width: x axis; length: y axis). These systems theoretically offer both more realism and more 
spectacle, depending on the way they are used, because sounds can be propagated in many separate 
directions all around the auditorium. Perceivers are thus perceptually stimulated in an enhanced manner. 
What kind of emotive responses can be elicited by the usage of immersive sound systems? This presentation 
aims at reflecting on the cinematic application of 3D audio using an interdisciplinary approach that relies on 
experimental sciences, particularly the theoretical framework of emoacoustics, i.e. the study of emotional 
reactions related to the spatial qualities of sound. First of all, an overview of immersive sound systems is 
offered. Then, the concept of immersion is discussed in order to better understand its different acceptations. 
Finally, some thoughts on the emotive responses to sonic immersion are proposed: thanks to the better 
directionality and the use of audio objects along with audio channels, 3D cinematic sound can not only 
increase the possibilities of precisely denoting a certain space and the perceiver’s capacity of simulating 
his/her presence in the represented space, but it can also enhance the connotative qualities of sound space, or 
how perceivers emotionally react to the spatial sonic stimuli. 

 

G2: FILM ANALYSIS FROM THE PERSPECTIVE OF SOUND 

Chair: Maria Teresa Soldani 

 

Massimo Privitera (Universit{ di Palermo) 

“If You Feel Like Singing, Sing!: Constructing a Film Scene through the Meaning and the Form of a Song 

Songs that speak of the pleasure of singing are frequent in film musicals. Natural as they are to this genre, 
they carry out a special function: they reveal the musicality of the singing character, an aspect of which the 
character himself is often unaware. Moreover, thanks to the mechanism of identification, they allow the 
audiences themselves to feel like artists. Furthermore, they bring out the specific artistic nature of the film 
musical, and construct a game of intertextual cross-references from film to film.  

Developing Mark Booth’s brilliant analysis in The Experience of Songs (1981) and Richard Dyer’s approach to 
the plurality of meanings carried by songs in the film musical (The Space of a Song: The Uses of Song in Film, 
2012), my paper will deal with one of these “metasongs” in terms of musical analysis as applied to filmic 
peculiarity: “If you feel like singing, sing!”, by Mack Gordon and Harry Warren, which appears at the very 
beginning of Charles Walter’s Summer Stock (1950).  

The main female character, Jane (Judy Garland), is alone in managing the family farm which has fallen on 
hard times, and she will be saved by the unexpected arrival of a troupe of actors directed by Joe (Gene Kelly). 
The scene shows Jane early in the morning, preparing herself for her work day. She showers, dries off, gets 
dressed, puts on her shoes, and makes the bed. She does everything while singing “If you feel like singing, 
sing!”. This way her everyday routine is lightened up by accompanying her gestures with the music.  

I will show how this song gives shape to the scene through its own form (ABAC+D), and how at the same 
time it illuminates Jane’s intimate musical nature, which will be fully revealed as the story develops. Thus, If 
You Feel Lke Singing, Sing! is a “forming form”, and, like the overture of an opera, presents in a nutshell the 
affective essence of the film.  

 



 
 

  

Katarzyna Figat (Uniwersytet Muzyczny Fryderyka Chopina, Warszawa) 

From the Music Side of the Film: The Eccentrics. On the Sunny Side of the Street (dir. by Janusz Majewski 2015). 
Case Study  

Making a musical movie is always a very special case for the filmmakers. Basically, the production of any 
movie demands a lot of attention and a specific, detailed work of the big group of specialists, but a musical 
movie is a special case: there is a lot of sound (especially music) work to be done in the pre-production period, 
during the shooting time, and in the post- production process. Depending on the plot, the music advisor 
(consultant) has to work on the repertoire, copyrights, prepare the playbacks for the set as well as provide 
the music or dancing training for the main actors if needed; (s)he should be on the set, working with the 
actors, musicians, dancers—in the cooperation with director and director of photography; (s)he is often asked 
to work with the picture editor on the run of the musical scenes as well as to help with the synchronization in 
these; finally, s(he) work on the recording, editing and mixing the music.  

The Eccentrics. On the Sunny Side of the Street is a musical movie directed by Janusz Majewski (2015), based 
on the book under the same title written by Włodzimierz Kowalewski. The film tells the story of jazz 
trombone player Fabian Apanowicz, a repatriate coming back to Ciechocinek, a small village in the centre of 
Poland, who decides to establish the big band consisted of the local musicians. Having such a musical main 
character strongly affects the whole story as well as the structure of the film, which is actually predominated 
by music.  

The aim of the presentation is to present the process of working on the music side of the musical film, 
which is a film adaptation of the novel, basing on The Eccentrics case. Working on such a movie is the long and 
demanding process, which is a fascinating challenge for the music advisor. Being one of them working on the 
mentioned film, I am able to present this process from the practical point of view, showing the aesthetical 
consequences of the production decisions.  

 

Dieter Merlin (Freie Universität Berlin) 

The Sound of Money. Acoustic Dimensions of Profit and Loss in the Finance Thriller Genre  

Is there a particular sound of the economic interactions represented by feature films setting in the sphere 
of finance business? Films like Wall Street (Stone 1987), Wall Street—Money Never Sleeps (Stone 2010), Margin 
Call (Chandor 2011), The Wolf of Wall Street (Scorsese 2013), Assault on Wall Street (Boll 2013), The Big Short 
(McKay 2015), Money Monster (Foster 2016) or Tulip Fever (Chadwick 2017) focus on the personal risks that 
protagonists take when speculating with unimaginable high values. Often their success stories are enabled by 
criminal intrigues which already carry the seeds of later failure. The presentation aims at analyzing and 
discussing the acoustic dimensions of those points in the narrative dispositif where the “auditeurs-
spectateurs” (Brignone 2001) realize that the film characters gain or lose money, either in a material or virtual 
way. In doing so, the mutual impact of film music, dialogue and ambient sound shall be reflected, as well as 
rhythmically aspects of character and camera movement, lightning and editing.  
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H1: MUSIC SPACE AND SOUNDSCAPE IN TV SERIES 

Chair: Tarek Krohn 

 

Luca Bandirali (Universit{ del Salento) 

The Acousmatic Island: Notes on Lost’s Soundscape 

In the field of sound studies, we say that a sound is acousmatic when the source is not seen. According to 
Michel Chion (1997), an acousmatic film sound “poses enigmas and demand to be de-acousmatized”. In 
narrative terms, the acousmatic sound generates a set-up and pay-off mechanism: if we listen to a sound, 
sooner or later we will discover its source. In a film, the source of a sound is usually revealed at the latest by 
the end. The voice of the invisible leader in Fritz Lang's Das Testament des Dr. Mabuse matches in the end with 
a body, that of the guilty Professor Baum. In the narrative extension of the TV series, the pay off can be 
postponed much longer over time and extended into space, as they are supersize stories (Bandirali and 
Terrone 2017). A very simple example is provided by the character of Charlie Townsend in Charlie's Angels 
(1976-1981), which for six seasons is never seen full-face. A paradigmatic and complex case of acousmatic 
soundscape is provided by Lost (2004-2010), which since the pilot episode sets up a sound enigma: the 
survivors of a plane crash live on an island that seems to emit threatening sounds. These sounds, which the so-
called “forensic fandom” (Mittell 2015) attributes to the “smoke monster”, have much in common with the 
acousmatic sound of the origins, if we think that “les monstres” is the fourth scene of the opera Orphee 53 by 
Pierre Schaeffer and Pierre Henry (1953), and represents the descent into hell with acousmatic sounds. The 
concept of narrative enigma is the characterizing feature of the so-called “complex TV” of which Lost is a 
work of foundation: unlike the narrative statements, the narrative enigmas raise “uncertainty as to what 
precisely happened, who was involved” (Mittell 2015). My aim is to explore the environmental dimension of 
this sound enigma. 

 

Gaia Varon (Universit{ Cattolica del Sacro Cuore, Milano) 

“Floating around in Amniotic Fluid”: Music as a Device to Challenge Orientation in Space and Time in HBO Series 
The Leftovers 

Based on a 2011 novel by Tom Perrotta, the 2014 HBO series The Leftovers begins with the sudden and 
inexplicable disappearance of a small percentage of the world population, an apocalyptic event which is then 
labelled the “Sudden Departure”. The billions who remain on earth, and particularly those people whose 
loved ones have disappeared, are trapped in the impossibility of understanding what has happened, and thus 
with the impossibility of coming to terms with their losses. The series focuses on the individual stories of a few 
residents of a small town, whose entire worlds had been turned upside down and inside out, and who are 
stuck in a limbo where all boundaries between here and elsewhere, real and outer world, present and past 
seem irredeemably blurred. 

