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Media art is a term, which in the mind of the public, is strongly associated with visual art, especially video. What I want to show you today is that there is a media art which is predominantly auditory and which I would like to name Sonic Media Art.

To develop this thought, I will start my explorations in the year 1924. At this time, the medium of radio was in its beginnings. It was a completely new medium. It aroused politics and society in a similar way as by the end of the 1990s the Internet did. 

For the emergence of a Sonic Media Art, 1924 was an important year. In this year, a number of creative minds had been realizing artistic ideas, which are – until today – fundamental for the development of media specific sonic art forms in general.



Let’s look first on January 1924. In this month the first production was aired by Radio London, which is recognized globally as the first original radio drama. Its title is: ”A Comedy of  Danger”. Its author: the young Welsh dramatist Richard Hugh. When I was saying ” first original radio drama”, you have to understand it in the following way: 

What had been aired at the beginning up to this memorable date had been so far

Vaudevillés (Revuen) 

Popular theatre and operettas

literature readings

and poetry recitals.



Radio based its program on making these already existing forms its content. Of course, the disadvantages of this strategy were obvious, as putting theatre or other stage based performances is lacking the visual component, when put into radio. Therefore, there was a growing awareness about finding forms, which take the auditory medium and its pre-requisites of perception as its basis. Among radio people, the idea grew, that one has to explore the potential of radio in  specially developed productions. 

Influenced from these ideas, the young Welsh dramatist Richard Hughes– coming from Boulevard theatre – tried to create a piece for radio based on the fact, that radio has nothing to offer for the eye. 

His piece ”A Comedy of Danger”, starts with the famous words: ”The lights have gone out”, and exactly this was Hughes’ strategy. To create a radio specific drama, he simply shut down the light and the drama developed in the dark. This seemed to him and his producers the adequate strategy for the artistic work within the radio medium.

”A Comedy of Danger” is situated in a coal mine. A young couple has gone there on a kind of sightseeing tour, and suddenly they find themselves in darkness, caused by a mine catastrophe. The radio drama’s topic is the psychological situation between the couple and another person, which is locked up in the dark space, until rescue arrives. There is not a real happy end, and the piece follows the usual dramatic structure of its time. However, it is remarkable, that it used sound effects like distant voices, spatial acoustics and the violent sounds of a catastrophe happening far away in the mine. 

As I mentioned, ”A Comedy of Danger” was the first original radio drama, which attempted to be media specific. So, what is its implicit statement about the medium?

It states, that radio is a non-visual medium, and therefore media specific art for radio is one, by which the stage has to remain in darkness. Therefore, radio drama is a stage drama, where the recipient is blindfolded. 



Some months later, in October 1924, Radio Frankfurt in Germany aired what is considered the first original radio drama in German language. It’s title ”Zauberei auf dem Sender” translates very nicely to ”Radio Magic”. Its author is Hans Flesch, one of the most innovative radio makers of the Weimar Republic. 

I am going to present you an excerpt of this radio drama, however as a remake, produced in 1974 by the Hessischer Rundfunk/Frankfurt. 

The piece tells a story which is situated at a radio station. It occurs during the live production of a radio program: It’s evening, and the scheduled program is the famous Danube Waltz, played live by the radio orchestra in the studio. But in the moment where the program should go on air, the editor in charge for the children’s program, the fairy tale story teller, approaches the program director and requires spontaneously air time. The lady’s insistence is going terribly on the program director’s nerves, however, something much more confusing is about to happen. Listen to the short excerpt and follow my translation.



1.	Einspielung: Zauberei auf dem Sender



Instead of the scheduled and announced symphony concert the program becomes interrupted by a kind of Kakophony. 

A strange mixture of voices, sounds and music is suddenly heard on air. It is very confusing and not making any sense: There is no dramatic structure, no narrative thread, just disconcerting sounds of all kinds. 

Like this could have sounded the early days of radio in the US before WW I: At this time, call and answer happened on the same frequency. It was like a chat in the Internet. However, and auditory one.

By listening to this sonic chaos on the radio, the program director panics and stumbles: ”But who has told all these people, that they are allowed to speak?” 