How does music contribute to such blurring, and in creating the sense of limbo? Up to which point does 
music in the series function along established patterns of film and television soundtracks? How does the post-
minimalistic original soundtrack composed by Max Richter interact with the narrative on screen? To what 
music genres belong the pre-existing music used in the series? and how is it used? Drawing on film and 
television music studies, this paper investigates which music genres, styles, techniques and devices are used in 
the series soundtrack in order they express the sense of disorientation in space and time that affects the 
characters and how they convey it to the spectators. 



 
 

  

Kingsley Marshall and Rupert Loydell (Falmouth University) 

Sound Design, Music and the Birth of Evil in “Twin Peaks: The Return” 

“Sound is at least 50% of the picture . . . In post, most of the sound is built and it’s usually a process of 
experimenting. Action and reaction. Trying this or that. I think that in every instance of every sound, there are 
760 million sounds that are wrong and there are 34 sounds that are correct. And of the 34, 27 of them are very 
similar. But 7 of the 34 are completely weird... but they still work” (Lynch, in Bentley 2017). 

The opening line in the first episode of Twin Peaks: The Return, spoken by Carel Struycken’s character, asks 
FBI Special Agent Dale Cooper to “Listen to the sounds”. Throughout the third season of Twin Peaks, writer, 
director and sound designer David Lynch and his collaborators deploy a complex combination of sound and 
visuals in order to depict mysticism, the impossible and bring to life the birth and spread of evil in the Twin 
Peaks universes.  

We explore how Lynch makes use of intricate sound design, score, existing source music and music 
performed within the diegesis to articulate and distinguish the real world geography from the supernatural 
spaces of the series, and how the sonically distinct liminal spaces that connect these places presents as a 
rhizomic narrative. We explore how series as a whole makes use of intertextual connections to conventional 
and experimental film form and how this complex relationship between audio and visual—and the 
manipulation of these media—lends an otherworldly quality to The Return, and allows the series to build upon 
and extend established Lynchian worlds.  

Kingsley Marshall and Rupert Loydell, a composer/writer and writer/painter respectively, will use the words 
of David Lynch, composer Angelo Badalamenti and sound supervisors Dean Hurley and Ron Eng together with 
critiques of Lynch’s work, to better understand the complex, alienating world of Twin Peaks, and the 
significance of sound and music within the construction of place, space, character and narrative in the most 
recent series.  

 

H2: FILM MUSIC AS PROPAGANDA: THE MUSICAL CONSTRUCTION OF SPACE IN FASCIST CINEMA 

Chair: Maurizio Corbella 

 

Francesco Finocchiaro (Universität Wien) 

“Maintaining Italy’s Name through the Screen”. Music and Sound in Fascism’s Film Politics 

Italian cinema of the fascist Ventennio (1922–1943) used music and, more generally, the acoustic 
component in an anything but naive way: on the contrary, it focused on the most subterranean component of 
the filmic text so as to convey constellations of meaning that were useful to the regime’s cultural politics.  

In addition to the abounding production of films with musical subjects, the acoustic-musical component 
proves to be a strategic ideological tool even in films with more or less declared propaganda content. The 
sociocultural components of fascist ideology translate into a pervasive musical polarization. On the one hand, 
music enhances fascism’s propagandistic myths, such as Latinity, Risorgimento, family, peasant land, war etc. 
On the other, music acts in the service of anti-Communist, anti-Jewish, as well as colonialist iconography, 
connoting spaces and environments, criminalizing the regime’s enemies (Africans, Marxists, Jews etc.) 
through dissonances, cacophonic clusters, as well as the deformation of ethnic and jazz music. 

The musical component of fascist cinema, therefore, participates in constructing the regime’s ideology for 
all intents and purposes. Analyzing the musical construction of spaces and places in the regime’s cinema can 
help reconstruct a fundamental chapter, so far neglected, of fascism’s cultural encyclopaedia. 
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Leo Izzo (independent scholar) 

Jazz in Italian Fascist Cinema: A Symbolic Space in Transformation 

In the 1930s in Italy jazz music played an important role in the transformation of habits, especially in the 
context of the urban nightlife, with new entertainment venues, radio programmes, dance halls, etc. It is no 
wonder, thus, that jazz also recurred in the films of the 1930s and 1940s: the documented cases of jazz music 
in Fascist cinema, indeed, offer some interesting perspectives on the Italian culture in transformation. In these 
films, there is a clear link between jazz and the representation of the modern city. The idea of a local place in 
transformation (the Italian urban setting) is often—implicitly or explicitly—connected with the myth of the 
big American cities. This nexus, however, changed over the years. 

In the early 1930s, jazz was mainly used in film comedies to optimistically represent the transformations of 
the Italian society, which mirrored itself in the myth of the efficient, modern, and cosmopolitan American 
metropolis. Some uses of jazz in this sense can be found in the comedy Gli uomini, che mascalzoni... by Mario 
Camerini (1932) and in the extremely valuable documentary film Ritmi di stazione (1933) by Corrado d’Errico. 
Subsequently, in the context of the World War II and the regime’s propaganda, jazz became a fundamental 
narrative tool to connote the US world in a derogatory key: Harlem by Carmine Gallone (1943) is an 
emblematic case. In order to represent the nightlife of African Americans in Harlem, Gallone gathered several 
men and women coming from the lands conquered in East Africa, and he employed them as background 
actors. These short scenes constitute an extraordinary audiovisual document, in which diverse cultural themes 
collide: the denigration of the American society, the exotic representation of a distant otherness, and the 
destinies of men and women uprooted from their land. 

 

Elena Mosconi (Universit{ di Pavia) 

The Sounds of Hungary in Italian Fascist Comedy 

The link between the Italian film comedy of the interwar years and the Hungarian theatrical and cinematic 
culture is strong and articulated. Among over 700 films produced in Italy in this period, there are more than 80 
movies inspired to Hungary in various ways. Furthermore, 63 Hungarian films were distributed in Italy during 
the same years. Multiple factors attest this relationship: firstly, the choice of Hungarian subjects, theatrical 
pieces, and screenplays; secondly, the presence of Hungarian directors and actors in Italian films; finally, the 
Hungarian fictional setting of the stories. On closer inspection, the purpose of this cross-pollination goes well 
beyond that of escaping the regime’s censorship—as many commentators stated in the past—by transferring 
outside of Italy problematic situations, such as adultery, war, political criticalities, etc. The crux of the matter is 
rather to establish a comedy model somewhat different from both the French pochade and the Hollywood 
cinema. 

This paper aims at identifying the narrative model of Hungarian comedy at play in the Italian production. 
The sound component, in particular, will be examined in order to demonstrate how the soundscape helps 
define case by case a real or imaginary place, a local or a universal space. Sounds, noises, and songs seem to 
be typical of Italian national identity. However, if compared to Hungarian models, they showcase several 
features in common (witness Mille lire al mese, by Max Neufeld, 1939, a remake of Havi 200 fix, by Béla Balogh, 
1936, or Teresa Venerdì, by Vittorio De Sica, 1941, a remake of Penték Rézi, by Ladislao VaJda, 1938). 

Through comparison and in-depth analysis of exemplary films, the paper aims at discovering the presence 
of a shared soundsphere, which does not refer to a geographical territory but rather to an “ideal” and 
“abstract” space: that of a brilliant and joyful Mitteleuropean comedy, as a refuge from the brutal sounds of 
the regime and the World War. 

  



 
 

  

BIOS 

 

Giulia Accornero is a PhD student in Music Theory at Harvard University. She holds a BA in Economics 
(2010), and a bachelor’s and master's degree in Musicology (2016). Her dissertation concentrates on 
notational reforms with a particular focus on the Middle Ages and New Music. Her writings have been 
published by ETS and Edizioni del Teatro alla Scala. In 2014 she founded Sound of Wander, an association for 
the promotion of contemporary music based in Milan, and continues to organize masterclasses in 
collaboration with them. 