Order must be re-established, the program director requires, and order means for him: ”One is sending – many are listening”. It is the principle of  the center based broadcast monopoly which he considers ”order”, in opposition to the bi-directional principle of radio. 

So the source for all this chaos has to be found: The radio station’s staff  identify a magician as the responsible one for the sonic chaos. He uses his witchcraft to extract sounds out of the ether as well as from everyday life, bundles them and sends them on air, creating by this a wild audio mix. Most of the audience have never heard something like this before. It probably sounded extremely avantgardistic to them. 

Now, as the source for the disturbance had been identified, the magician is chased out of the station, the linear program can go on; business as usual can continue, not broadcasting these kakophonic sounds, but the good old Johann Strauss’ Blue Danube Waltz.



This first German radio drama ”Zauberei auf dem Sender” shows a conflict between 

Radio as broadcast (following the ”one-to-many”-principle)

and

Radio as a bi-directional, networked multi-user space, to which everybody can have access in the role of a sender.



Eye-twinkling, humorously and not without regret ”Radio Magic” admits, that the monopoly oriented principle has won a battle of historical importance, which reduced radio to the principle of broadcast. Indeed, in Germany as well as in many other states by the beginning of the 1920s, similar political decisions were made, and coined – until today – the future understanding of what radio is. By this, broadcast has become synonymous for radio.

The change of radio from a multi user media architecture to broadcast had been – until the early 1930s - much criticized. I guess you all are familiar with Bertolt Brecht’s radio theory (he wanted to make of radio a two way communication apparatus). Also the media theoretician Rudolf Arnheim described the paradoxy of broadcast in the aphorism: ”Broadcast – one speaks without being able to listen, and many listen without being able to speak.”



But, besides the regret and the critique, which expresses itself in ”Radio Magic”, and which refers to political, social and communicational limitations of broadcast, the first German radio drama sharpens the awareness, that electronic media is based on a communication architecture. Such a communication architecture has consequences in many respects. 

If a networked or interactive media structure becomes available, also new aesthetic concepts become necessary. Concepts which have to rethink 

material, form and dramaturgy

the ways how sense and meaning are constituted

the notion of and relationship between art, artist and recipient



Departing from the network principle, Hans Flesch, the author and director of ”Radio Magic”, the first German original radio drama, gave to the problem, to find a radio specific art form, an answer, which is completely different to the one of his British colleague.

While Richard Hughes made radio’s limitation as a sound-only distribution machine his central topic, Flesch explored the apparatus itself and its media architecture. Keeping in mind the network based origins of radio, he derived criteria for the sound material’s aesthetic within a participatory and interactive setting, and  he is also giving hints of a possible different social function of a broadcast radio compared to network based radio.

However, as already pointed out, ”Radio Magic” gives an eye-twinkling good-bye to networked radio concepts, as it shows: The reality is different, the facts have been established, (die Weichen sind gestellt). Radio now is broadcast.



From now on practically all radio dramas in Germany are based on the broadcast principle (and ressemble the initial British model of ”A Comeday of Danger”). However, the apparatus itself has not ceased to be the object of reflexion in a number of radio productions. I will come back to this later. But it was still a long way to find back to the self reflection of radio and radio art, which had been coining its beginnings. 

To find this again, we have to wait until the mid-1960s, where it put again its traditional limitations into question in order to find new creative approaches to material, form and content.



So, let’s stay in the year 1924. During this time, Kurt Weill, the famous German composer, followed the idea of an ”absolute radio art”, in analogy to the vision of an ”absolute film art”, an idea, which was followed namely by the famous filmmaker Walter Ruttmann. 



Kurt Weill describes his audio visions as follows: 

”We can imagine very well, that to music’s tones and rhythms new sounds will be added: sounds from other spheres. Shouts and cries of human and animal voices, sounds of nature, the whispering of winds, water, trees and an multitude of new, yet unheard sounds, which the microphone can generate artificially, in interweaving different soundwaves, blowing them away and creating them anew.”

For Kurt Weill, the approach to radio specific art forms lies within the sound material itself, in the way how the material can be conceived and produced by the means of electroacoustic technology. ”Absolute radio art” does not restrict itself to the conventional instrumental and vocal sounds of the traditional music concept, but broadens its notion of material to 

on the one hand sounds and noises from everyday life, 

on the other hand to sounds and noises which are artificially made and were never heard before.

This approach is rooted in the contemporary culture of its time. The radical shifts in the notion of music caused by the 

Dodekaphony and its tendency to merge music and noise, 

Russian and Italian Futurism (who focused on urban and machine sounds) 

composers like Edgar Varèse or Arthur Honnegger (who included the orchestral simulation of everydaylife sounds)

All this created the inspiring milieu for Weill’s thoughts, as well as literary tendencies like for example 

Kurt Schwitters sound poetry (with his famous ”Sonate in Urlauten”) and, generally speaking, the Dadaist movement. 

the French poet Guillaume Apollinaire, who had formulated thoughts similar to Kurt Weill already in 1918; not for radio, however, but for the artistic use of the phonograph.

So thoughts like Weill’s ”absolute radio art”, inspired by new media technologies, were ”in the air” so to say, during this time. 



A couple of years later, after Kurt Weill had published his idea of an ”absolute radio art”, Hans Flesch – the author and director of ”Zauberei auf dem Sender” lectured about ”radio music” and said: ”Maybe the expression ”Music” is not at all correct any more. Maybe the special characteristics of electromagnetic waves, of their transformation process back into acoustic waves, will, in future times, create something new. Something, which has to do with sound, but not with music.”



At this point I would like to make a short break, here, where Flesch very cautiously suggested, that within the context of new media, ”music” as a traditional category might not be appropriate any more. A consciousness had seemingly appeared, which admits the existence of an art form, within the frame, limitations and possibilities of electric media: Something, which follows the constantly developing criteria and structures of auditory media, especially the technical apparatus of radio production. This pathed the way for the development of media specific sonic art form, for what we can call Sonic Media Art.



I had been unfolding here a spectrum of positions, which became public in 1924. All these positions are still valid and artistically practised until today, even in the age of digital networks. 



In the 1920s, radio technology was in its beginnings. However, there was a ”broadcast laboratory” at the Music Academy in Berlin (Berliner Musikhochschule), where experiments took place. Paul Hindemith and Ernst Toch for example experimented with grammophones and wax discs, manipulating their speed, inserting little mechanical obstacles and creating compositions by this.

However, much more importance gained Walter Ruttmann’s sonic activities. The availability of the cuttable tape for film sound tracks brought new aesthetic possibilities to sonic art and started to make the collage on of its important artistic strategies. Ruttmann’s production ”Weekend” from 1930, which had been lost until it was re-discovered in the early 1980s, is a legendary document of aesthetic as well as technological innovation. I will play you here short excerpt.



2.	Einspielung: Weekend



Another important step in the development of a media specific work for radio is the famous ”War of the World” by HG Wells, which was aired in October 1938. The whole piece, which deals with the topic of the Marsians having invaded the US, is based on a simulation of a networked communication and command structure. It is a piece, which was produced on the eve of WW II, and it might be surprising, that even the Nazis used the networked radio apparatus and its aesthetic possibilities in radio programs, which were called ”Ringsendung”, ring-programs, connecting radiostations with the center, especially the remote ones, where the German military stood in their WW II campaign.



I am playing you now an excerpt of the maybe most famous or notorious of these ring programs, which was aired at Christmas 1942. That was the very date when – yet unknown to the German public - the Stalingrad desaster was taking. In this ring program, the military radio stations of the German war front where joining together in a simultaneous remote performance, not very different one or the other remote performances these days via Internet, to sing together the Christmas carol ”Silent Night, Holy Night”. 



3.	Einspielung: Ringsendung



In this program, the apparatus and its networking potential is in the center of attention. It is creating a propagandist statement, saying: As we all can come close together by the means of radio technology and can encounter each other in a shared –  however virtual – environment, everything is ok. So this was ideal for the Nazi propaganda of this time, which tried to make use or everything in order to strengthen the believe of the public, that it had its military activities under complete control.