 

A film scholar and a film musicologist, Emilio Audissino (University of Southampton) holds one PhD in 
History of Visual and Performing Arts from the University of Pisa, Italy, and one PhD in Film Studies from the 
University of Southampton, UK. He specializes in Hollywood and Italian cinema, and his interests are film 
analysis, screenwriting, film style and technique, comedy, horror, and film sound and music. He has published 
journal articles, book chapters, and encyclopedia entries on the history and analysis of films from the silent era 
to contemporary cinema. He has taught film history, technique and theory at the Universities of Genoa, 
Southampton, West London, and UNINT Rome. He is the author of the monograph John Williams's Film Music: 
“Jaws”, “Star Wars”, “Raiders of the Lost Ark” and the Return of the Classical Hollywood Music Style (University 
of Wisconsin Press, 2014), the first book-length study in English on the composer, and the editor of the 
collection of essays John Williams. Music for Films, Television and the Concert Stage (Brepols, 2018). His book 
Film/Music Analysis. A Film Studies Approach (Palgrave Macmillan, 2017) concerns a method to analyze music in 
films that blends neoformalism and Gestalt psychology.  

 

Luca Bandirali is an Adjunct Professor of Film and Television in the Department of Cultural Heritage at 
University of Salento. He holds a National Scientific Qualification as Associate Professor in Film Studies. He is 
member of the Study and Research Center in Film and Audiovisuals of Apulia Film Commission and of the 
Interdepartmental Research Center in Digital Humanities of University of Salento. He is member of the 
editorial staffs of Segnocinema and H-ermes Journal of Communication. He published in peer reviewed journals 
such as L’avventura, Cinergie, Comunicazioni sociali, Fata Morgana, Imago, Mediascapes. He is author of Mario 
Nascimbene. Compositore per il cinema (2005) and co-author of Nell’occhio nel cielo. Teoria e storia del cinema di 
fantascienza (2008), Il sistema sceneggiatura. Scrivere e descrivere i film (2009), Filosofia delle serie TV. Dalla 
scena del crimine al trono di spade (2013). 

 

Taruna Bansal has a diverse work experience spanning urban geography, regional development, social and 
cultural geography. An alumnus from Jawaharlal Nehru University, she completed her doctoral studies from 
the Centre for the Study of Regional Development, Jawaharlal Nehru University on. She joined the 
Department of Geography, Faculty of Natural Sciences, Jamia Millia Islamia, New Delhi as a Lecturer in 2006 
and has been with it ever since in the capacity of Assistant Professor. Her research interests include urban 
studies with emphasis on the ecological and historical perspectives and the role of cities in regional 
development. Her interest also includes studies in social and cultural geography especially in gender studies, 
highlighting the role of women in the society and economy, and ethnomusicology. She has also been working 
on application of various cartographic, remote sensing and GIS techniques. She has published two books and 
number of research papers in national and international journals. 

 

Jacqueline Barrios is a PhD student at UCLA’s Department of English studying London and 19th century 
British/American literature. Specifically, she is interested in representations of scavenging work in 19th century 
London and servants in British novels and their analogies in the contemporary period. Jacqueline is a member 
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of UCLA’s Experimental Critical Theory and Urban Humanities Institute (UHI). She leads with others the UHI 
Alumni Salon, a graduate student group working at the intersection of urban planning, design, and the 
humanities. Her interdisciplinary interests connect her research to her other role as a veteran public school 
teacher of underrepresented youth in South Los Angeles, for whom she directs LitLabs 
(https://litlab.ucsc.edu). She orchestrates guest experts from the humanities, architecture, and the arts to 
imagine new pedagogy for the 21st century urban teen reader of the 19th century novel. Link:  

 

Marco Bellano, PhD, is Adjunct Professor in History of Animation at the University of Padua, Italy. He 
formerly taught History of Italian Cinema at the Boston University Study Abroad Padua Program. He is also a 
musician: he graduated in Piano and Conducting from the Conservatory of Vicenza, and he taught History of 
Popular Music at the Conservatory of Ferrara. He was guest professor in Film Music at the University of 
Salamanca, Spain, several times. In 2014, the SAS-Society for Animation Studies assigned him the Norman 
McLaren-Evelyn Lambart Award for the Best Scholarly Article 2010-11 (published in Animation Journal 18, 2010); 
the SAS also co-funded his conference “Il cinema d’animazione e l’Italia” (Padua, 2014). He was chair of the 
29th SAS Annual Conference “And Yet It Moves!” (Padua, July 3-7, 2017). His articles and essays have been 
published in Italy, Europe and USA. He participated in international conferences in Oxford, Canterbury, Berlin, 
Heidelberg, Madrid and other academic venues; he has recently been invited to speak at the 3rd Annual 
Animation Studies Conference in ChengDu (November 2018, China). He is currently writing, for CRC Press, the 
monograph Václav Trojan: Music Composition in Czech Animated Films. 

 

Elena Biserna is a researcher and occasional curator. Her interests are focused on listening and on 
contextual, time-based art practices in relationship with urban dynamics, socio-cultural processes and the 
everyday sphere. Her current research project explores the relationships between walking, listening and 
sound-making since the 1960s. She has taught at the Aix-Marseille University, at ESAAix—École Supérieure 
d’Art d’Aix-en-Provence and at the Academy of Fine Arts of Bologna. She gave talks at different institutions 
such as, recently, MAR-Museo d’Arte della citt{ di Ravenna; INHA-Institute d’histoire de l’art, Paris; University 
of Lisbon; MACRO Testaccio, Rome; De Montfort University, Leicester; Gaîté Lyrique, Palais de Tokyo, EHESS, 
Paris. Her articles and interviews have appeared in several international publications (Les Presses du Réel, 
Mimesis, Le Mot et le Reste, Errant Bodies, Amsterdam University Press, etc.). As a curator, she worked with 
several organizations such as Locus Sonus (Aix-en-Provence), Sant’Andrea degli Amplificatori (Bologna), Cona 
Zavod (Ljubljana), Xing (Bologna), Saout Radio, Sound Threshold (London). Among her recent projects: Mobile 
Audio Fest (Locus Sonus, Aix-en-Provence-Marseille 2015, co-curated with Peter Sinclair) and the ongoing 
Walking from Scores. Among her recent publications: “‘Step by Step’. Reading and Re-writing Urban Space 
Through the Footstep,” The Journal of Sonic Studies 16 (2018); “SoundBorderscapes. Vers une écoute critique 
de la frontière”, antiAtlas Journal 2 (2017); “Mediated Listening Paths: Breaking the Auditory Bubble”, Audio 
Mobility, Wi: Journal of Mobile Media 9.2 (2015). 

 

Gianmario Borio is Professor of Musicology at the University of Pavia and Director of the Institute of Music 
at the Fondazione Giorgio Cini, Venice. In 1999 he was awarded the Dent Medal by the Royal Musical 
Association. In 2013, he was Distinguished Visiting Professor at The Italian Academy for Advanced Studies in 
America. His publications deal with several aspects of the music of the twentieth century (theory and 
aesthetics, political background, the audiovisual experience), with the history of musical concepts and the 
theory of musical form. 

 

Alessandro Bratus received his PhD in Musicology in 2009 from the University of Pavia, where he is 
currently a Senior Lecturer in popular music. He received research grants from the European Network for 
Musicological Research (London), Fondazione Cariplo (post-doc training in DH) and Pavia/Boston Exchange 
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Program (Tufts University). He published in peer-reviewed journals on a number of topics (Twentieth-century 
Music, IASPM@Journal, The Journal of Film Music, Philomusica On-line, Cinema & Cie, Comunicazioni Sociali), as 
well as in edited collection (Made in Italy. Studies in Popular Music, The SIngersongwtiter in Europe). His 
forthconing book on performance, liveness and technological mediation in popular music, is planned to be 
published in Summer 2019. His teaching and research activities focus on analytical approaches to music and 
audiovisual media in Anglo-American and Italian popular culture since the 1960s. 