There are a number of other examples, how the Nazis had been using the aesthetic-technological potential of radio and related sound concepts, however, it would be an extra lecture. 



Concerning Germany and Europe, one can summarize, that during the 40s and 50s most developments which substantially contributed to the evolvement of a Sonic Media Art happened outside of radio. After WW II, artistic radio production was restricted to a literary form, which had become famous as the German Hoerspiel of the 1950s. Within the specific possibilities of radio this form cultivated mainly the

narrative dialogue

expression of the human voice in terms of spoken word



Only in these aspects the German Hoerspiel was media specific. However, it followed generally the conventions of drama and stage play, with slight modifications for radio. We have to keep in mind, that especially during the early 1950s, radio drama in post-war Germany had also to replace especially theatres and cinemas, which had been destroyed during WW II. One can say, the German radio drama of the 50s is – in reflecting its media specifity– close to the theatrical modell which was introduced by the British production ”A Comedy of Danger” from 1924, and it remained like this, at least during the 1950s.



A new chapter started, when around 1960 a young Austrian literature scholar named Friedrich Knilli published a book with the title ”Das Hörspiel. Mittel und Möglichkeiten des totalen Schallspiels” – ”The Hoerspiel. Means and Possibilites of a total Sonic Play”. 

In this publication, he heavily criticized the Hoerspiel of the 1950s, which he said to be a standardized and illusion-based genre. He required to develop it into something formally flexible and diverse, based on the equality of all sound materials: spoken word, noise and sound, using the electroacoustic possibilities like cuts, fades, montage and sound processing. Such a ”Schallspiel” should develop a contemporary aesthetic, which should acknowledge especially what had been happening in the development of electroacoustic music during the 40s and 50s. 

Knilli’s critique was absolutely necessary at its time. While Hoerspiel during the 50s had been stagnating, on other fields of art a lot of groundbreaking innovation had been taking place. For example, the huge number of experiments with magnetic tape, the new electroacoustic storage medium, which had taken place during the 1940s and 50s did not affect the aesthetic of German radio drama. I am talking about productions of John Cage and William Borroughs in the US or of Pierre Schaeffer and his ”Club d’essai” in Paris. 

Pierre Schaeffer also stands for the development of the sonic material by electroacoustic means. As a protagonist of the Musique Concrete he used everyday life sounds as his basic material and processed them in order that they would not reveal their initial identity. The studio where this took place, the ”Club d’Essai, was an integral part of French radio ORTF in Paris and was acknowledged not only by musical artists but also by producers of other radio forms.

However, what had been developed aesthetically in the electroacoustic studios of WDR in Cologne or of the Italian RAI in Milano or the Polish Radio in Warszaw never filtered into the aesthetic of radio or radio drama. Talking especially about the electronic studio at the WDR, they did not aim at laying foundations for radiogenic forms of sonic production. There was not much exchange about the relationship between electroacoustic aesthetic and radio drama during the 1950s. Everybody – the radiodrama departments as well as the electroacoustic radio studios – used to cook – as we in German say – their own soup. 

Accordingly, it lead to strong reactions, especially in the world of radio drama, when Knilli’s idea of the ”Schallspiel” became more and more popular and propagated a sonic genre between and beyond the usual categories. 

The term ”Schallspiel” became a point of cristallisation in an overall break-up movement (Aufbruchbewegung) for a radiogenic radio drama, as a anti-movement and protest against the conventional narrative radio drama of the 50s.



This lead to a development, which became famous as the movement called ”Neues Hörspiel” – New radioplay. Under this title contemporary literary narrative forms were realized within radio drama, and also productions which started to blur the boundaries to contemporary musical developments. The overall strategy was ”musicalisation of text and spoken word – semantisation of sound and music”. This development is related with names like Paul Pörtner, Mauricio Kagel, Ferdinand Kriwet, Barry Bermange, Bernd Alois Zimmermann etc.