 

Thomas Burkhalter is an ethnomusicologist, music journalist and cultural producer from Bern (Switzerland). 
He is the founder and director of Norient – Network for Local and Global Sounds and Media Culture 
(norient.com). His main projects in 2018 include the AV/theatre/dance performance Clash of Gods, the 
documentary film Contradict, a concert series at Schauspielhaus Zürich, and the re-launch of Norient. Burkhalter 
published the book Local Music Scenes and Globalization: Transnational Platforms in Beirut (Routledge), and co-
edited the books The Arab Avant Garde: Musical Innovation in the Middle East (Wesleyan University Press), 
Seismographic Sounds – Visions of a New World (Norient Books) and Out of the Absurdity of Life – Global Music 
(Norient/Traversion). He runs the research project “Glokale Sounds – Wie Tracks Referenzen auf Orte 
verarbeiten und neu kodieren” (2016-2019) at Bern University of the Arts, funded by the Swiss Science 
Foundation (SNF). He taught at Universities in Berlin (Humboldt), Oldenburg, Paderborn, Karlsruhe, Basel and 
Bern. As a cultural producer he works transdisciplinary: e.g. the audio-visual performances Clash of Gods (2018), 
Sonic Traces: From the Arab World, Sonic Traces: From Switzerland; the exhibition Seismographic Sounds – Visions 
of a New World (e.g. ZKM Karlsruhe, CTM Berlin, Base Milano, 2015-2017); the documentary films Contradict 
(2018), Ghana is the Future (2014), and Buy More Incense – British-Asian Musicians in the UK (2000).  

 

Sonia Campanini is Assistant Professor for film culture at Goethe-Universität Frankfurt am Main, where she 
is responsible for the master program Filmkultur: Archivierung, Programmierung, Presentation. She co-edited 
L’archivio/The Archive (2012) and is currently revising her monograph Film Sound in Preservation and 
Presentation for publication. She published on subjects related to film sound, film archiving and curating, 
German cinema, and audiovisual technologies in self-driving cars. Her recent publications include the chapter 
“Understanding Early Film Sound: The Biophon Sound-on-Disc System” in Exposing the Film Apparatus: The 
Film Archive as a Research Laboratory (ed. Giovanna Fossati and Anne van den Oever). 

 

Alessandro Cecchi is Lecturer in Musicology and Music History at the University of Pisa. His research 
interests include music theory, musical aesthetics, the symphonies of Bruckner and Mahler, the history of film 
music in Italy, the circulation of musical performance through media. Concerning music and media, his 
publications include articles on Italian industrial film (Music, Sound, and the Moving Image 8/2, 2014), Angelo 
Francesco Lavagnino’s film scores (Musica/Tecnologia 8-9, 2015), and the industrial soundscape in Italian fiction 
films of the 1960s (The Journal of Film Music, forthcoming in 2019), and a book chapter on Arturo Benedetti 
Michelangeli’s musical performance through media (Pavia University Press, 2016). He is guest co-editor of 
“Film Music Histories and Ethnographies: New Perspectives on Italian Cinema in the Long 1960s”, special 
double issue of The Journal of Film Music, and co-editor of Investigating Musical Performance: Theoretical 
Models and Intersections (Routledge), both forthcoming in 2019. 

 

Maurizio Corbella is Senior Lecturer in Musicology and History of Music at the University of Milan. He co-chairs 
the “Sound and Music in Media” workgroup of the European Network for Cinema and Media Studies (NECS). His 
chief interests and publications focus on music and sound in audiovisual media, popular music and cultural 
musicology. He has published articles on Italian film music, electroacoustic music in film, and the music biopic in 
international peer-reviewed journals (Music and the Moving Image, Cinéma&Cie, Cinémas, IASPM@Journal) and 
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essays collections (Leuven University Press, Routledge). He co-edited the special double issue “Music, Sound and 
Production Process in Italian Cinema (1950–75)” for the journal Musica/Tecnologia (2015), and the special double 
issue “Film Music Histories and Ethnographies: New Perspectives on Italian Cinema of the Long 1960s” for The 
Journal of Film Music (in press). He is the English translator of Ennio Morricone: In His Own Words (Oxford 
University Press, 2019). 

 

Marco Cosci gained his PhD in Musicology (2015) at the University of Pavia, where he is currently Research 
Fellow at the Department of Musicology and Cultural Heritage. In 2015 he was Postdoctoral Fellow at the 
Institute of Music of the Giorgio Cini Foundation (Venice) and in 2014 he was a visiting scholar at Tufts 
University, Boston (MA). His research interests cover Italian popular music, music theatre and film music, with 
a particular interest in the relationship between modernism and post-war European cinema. He published 
articles in journals such as Music/Technology, Cinema e Storia, L’avventura. International Journal of Italian Film 
and Media Landscape, Archival Notes. He is currently preparing a volume (Brepols) on the compositional 
process of Egisto Macchi’s score for film The Assassination of Trotsky by Joseph Losey. 

 

Bianca De Mario is a musicologist with research interests in operatic performance, opera and mediatization 
and in comparative approaches to music history. She is a graduate of the University of Milan (BA, MA in 
Musicology) and the University of Siena (PhD in Comparative Literature). She was Visiting Scholar at the 
Oberlin Conservatory (OH, USA) in 2010, where she was Italian Teaching Assistant. She is currently a 
postdoctoral researcher at the University of Milan, where she is working on a project about opera on video. 
She has published articles and reviews about castratos, staging 18th-century opera, contemporary operatic 
performance, opera and film music. 

 

Miriam De Rosa is a researcher interested in moving images and screen media. She worked at various 
international HE institutions in Europe and is now based at Coventry University (UK), where she is Research 
Fellow at the Centre for Postdigital Cultures. Her work as a scholar and independent curator focuses on 
experimental cinema, film theory and philosophy, as well as on screen media arts. Among her most recent 
publications are A poetics of care (2017), on Gianikian and Ricci Lucchi’s cinema, and Digital Premonitions 
(2017), on desktop cinema. 

 

James Deaville (School for Studies in Art & Culture: Music, Carleton University) has published in the Journal 
of the American Musicological Society, Journal of the Society for American Music, American Music, Journal of 
Musicological Research, and Music and Politics, and has contributed to books published by Oxford, Cambridge, 
and Routledge, among others. He edited Music in Television: Channels of Listening (Routledge, 2011) and co-
edited Music and the Broadcast Experience with Christina Baade (Oxford, 2016). He is currently co-editing the 
Oxford Handbook of Music and Advertising, and is working on a monograph about music in cinematic trailers. 

 

Henriette Engelke (1985) studied Singing in Cottbus as well as Musicology in Vienna. Her master’s thesis 
(2016) deals with the Jewish composer Joseph Beer (1908–1987). Between 2012 and 2016, she worked as a 
student assistant and independent contractor at the University of Music and Performing Arts Vienna and the 
University of Vienna, Department of Musicology, e.g. in the FWF (Austrian Science Fund) projects “A. W. 
Ambros in Vienna: Essays and Reviews in Music” (Markéta Štědronsk|) and “Musical Modernism and German 
Cinema (1913–1933)” (Francesco Finocchiaro). Since 2016, she has been research assistant in the FWF project 
“Film Music as a Problem in German Print Journalism (1907–1930)” (Francesco Finocchiaro). In her doctoral 
thesis “Film Adaptations of Operas and the Problem of Remediation” (supervisor: Michele Calella), she is 
investigating the journalistic discourse and artistic solutions, focusing on the first half of the 20th century. 
Henriette Engelke is fellow of the Vienna Doctoral Academy Theory and Methodology in the Humanities. 



 
 

  

Serena Ferrando is assistant professor of Italian Studies at Colby College. She holds a Ph.D. in Italian 
Studies from Stanford University and a Graduate Certificate in Digital Humanities from the University of 
Victoria, Canada as well as an MA in Comparative Literature and an MA in American Studies from the 
University of Texas at Austin. Her current book/research project is an eco-digital study of the element of water 
in contemporary Milanese poetry. She has created and curates two digital humanities projects: The Navigli 
Project, a thick geo-temporal narrative composed of multiple layers of history, politics, literature, architecture, 
sound, visual arts, and geography that displays all the different factors that throughout the centuries have 
shaped the cityscape of Milan; and Noisemakers!, an in-progress multimedia project on noise that utilizes 2D 
and 3D sound mapping to create a multisensory experience of the territory involving hearing and touch in 
addition to sight. Rooted in Ableton Live, Max MSP, and FlatFab, it allows users to interact with and remix 
recorded urban noise/sounds on several analog-digital geographical maps. 

 

Katarzyna Figat (1990) is film sound engineer and passionate film expert. She graduated with honors from 
the Sound Engineering Department at the Fryderyk Chopin University of Music in Warsaw and from the 
Faculty of Philology at the University of Łódź (Master of Arts in Film Studies), where in 2015 she took up PhD 
Studies of Language, Literature and Culture. She is engaged in intense academic activity, lecturing (Fryderyk 
Chopin University of Music, University of Łódź, Adam Mickiewicz University in Poznań), taking part in the 
conferences and academic projects, as well as publishing. She works as a music supervisor and sound editor 
for feature films, documentaries and TV series. More at: http://filmpolski.pl/fp/index.php?osoba=1166011  

 

Francesco Finocchiaro studied Oboe at Catania Conservatory and Musicology (Ph.D.) at the University of 
Bologna. His research interests focus on the points of connection between composition, theory, and 
aesthetics in twentieth-century music. He has dedicated his studies to the Second Viennese School and has 
released the Italian edition of Arnold Schönberg’s theoretical work The Musical Idea (Rome: Astrolabio-
Ubaldini, 2011). He has also published extensively on film music, with a special focus on the relationship 
between musical modernism and German cinema (Lucca: LIM, 2017, and Basingstoke: Palgrave Macmillan, 
2017). He has taught at the Universities of Bologna, Milan, Florence and at Ferrara Conservatory, as well as at 
the University of Vienna. Currently he is leading the FWF Research Project “Film Music as a Problem in German 
Print Journalism (1907–1930)” at the University of Vienna’s Department of Musicology. 

 

Franco Fraccastoro graduated in Classical guitar and Musicology at the University of Bologna (Art Music 
Performance Department). He attended the Post-graduate course Manager On-line Training (and Learning) at 
the University of Florence. He completed the Master in Sound Engineering at the University of Rome’s Faculty of 
Electrical Engineering. He completed the courses in Audio Post Production for Film and TV at Berklee University 
of Boston and Sound Design and Music for Immersive Media at the Columbia College of Chicago, School of 
Media Arts. He was Project Manager of the Regional Informatics and Telematics (Abruzzo region, Department of 
Culture). He wrote and translated several books concerning the areas of music technologies, audio 360 and 
electric guitar. Today he regularly holds seminars and lectures on music production, notation software, 
immersive sound for VR/AR, game and post in many Universities and Education Center all over the Europe. He 
teaches in many institutions like VHEIT University, Department of Digital Arts, Animation and Videogames, Tor 
Vergata University of Rome, Civica Scuola di Musica Claudio Abbado Milan, Nut Academy Naples. 

 

Maria Fuchs studied Musicology, Comparative literature and Gender studies at the University of Vienna and 
Freie Universität Berlin. She is a lecturer at the University of Music and Performing Arts in Vienna. Her research 
interests focus on film music of the Weimar Republic, popular culture and music as well as music aesthetics. 
She is the author of Stummfilmmusik: Theorie und Praxis im “Allgemeinen Handbuch der Film-Musik” (1927), 

http://filmpolski.pl/fp/index.php?osoba=1166011
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which was published at Schüren in Marburg in 2017. Writing this book, she was a scholarship holder from the 
University of Vienna as well as from the German Academic Exchange Service (DAAD). She has been presenting 
at international conferences (MaMI) and publishes on international level on film music (Palgrave, Routledge, 
University of Illinois Press). 

 

Alison Furlong graduated with a Ph.D. from the Ethnomusicology program of the Ohio State University 
School of Music in 2015, with interdisciplinary specializations in Folklore and Film Studies. Her dissertation 
dealt with churches as alternative spaces of music-making in the former East Germany. She has since 
published an article on the East German blues-masses for Colloquia Germanica, and presented her scholarship 
at meetings of the American Folklore Society, German Studies Association, American Musicological Society, 
and Society for Ethnomusicology. Her current research project deals with the interplay of sound and public 
culture in areas of urban gentrification in the former East Germany. She is currently an affiliated scholar with 
the Kenyon College, Department of Anthropology.  

 

Michela Garda has a philosophical and musicological background. She teaches Musical Aesthetics and 
Sociology of Music at the Department of Musicology and Cultural Heritage, University of Pavia. In 2006 she 
was Visiting Fellow at Princeton University and gave lectures in Kofu, Bern, Zürich, Strasbourg, Chicago and 
Tel Aviv. She is the author of two books: Musica sublime. Metamorfosi di un’idea nel Settecento musicale (1995) 
and L’estetica musicale del Novecento. Tendenze e problemi (2007). Among her recent publications, she co-
edited Registrare la performance. Testi, modelli, simulacri tra memoria e immaginazione with Eleonora Rocconi 
(Pavia University Press, 2016). 

 

Liz Greene is Senior Lecturer in filmmaking at Liverpool John Moores University. Her research interests are 
in film sound, the audiovisual essay, and documentary film. She has published articles in a number of journals 
and edited collections and is the co-editor of The Palgrave Handbook of Sound Design and Music in Screen 
Media: Integrated Soundtracks (2016). She continues to work in the film and television industry, primarily as a 
location sound recordist. She is also currently directing a documentary film on the importance and significance 
of eyebrows in Liverpool. 

 

Florian Guilloux studied at the National Conservatory of Music of Paris where he was awarded prizes in 
harmony, counterpoint, 20th-century music writing and orchestration. He teaches musicology at Sorbonne 
University and devotes his research to music and sound in movies. Co-organizer of study days on film music 
analysis, creator of videos for Ciclic, a regional center for image education, he defended in 2010 a master’s 
thesis dedicated to the study of a song and its ramifications in a Disney animated feature film: “Part of Your 
World” in The Little Mermaid (1989). His last articles, about the music of two science-fiction anime series, UFO 
Robot Grendizer (1975-77) and Neon Genesis Evangelion (1995-96), are soon to be published. Marco Pellitteri 
has contacted him for a book project on music and sound design in Japanese animation. 

 

Armando Ianniello graduated with a master thesis on Nino Rota’s Music for Luchino Visconti’s Leopard. He 
is currently a PhD student in “History of art, cinema, audiovisual media and music” at the University of Udine 
with project on the opera Napoli milionaria (music by Nino Rota, libretto by Eduardo De Filippo). He conducted 
research at the Fondazione Giorgio Cini Venice on Nino Rota’s manuscripts and presented at international 
conferences (Lovere, Venice, Barcelona) and at the Annual Musicology Conference organized by Società 
Italiana di Musicologia (Lucca 2017). In May 2015 he attended the presentation of the Cubase 8.5 software by 
Franco Fraccastoro, manager of the Steinberg center. In June 2015 he met the Italian manager of Finale 2014, 



 
 

  

Beppe Bornaghi, and attended his seminar at the Department of Musicology and Cultural Heritage, and 
subsequently the Finale 2014 workshop in Lucca (March 2016). He collaborates with Copy Music of Lorenzo 
Frass{ on the transcription for accordion of Paganini’s Caprices (Berben publishing house).  

 

Leo Izzo gained his PhD in Musicology in 2007 at the University of Bologna. His research area covers several 
aspects of twentieth-century music: the relation between jazz and contemporary music, the study of musical 
sources, the presence of jazz in film soundtracks. During his Master Thesis he studied the music of Jelly Roll 
Morton in the archives of New Orleans and Chicago. During his Ph.D. he studied the soundtracks composed by 
Bruno Maderna for radioplays and movies, with a grant from Paul Sacher Stiftung (Basel). He has taught 
history of jazz at the University of Bologna and at the Conservatory of Ferrara, and contributed articles and 
chapters for Il Saggiatore musicale and edited collections. Currently he is working on the genesis of Edgard 
Varèse’s Poème Electronique at Paul Sacher Stiftung. He works as music educator in secondary school and 
promotes an innovative teaching method through the use of technology.  

 

Konrad Klejsa received his PhD in Film Studies in 2005 at University of Łódź. In 2007-2009 he has been 
Visiting Professor at University of Tübingen. Currently he is adjunct professor at Department of Film History at 
University of Łódź. His research interests focus on the history of post-1945 Polish cinema, audience studies 
and German-Polish film cooperations. His publications include Deutschland und Polen: filmische Grenzen und 
Nachbarschaften (ed. with Schamma Schahadat, 2011) and Od edukacji filmowej do edukacji audiowizualnej – 
teorie i praktyki (ed. with Ewa Ciszewska, 2016). He is currently working on the project on film distribution in 
People’s Republic of Poland. 