So, the New Hörspiel was mostly about the extension of the material and its organisation. By this, it is strongly related to Kurt Weill’s concept of an ”absolute radio art” of 1924.

But also the aspect of the communication architecture of the apparatus came again into play. This was stimulated by the political break ups of the 1960s and its critique of political patronization (Bevormundung) and repression of the anti-authoritarian movement of this time.

Bertolt Brecht’s radio theory became object of vivid public discussion. As you remember, he claimed

to convert broadcast from a medium of distribution to a medium of communication 

to operate it in a two way communication mode, to make the so called receiver a sender and vice versa.



In the 1960s radio artists tried to realize these ideas of participation and interaction by using the telephone, and you are finding a small number of Hoerspiel experiments in Germany which also used this device. 

I will play you one example here: the Hoerspiel ”Rosie” from Richard Hey, which was broadcast by Southwestgerman Radio in Sommer 1969. 



4.	Einspielung ”Rosie”.



What was coming in by phone, was a kind of basis-democratic exchange of opinions, unfiltered, and very unlike the phone-in programs which came up a few years later, where the phoning-in listeners and what they are saying are – until today – absolutely selected and streamlined.

On the other hand, if you look a the yes-no-option to influence the story of ”Rosie”, it is based on a quite limited interactive or participatory concept. As an inventive or creative listener you might  not find it satisfactory to have only two options to chose from. And, I am sure you have noticed it, the piece itself is - in its narrative structure and its sonic appearance - a very conventional piece.



However, this radio play ”Rosie” represents the up-coming of participatory forms around 1970, which tried to make the use of a two way media architecture its artistic topic. This happened in all arts (Kunstsparten) - in music, video art, visual art, performance art etc. - and a quite new art form became public at this time, which is from its beginning rooted in the flexible relationship between artist and audience: which is the so called happening.

So, by the end of the 1960s, there was a real big push in the arts reflecting communication processes and media architectures, but these developments did not – besides some very few exceptions - enter the institution of broadcast radio.



In 1968, the US Pentagon made its first experiments with networked computers. This was a sensational development, but remained probably unknown to most artists.

However, I must mention, that the US American performer and artists Max Neuhaus used in 1966 the complete US-American public radio network for a participatory performance, where listeners could phone in and send their sounds by phone. From this,  a live mix was created by Max Neuhaus in the broadcast studio and sent from station to station, and at each station, new sounds where sent in by phone, adding to the mix. Finally the mix came back to the initial station, where Max Neuhaus went on mixing, making it available again for contributions, at the other stations of the network.   



He repeated his experience with the help of more sophisticated technologies at the beginning of the 1970s, again using the NPR’s radio network. And in the following years, in the late 1970s and early 80s sound artists like Bill Fontana or Alvin Curran, just to name the most famous ones, came up with a number of participatory sonic media art works, which worked with media architecture.



But these examples show also, that convincing quality could only be achieved by using expensive technologies like satellite connections, radio conference connections and high quality radio stereo lines. Namely the artists mentioned used the technology of the big public broadcasting corporations, and therefore such sonic art forms remained expensive and rare artistic adventures.



For many people, using telecommunication technologies other than the usual broadcast principle for creating sound works, seem to be quite exotic and marginal. However, let’s look to the visual arts: Artists like Douglas Davies, Nam June Paik Joseph Beuys were here the protagonists. So for the example the documenta 8 (1978) in Kassel was opened with a satellite tv-performance which connected different places. In 1980 Kit Galloway and Sherrie Rabinowitz became famous with their installation ”Hole in Space”, by which they connected Los Angeles and New York by a video camera and image projection. In 1984 the Biennale in Venice made telecommunication art a major topic. And to name a number of Canadian pioneers: Bill Bartlett and Robert Adrian started to use telephones, early computer networks, tv-satellites for activities in exploring the art of communication, the latter – Bob Adrian – connecting soon the impulses coming from visual art with sound and radio. Especially the Ars Electronica in Linz, mostly in cooperation with the Austrian ”Kunstradio”  has been the place for these kinds of sonic telecommunicational projects.