 

Meri Kytö (http://merikyto.net ) is a Post-doctoral Researcher in Music studies at the University of 
Tampere, and docent of Cultural study of sound at the University of Eastern Finland. She is interested in 
articulations of private and common acoustic spaces in urban environments. Her previous works have been on 
sonic domestication and articulations of acoustic privacy, soundscapes of political protest, busking, football 
fans and public libraries as well as cultural intimacy in sound design of Yeşilçam films and sonic representation 
of Istanbul in Turkish cinema. Currently she’s writing on sensory agency and technology. She is the chair of the 
Finnish Society for Acoustic Ecology, on the editorial board of Soundscape: The Journal of Acoustic Ecology, and 
has edited five books on soundscape research. 

 

Dario Llinares is Principal Lecturer in Contemporary Screen Media at the University of Brighton. He has 
published work on a range of topics including the astronaut in American culture, British prison film, cinema as 
time machine, the cinematic experience in the digital age. His research into podcasting emerged through his 
role as co-founder and co-host of the Cinematologists’ podcasts. He is the co-editor of the recently published 
Podcasting: New Aural Cultures and Digital Media (Palgrave Macmillan). 

 

Rupert Loydell is Senior Lecturer in the School of Writing and Journalism at Falmouth University, the editor 
of Stride magazine, and contributing editor to international Times. He is a widely published poet whose most 
recent poetry books are Dear Mary (Shearsman, 2017) and The Co-ordinates of Doubt, a collaboration with 
Daniel Y. Harris (Knives Forks and Spoons Press, 2017). He has also edited anthologies for Salt, Shearsman and 
KFS, and published in academic journals such as Punk & Post-Punk, New Writing, Journal of Writing in Creative 
Practice, Revenant, The Journal of Visual Art Practice, Text, Musicology Research. He contributed a co-authored 
chapter to Brian Eno. Oblique Music (Bloomsbury, 2016).  

 

http://merikyto.net/
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Kingsley Marshall is Head of Film in the School of Film & Television at Falmouth University, specializing in 
sound design, filmmaking practice and philosophical approaches to film. His academic research is primarily 
orientated around the use of sound in film, and the cinematic representation of the real, including historical 
figures and events. He has contributed to two books that consider the representation of US Presidents in 
cinema, both published by Palgrave Macmillan, and written on the use of sound in representations of conflict, 
with a paper focused on The Hurt Locker appearing in Kathryn Bigelow: Interviews (University of Mississippi 
Press, 2014). With Rupert Loydell, he has delivered papers on sound design, music and filmmaking practice in 
London and New York, publishing in The Journal of Visual Art Practice, Musicology Research, Brian Eno. Oblique 
Music (Bloomsbury, 2016) and Critical Approaches to Twin Peaks, due for publication in 2018.  

 

Dieter Merlin holds an international PhD degree in Film Studies (Poitiers/Kiel 2012). Actually he teaches German 
and Philosophy in a Berlin secondary school. He is also responsible for the teacher-training in the Department of 
Literature at Free University of Berlin. Several publications on film theory and integrative film didactics. 

 

Ceren Mert is a part-time lecturer at the Faculty of Social Sciences at Özyeğin University in Istanbul, Turkey. 
Having completed her undergraduate and master’s degrees in the Sociology department of Middle East 
Technical University, Ankara, Turkey, she has gained her PhD in the field of Sociology from Mimar Sinan Fine 
Arts University, Istanbul. Ceren Mert works on interdisciplinary fields, which crosscuts the fields of popular 
music and culture, cultural sociology and geography, as well as media studies. Her latest essay titled “Global 
Cities and Organized Crimes: The Representative Urban Landscape of Gotham in Gotham” has been accepted 
for publication in The Journal of Popular Culture and her chapter “Istanbul’s Sounds and its Creative Hubs: 
Creative Actors Articulating the City into Transnational Networks through Music” will be published in the book 
Creative Hubs in Question, edited by R. Gill, A. C. Pratt and T. E. Virani. 

 

Elena Mosconi is Associate Professor of Film History at the University of Pavia. Her approach refers mainly 
to cultural history and historiography. She has worked on early and silent film and its culture, drawing 
particular attention to Italian cinema. Her research also addresses the relationship between cinema and music, 
particularly at the intermedial and intertextual level. Recently she has written: L’impressione del film (Milan: 
Vita e Pensiero, 2006), Un cinema “domestico” (Milan: EDUCatt, 2018). She has edited Nero su bianco. La Rivista 
del cinematografo nella storia del cinema italiano (Rome: Fondazione Ente dello Spettacolo, 2018); Davanti allo 
schermo. I cattolici tra cinema e media, cultura e società (1940-1970), Schermi. Storie e culture del cinema e dei 
media in Italia (II/3, 2018), and co-edited “Cinema e sonoro in Italia (1945-1970)”, Comunicazioni Sociali (2011, 
with Massimo Locatelli); “Il muto melomane. Cinema e canzone 1895-1927”, Immagine. Note di storia del 
cinema (XIV, 2016, with Serena Facci), Storia della comunicazione e dello spettacolo in Italia. I media alla sfida 
della modernità (1900-1944), vol. 1 (Milan: Vita e Pensiero, 2018, with Claudio Bernardi. She is also a contributor 
to Italian and International reviews. 

 

Dominique Nasta is Full Professor of Film Studies and Head of the Information and Communication 
Department at the Université Libre de Bruxelles. She was Visiting Professor at the Université de Montréal (2013) 
and Université de Strasbourg (2015). She is the author of Contemporary Romanian Cinema: The History of an 
Unexpected Miracle (2013) and Meaning in Film: Relevant Structures in Soundtrack and Narrative (1992). She has 
co-edited Revisiting Film Melodrama (2014) and New Perspectives in Sound Studies (2004). She has published 
widely on the aesthetics of silent melodramas, emotions and music in films, East-European cinemas, the films of 
Michelangelo Antonioni. She is the editor of Rethinking Cinema, a bilingual series published by Peter Lang. She 
co-edited with Sophie Dufays and Marie Cadalanu the proceedings of the international conference “La chanson 
dans les cinémas d’Europe et d’Amérique Latine 1960-2010”, held in Brussels, to be published in January 2019. 



 
 

  

John O’Flynn is Associate Professor of Music at Dublin City University. His publications include The Irishness 
of Irish Music (Asghate, 2009), the co-edited volume Music and Identity in Ireland and Beyond (Routledge, 2014) 
and numerous journal articles, book chapters and encyclopaedia entries on a range of subjects including film 
music, popular music, music and social media, and music in higher education. In 2015-16 he was Principal 
Investigator for the project Mapping Popular Music in Dublin, and he is currently completing a monograph on 
the theme of music, the moving image, and Ireland. His most recent publications include ‘Alex North’s Adapted 
Score for The Dead (John Huston, 1987)’ in American Music, 36/2 (2018) and the chapter ‘The Sounds of the 
Suburbs? Experiences and Imaginings of Popular Music in Dublin’ in E. Smith and S. Workman (eds.), Imagining 
Irish Suburbia (Palgrave Macmillan, 2018). 

 

Costantino Oliva is an Assistant Lecturer at the Institute of Digital Games, University of Malta, where he 
teaches digital game analysis and design. His research interests include musicology of digital games, 
soundscape studies, and media studies, with a focus on the musical performances of digital game players. He 
has published about these subjects in conferences such as “Philosophy of Computer Games”, 
“Ludomusicology”, “Replaying Japan”, and the Society for Cinema & Media Studies Conference. 

 

Marta Perrotta (PhD) is Associate Professor at Roma Tre University, Italy, where she teaches Digital media, 
Radio production and Television, Formats and Storytelling. Her main research interests include comparative 
television studies, radio and sound studies, the issue of gender in broadcasting histories and production 
cultures, hybridization of factual and fictional genres. She is author of three manuscripts - Fare radio (2017), Il 
format televisivo (2007) and L’ABC del fare radio (2003) - and co-editor of Factual, Reality, Makeover (2013), with 
Veronica Innocenti. Her articles and papers appear in journals like Media Culture and Society, The Radio Journal, 
Problemi dell'informazione, International Journal of Cultural Studies, Imago. She has been working as writer, 
editor and author with radio and TV production companies and broadcasters. She is the programming director 
of the college radio station Roma Tre Radio. 