There were, of course, a number of other artists, which did not have access to big institutions. They struggled with the lacking reliability of the technology available to them, but also with the fact, that in most countries, where the state claimed the broadcast monopoly, their efforts to use communication structures creatively was simply illegal. This means, to realize the model of a sonic media art, which is based on the questioning of communication architectures and their ways of data flows, had been a big challenge, especially for independent artists.



Let’s jump into the year 1996. 



5.	Einspielung: Radio Ozone



What you are hearing, is the trailer, by which ”Radio Ozone” had been introducing its weekly webcasts, which have been happening since the mid-1990s on the Internet. Radio Ozone is based in Riga/Latvia and consists of members of the relab.net artist group. They were among the first, who started using the new electroacoustic space of the digital networks for their sonic-artistic expression. And they are marking the beginning of a movement, which became important within the scene of radio art:

Their activity raised the ideas that

It is artistically relevant to  focus on the apparatus and its communication architecture

Its is also important to ask, which different, maybe new media specific sonic art forms can be produced through the network principle in general



It is important to notice, that Radio Ozone has emerged from the non-institutionalized free art scene, without the aim to dissolve borders between the different arts.

Their most important aim was, and still is, not to use the networks as a means of imitating existing media by distributing and streaming, but to foster collaboration, participation and interactivity within sonic artistic processes. The core of this aim is a new dynamic between artwork and recipient.



By the mid-90s, Radio Ozone has become famous by its Internet-sound activities, especially by its so called ”Loops”. So, what is behind the idea of such a Loop?



A Loop in the sense of Radio Ozone is a participatory sonic activity. One station has to initiate it. Usually Radio Ozone had been announcing on the web, in mailing lists etc., that it invites other sound artists all over the world to take part in such an activity, which is announced to happen at a certain time.  

The principle is, that one station, let’s say Riga in Latvia, starts to make its audio stream available through the Internet, the next station, let’s say London, takes it and mixes its own sounds on it, the next station, let’s say Sidney, does the same and mixes its sounds on this stream. This new stream is taken by another station somewhere, is altered the same way and made available etc., until this stream is re-captured by its initial station. Then the Loop is closed, and the audio stream is set again into circulation. The more often the stream is circulating, the noisier it becomes. 



It can sound, for example, like this. 



6.	Einspielung: Loop



This is an excerpt of a Radio Ozone Loop from 1998. The participants had no problems with the bad sound quality (however, until today the quality has improved considerably) and with the coincidental sound result, especially because of the delays caused by the Internet. They did not intend the Loops to be listened to in a layed back, completely receptive attitude. Their concept implied the activity of the recipient, thus making him or her essentially a participant.

Relab.net were especially interested in using the Internet as an instrument for sonic collaboration and connectivity. And this was, what such a Loop was intended to express and symbolize. 



The Loop was an Internet concept, which came out under the Internet conditions of the 1990s. But with ongoing technological optimization, new concepts could come up based on

Optimized network connections

Improved ways of data exchange

Softwares, which do not only exchange data but are also able to process them in a sophisticated manner, so that complex strategies of 2-way-communication can be developed



By these means, the sonic productions, which can happen through the Internet are not only reflecting the apparatus and its technological structure, but also the material and its organisation. So, they are not only conceptually interesting, but also on the levels of the sonic result and content in general. 



To watch this development, I have started in 1998, on behalf of SWR, to produce the radio program and monthly website Audiohyperspace. 



7.	Internet-Präsentation: Audiohyperspace, short introduction



The idea behind Audiohyperspace is 

to select high quality, network based sound productions and present them

to contextualize them within the ongoing discourses of the electronic culture

to gain inspiration and criteria for auditory productions in the hybrid space of radio (in the sense of broadcast) and digital networks (which do not only include the Internet, but also Wireless LAN, GPS, mobile radio technologies etc.)



The interesting thing is, through the co-existence of 

networked and linear structure

operative participation and listening (in the sense of a receptive participation)



both media structure illuminate themselves mutually and are, by this, able to make the existence of a Sonic Media Art obvious, the existence of auditory art forms, which are using the given potentials of a sonic medium in a specific way. 