 

Massimo Privitera (1956) is Full Professor at the University of Palermo. His research is chiefly focused on 
the sixteenth- to seventeenth-century madrigal. He has edited Frescobaldi’s madrigals (with Lorenzo 
Bianconi), Orazio Vecchi’s six-voice canzonette (with Rossana Dalmonte), and the madrigals of Achille 
Falcone. He has published articles on Marenzio, Monteverdi, and Vecchi, and a monograph on Arcangelo 
Corelli. He also works on music and dance on seventeenth-century Italy, music and visual arts, the café-
concert, the Neapolitan song, and the musical on the cinema screen. He is a vocalist and choir-director. 

 

Pankaj Rawat is currently pursuing his PhD on “Geography of Traditional Music: Ethnomusicology and 
prospects in India” from the Department of Geography, Jamia Millia Islamia, New Delhi, India. He has been 
awarded a Junior Research Fellowship from the University Grants Commission, India to pursue his research. 
He is the winner of the Mapping Contest (December 2017) conducted by the American Geographical Society. 

 

Yiorgis Sakellariou is a composer of experimental and electroacoustic music. Since 2003, he has been 
active internationally being responsible for solo and collaboration albums, having composed music for short 
films and theatrical performances, leading workshops and ceaselessly performing his music around the globe. 
His practice focuses on the communal experience of listening and the communication between composer, 
audiences, performance spaces and the rest of the physical and supernatural world. He only performs in 
absolute darkness, fostering an all-inclusive and profoundly submerging sonic experience. He completed his 
PhD at Coventry University (April 2018). His research drew inspiration from ethnomusicological and 
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anthropological contexts and explored the sonic symbolism and socio-aesthetic settings in ecstatic religious 
rituals in relation to field recording, electroacoustic composition and acousmatic performance. Yiorgis 
Sakellariou is a member of the Athenian Contemporary Music Research Centre and the Hellenic 
Electroacoustic Music Composers Association. Since 2004 he has curated the label Echomusic. 

 

Costanza Salvi has a degree in DAMS and a MA in Visual Arts, Performance, and Media Studies from 
Bologna University. Her dissertation dealt with the populist cinema and culture of the Great Depression 
pinpointing the works of John Ford, Frank Capra, and Will Rogers. Her research focuses on relation between 
classical Hollywood and American roots in the light of postmodernist ideas on race and gender. Her work has 
appeared on academic journals as Fata Morgana, Griselda, InMedia. She was part of the organizing committee 
of the last SERCIA conference held at the University of Bologna. She is a member of the French society SERCIA 
(Société d’Etudes et de Recherche sur le Cinéma Anglophone). 

 

Lola San Martín Arbide is currently a Marie Curie postdoctoral fellow at the Centre de Recherche sur les 
Arts et le Langage of the École des hautes études en sciences sociales (EHESS) in Paris. She holds a PhD from 
the University of Salamanca in Spain (2013) and has been a Junior Research Fellow at Wolfson College 
(University of Oxford) between 2015 and 2018. With a background in musicology, her work has dealt with the 
history of ambient music in the twentieth century, musical experimentation within the Situationist 
International, the relationship between visual arts and music, sound ecology and sound maps. Her current 
book project, entitled Aural Paris, investigates the assimilation of the French soundscape into the arts during 
the French Third Republic. Forthcoming works include book chapters about Bizet’s Carmen, Debussy and 
exoticism, Spanish sound maps, and an article about the sentimental cartography in the popular songs written 
by Pierre Mac Orlan.  

 

Valerio Sbravatti holds a PhD in Music and performing arts at Sapienza University, Rome, where he is 
Honorary Fellow in film studies. His main research interests are film sound and film music, on which he 
published some peer-reviewed articles and a book (Allegro non troppo. Vedere la musica e ascoltare i disegni, 
Rome: Il Glifo, 2015). He collaborates with the Italian film criticism magazine Segnocinema, and is an amateur 
saxophonist, director of the wind band “Amilcare Ponchielli” in Latina, and sound mixer (e.g., Gemma di 
maggio, 2015). He is currently working on a book about cinematic sound space cognition. 

 

Sebastian Schwesinger is Research Assistant at the Institute of Cultural History & Theory at Humboldt-
Universität zu Berlin, and coordinator of the project “Analog Storage Media. Auralisation of Archaeological 
Spaces” at the Image Knowledge Gestaltung, Cluster of Excellence at Humboldt-Universität zu Berlin. He is 
currently preparing his PhD thesis on the media and cultural history of virtual Acoustics. His research interests 
include models of sonic thinking and reasoning, and the interplay of sonic materiality and infrastructure 
design. In collaboration with the Sound Studies Lab he organizes the public lecture series and the Berlin sound 
research colloquium “KlangDenken/sonic thinking” (together with Felix Gerloff). He is part of the 
gamelab.berlin.  

 

Renata Scognamiglio gained her diploma in opera singing at the Conservatorio “Fausto Torrefranca” of 
Vibo Valentia (2004) and her PhD in “Music and Performing Arts” at the Sapienza University, Rome (2017), 
with a thesis on Hermann Schmitz’s philosophy of the living body and its theoretical relevance in film music 
studies. Her main research interests are a) musicology, history and analysis of film music, musical dramaturgy 
in cinema, musical biopics, opera on film; b) the philosophy of the living body in New Phenomenology 



 
 

  

(Schmitz, Böhme, Griffero); c) musical theatre, notably of the twentieth century. In 2013 she was awarded a 
two-month grant from Paul Sacher Stiftung for a research project on Luciano Berio’s musical theatre. Since 
2017 she teaches Film Music History and Analysis at the Civica Scuola di Musica “Claudio Abbado” in Milan. She 
is currently a board member of “Sensibilia. Colloquium on Perception and Experience” and “Atmospheric 
Spaces” (director: Tonino Griffero). Her recent publications include: the encyclopedia entry “Musica e 
cinema” (Enciclopedia Italiana Treccani, 2015), the book chapter “Sulle tracce di ‘un altro teatro’. Un re in 
ascolto di Luciano Berio. Introduzione critica e documentaria” in Le théâtre musical de Luciano Berio, ed. by 
Giordano Ferrari (L’Harmattan, 2016), and the book chapter “Maria nelle Immagini. Presenze callasiane nel 
cinema”, in Mille e una Callas. Voci e studi, ed. by Luca Aversano and Jacopo Pellegrini (Quodlibet Studio, 2016). 
Since 2010 she collaborates with RAI Radio3 as an author and host of musical and cultural radio programs. 

 

Maria Teresa Soldani holds a Ph.D. in History of Art and Performing Arts (Pegaso Program, Universities of 
Florence, Pisa and Siena, Italy). She graduated summa cum laude from the University of Pisa, holding two 
degrees with focus on Music (B.A.), and on Cinema and Multimedia Arts (M.A.). In 2015 she was Visiting 
Research Fellow at McGill University in Montréal, Canada. Her research focuses on American independent 
cinema, film music, underground cultures, indie pop-rock, experimental cinema, and video art. She published 
the monograph Naked City. Features of Identity, Independence, and Research in the Filmography on New York 
City (Quaderni di CinemaSud, 2013), articles and video-essays in journals such as Imaginations, Cinéma&Cie, 
Cinergie, SegnoCinema, and Duellanti. She was invited to teach classes and to address lectures in various 
institutions, among them: the University of Stirling in Scotland, UK, the University of Pisa and the University of 
Cagliari in Italy. She is videomaker and webTV coordinator at Luigi Pecci Center for Contemporary Arts in 
Prato, Italy. She is also composer and musician, in particular for several documentary films of Daniele Segre.  

 

Luca Spiteri Monsigneur is a master student at the Institute of Digital Games, University of Malta. His research 
interests include immersion through sound, acoustic environments in games and audio production techniques. 

 

Megan Steigerwald Ille currently serves as a postdoctoral fellow in Digital cultures in the American Culture 
Studies program at Washington University in St. Louis. Her research considers notions of access and digital 
media in contemporary operatic production in the United States and Canada. Additional research and 
teaching interests include the place of Western art music in community-music making, corporeality and digital 
space, economies of production in new music, and the historical and contemporary role of performance in 
processes of gentrification. She completed her PhD in Historical Musicology with a diploma in 
Ethnomusicology at the Eastman School of Music, University of Rochester in 2018. Her dissertation, “Bringing 
Down the House: Situating and Mediating Opera in the Twenty-First Century”, examined the effects of site-
specific and digital production techniques in contemporary operatic performance. Her research has been 
supported by the American Musicological Society’s Holmes/D’Accone Grant for Travel and Research in the 
History of Opera, and Eastman’s Glenn T. Watkins Traveling Fellowship. Steigerwald Ille has additional 
interests in research-based pedagogical methods and applied instruction, and is the recipient of Eastman’s 
Teaching Assistant Prize (2015-2016). For information about current research, teaching, and upcoming 
publications and presentations see: https://msteigerwaldille.com  

 

Willem Strank, post-doc research fellow and masters coordinator (film & tv studies) at Kiel University, co-
founder of the Kiel Society for Film Music Research, co-editor of the e-journals Kiel Papers on Film Music 
Research and Rock and Pop in the Movies and the annual book series „FilmMusik“. Apart from numerous 
publications in the field of film music research he wrote his dissertation about Twist Endings in films in 2013 
(published in 2014) and is currently working on a book about representations of capital and control in US-
American and Federal German films of the 1980s (and beyond). 
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Joanna Taylor has been Senior Research Associate on the Leverhulme Trust-funded project “Geospatial 
Innovation in the Digital Humanities: A Deep Map of the English Lake District” at Lancaster University. In 
September 2018, she moved to the University of Manchester to take up a Presidential Academic Fellowship in 
Digital Humanities. Her research focuses on literary geographies in the long nineteenth century, with 
particular interests in phenomenological and materialist responses to place, especially the representation of 
sound and walking in personal geographical experiences. Her articles on these subjects are forthcoming in 
journals including Studies in Romanticism, International Journal of Arts and Humanities Computing, and 
International Journal of Geographical Information Science. 

 

Patrizia Vaccari graduated at the “F. A. Bonporti” Conservatory of Trento in 2016 under the guidance of 
Myriam Dal Don. During her studies, she collaborated with many regional orchestras, such as the Haydn 
Orchestra, the Trentino Youth Orchestra, the Camerata musicale città di Arco and supports the masterclasses 
with Dejan Bogdanovich, Oleksandr Semchuck, and Mariana Sirbu. She is the violinist of the Irish band The 
Rumpled. In 2015 they released their first EP, The Rumpled, and in March 2018 their first CD, Ashes & Wishes. In 
August 2017 they won the European Celtic Contest and currently they are on a promotional tour in Italy and 
abroad (Switzerland and France). In July 2016 Patrizia obtained the bachelor degree in Philosophy at the 
University of Trento with a thesis on music and literature. She is currently enrolled in the second year of the 
Master in Musicology at the Department of Musicology and Cultural Heritage of the University of Pavia 
(Cremona). In the academic year 2017/2018 she studied five months as an exchange student at the 
Universidade Nova de Lisboa in Lisbon under the Erasmus study program. She wrote concert hall program for 
Monteverdi Festival: Residenza Cr Barocca (18 May 2018) and Estasi e Furia (25 May 2018). 

 

Gaia Varon is Lecturer in music at the Università Cattolica del Sacro Cuore, Milan, where she also works as 
both author and presenter of music programmes for RAI Radio3, and for television music channels. She has 
published articles and book chapters on symphonic and operatic music on screen, classical music recording 
style and technique, and music in avant-garde short films, and is presently working on a book on Beethoven’s 
Fifth Symphony on screen. Winner of the The International Rotary Club of Parma “Giuseppe Verdi”, she is 
working on a book on the dramatic functions of the instrumental component in Verdi’s operas. 

 

Thomas Van Deursen is writing a thesis at ULB on sound aesthetics applied to filmic adaptations of the 
works of William Shakespeare. He is the author of a 2015 essay entitled “I’m sitting on Top of the World: The 
aesthetic use of audio-visual effects featured” (Home Cinema, No. 5). In 2016, he participated in the 
organization of the international conference “La chanson dans les cinémas d’Europe et d’Amérique Latine 
1960-2010” (Brussels, 2016). At the 2017 Paris conference cycle “L’analyse de la création musicale pour 
l’image”, organized by the Société française d’analyse musicale, he co-authored a presentation (with 
Dominique Nasta) on the use of classical music as emotive function in contemporary films (“Musique 
préexistante, fonction émotive et morcellement intérieur dans quelques films contemporains”). 

 

Electra Venaki holds an M.A in Film and TV Studies and a B.A in Cinema Studies from the University of Paris I 
Panthéon – Sorbonne (1990). She has 20 years of experience in film and digital video editing in Greece. Many of the 
films she collaborated to received awards in Greece and abroad. She is a founder of the platform for Balkan cinema 
altcine (2010) and of the online short film festival altcineAction! (2012). She was General Director of the Greek Film 
Centre (2016-2017). She has been a longtime collaborator of the Laboratory for Environmental Communication and 
Audiovisual Documentation (LECAD), Department of Architecture, University of Thessaly (2008). She has taught 
cinema editing and sound theory and practice in the M.A program of National and Kapodistrian University (Athens) 
“TIC in Education”, and at the School of Film Studies, Faculty of Fine Arts, Aristotle University of Thessaloniki as 



 
 

  

well as in different private colleges and schools. She was a columnist in HiTECH, (1966-2000) a monthly magazine 
based in Athens and has written extended reviews on classic and modern cinema. Her papers have been published 
in collective books and established film journals. 

 

Before joining the University of Portsmouth, Steve Whitford worked for over 25 years as a sound recordist 
in the Film/TV industry, specializing in observational documentaries for international broadcasters. In 2004 he 
won a Royal Television Society Award: Sound - Entertainment, Non-Drama Production. He also published in 
Line Up: The Journal of the Institute of Broadcast Sound (2002, 84: 14-18). He currently teaches Film production 
practice at the University of Portsmouth and has been leading curriculum change to develop a responsive 
focus on greater student employability, including the embedding of professional/industry productions in 
curriculum, the synergy of practical and contextual elements of the curriculum and developing a transnational 
orientation for the course. Forthcoming publications include: “Teaching ‘Otherness’: Reflections on film 
production pedagogy and political agency” (with Y. Friedman-Silver. MeCCSA Annual Conference 2018, 
London); “On the Edge of Practice: reflections on filmmaking pedagogy in the age of Creative Industries” 
(with Y. Friedman-Silver. Cinema Journal, 2018) 

 

Tom Williams is an electroacoustic music composer and principal lecturer in Composition at Coventry 
University. In 2010 his acousmatic piece Can won the Italian music medal ‘Citt{ di Udine’ and Shelter received a 
honourable mention at IMEB, Bourge, 2006. Collaborations include: the dancer Vida Midgelow on two video 
works Voice (a Retracing) and Home (a Replacing); New York cellist Madeleine Shapiro on Dart or cello and 
electronics (available on Albany Records, New York) – the piece was nominated for the British Composer 
Awards 2013; with the American soprano Juliana Janes Yaffé for the song cycle, Meditations on a Landscape; 
with Sarah Watts for Weighed Down by Light for contrabass clarinet (2017/18). Recent performances have 
included ICMC2016 Utrecht; NYCEMF2016/17; Diffrazioni Festival Florence; CMMR Sao Paulo; Sounds Agenda 
2018 Sheffield; Sonorities, Queens University; Sound + Environment, Hull, and MUSLAB in Mexico. 

 

Kenny Wong is a master’s student at UCLA pursuing concurrent degrees in Architecture and Urban and 
Regional Planning. He is a former fellow and ongoing researcher at cityLAB, an architecture and urban 
research think tank within the School of Arts and Architecture. His research investigates the cultural 
production of space through art and design and further explores the intersections of architecture, 
urbanization, and financialized housing in pursuit of spatial justice and equitable community development. 
Kenny is also a member of the Urban Humanities Initiative (UHI) which deploys creative interdisciplinary 
practices in studying the collective object of the city. 

 

Jeff Yunek is an assistant professor of Music theory at Kennesaw State University and former President of 
the South Central Society for Music Theory. He has published on the work of Alexander Scriabin in Music 
Analysis, studied Scriabin’s manuscripts and compositional notebooks at the Glinka museum archives in 
Moscow, and has presented at regional, national, and international conferences for both musicology and 
music theory. He is currently analyzing the mashups of DJ Earworm, formal irregularities in popular music, and 
leitmotif interaction in the operas of Rimsky-Korsakov. 