This is similar to the year 1924 and its Hoerspiel ”Zauberei auf dem Sender”, where there was still the awareness, that radio could have been polularized with a different communication architecture: a network based one. 



I would like to illustrate this by introducing to you the production ”Frankensteins Netz/Promethée Numérique/Wiretapping the Beast”. Its long title shows, that it is a multi-lingual production, involving a considerable number of co-producers. Besides Southwestgerman Radio, the station I am working with, it was also Radio Canada, Goethe-Institut Tokyo and Montreal, and IAMAS-University in Ogaki, Japan. 





”Frankensteins Netz” by the US-American artist Atau Tanaka is based on an Internet installation. It imagines the Internet as a mysterious creature, the networks and the binary codes as autonomous, so that they do not respond anymore to human steering and intervention. This artistic idea of technology overwhelming its creators, is strongly connected to the ancient Prometheus myth as well as to the famous Frankenstein Novel of Mary Shelley. So these texts had been a major source of inspiration and quotation laying the content foundation of the production.



When web visitors went to this installation – and they even can do so today – every individual visitor could build – by submitting audiovisual data –its own version of its binary being. His/her sound, visual and text input was also connected with the input of other visitors and – became part of an elaborate leitmotivic musical structure, which the composer Atau Tanaka had established as the piece’s foundation.

So the composer created a frame within others could become active. He defined the overall theme, and created rules, by which the users’ input was assimilated to the Internet setting. Here, the visitor becomes a participant or interactor, who contributes essentially to the substance of the artistic work. 

Within this context, the recipient is conceived as a creative one (not as one who has to be patronized/bevormundet and directed, or who is assumed to have a low intellectual level)

So, the recipient tries to understand, and appropriates the artistic work’s setting, in participating, 

The work is dynamic and constantly changing, as the input is processed by a sophisticated programming. Its significance is not so much based on semiological criteria (on content, meaning, appearance), but primarily on its behaviour.



As more and more networked based, dynamic and participatory sonic art works have come into being, often the question is raised: If there are such sonic forms coming up in the Internet, do we need still the broadcast medium?

I am convinced that yes. We do need broadcast, and maybe - in combination with the digital networks - more than ever.

Therefore, for me as a producer it was important that ”Frankensteins Netz”  was also realized in a linear form as live performance and even final mix. 

These linear versions showed

that the artist’s refinement exceeds the trials and errors of the interacting user

that the public can make the experience, that the artist can fulfill his conceptual claim, which do not stay a mere intentions then.



The linear broadcast requires listening. And listening is a pre-requisite for understanding. 

Finally, by the interactive installation in the Internet, everybody has his or her individual version, which can differ considerably. In a linear program, however, people can exchange their experiences based on the fact, that they are able to experience the same piece in the same version. I find this especially important to keep media art’s public character. The public is essential for the rootedness for art in society. Therefore, the importance of broadcast media’s role is even clearer becoming in the age of digital networks.



8.	Einspielung: Frankensteins Netz



I had been outlining a number of threads and reflections, which I think justify talking about the existence of a Sonic Media Art. What is important to mention is, that Sonic Media Art is not an artistic genre, which can be clearly defined. It will always be beyond and in-between usual artistic categories like music, installation, Hoerspiel, performance, theatre, visual arts etc. I even think, it is an advantage that such a definition is not possible, because currently, the public notion of what is art and what is media is currently in constant change.

Otherwise, the wish for Eindeutigkeit can easily end like it happened to the Hoerspiel of the 1950s. Its makers thought, that it is completely clear what a Hoerspiel is. Some years later they had to admit that this certainty/Selbstgewissheit has contributed to having completely missed  important developments, which had happened in other fields.



For the end of my lecture, I try to offer a definition:

The major characterstic of Sonic Media Art is that

It reflects the use and the electroacoustic identity of materials, tools, dramaturgies, time-, space- and communications concepts

Being media art, 

it tries out the technological, conceptual, metaphorical and social potential of its apparatus and brings it to its limits. 

You are invited, to add further aspects.
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