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FOREWORD 

 

This thesis represents the culmination of a long journey started in 2011 during the 
research for my Bachelor’s thesis. In fact, in that year, I began to explore the 
relationship between electroacoustic music and traditional music. I had always been 
fascinated by traditional music, and the idea that this particular repertoire could be 
re-presented and recontextualised through new technologies and contemporary 
artistic languages eventually became my main focus of interest as a composer and 
scholar. In particular, in the last few years, I started to consider the possibility that 
electroacoustic music could function as vehicle to reintroduce and preserve 
traditional repertoires that are neglected and at risk to be forgotten. The act of 
drawing upon traditional repertoires has been always a common practice among 
composers, and in the past years has certainly become an increasing trend in the 
electroacoustic community. Nevertheless, I believe that the theme of preservation has 
not been sufficiently explored yet. 
At the same time, I have been always aware the electroacoustic music is a genre that 
does not meet still with great success among non-specialist listeners. Lately, this is 
also becoming a thorny debate topic among composers, sonic artists, and in the 
academic community. Consequently, I wondered if it could be possible to utilise 
traditional music elements and culturally connoted material as a factor capable to 
facilitate the engagement, the understanding and the appreciation of electroacoustic 
music. 

Therefore, I decide to combine these two issues and address them in my PhD thesis. I 
am aware that this research had probably just scratched the surface of such 
problematic and intricate issues, but I hope it will sensitise composers and scholars to 
deepen the study, and that it will raise awareness about the danger that looms on 
local cultures and age-old musical traditions. 
This research represented a strenuous and difficult task, and it could have not been 
completed without the help of many people.  
First of all, I would like to thank my thesis advisors Prof. Dr. Can KARADOĞAN 
and Dr. Reuben DE LAUTOUR for their great support, essential contributions and 
wise suggestions throughout the whole research period; the other members of the 
thesis committee,  Assoc Prof. Dr. Şirin ÖZGÜN TANIR for her invaluable 
feedbacks on the ethnomusicological part of the thesis, and Assoc. Prof. Dr. Burak 
TAMER and Assoc. Prof. Dr. Tolga Zafer ÖZDEMIR for their crucial inputs on 
composition and music technology; Assoc. Prof. Dr. Robert REIGLE for being with 
me at the beginning of this project, for his indispensable contribution and for helping 
me defining the final topic of the thesis.  

I would like to thank to all the musicians, practitioners, experts and listeners that 
helped me with their feedbacks and suggestions. In particular, Gianluca 
ZAMMARELLI and Francesco PELLEGRINO. They participated to the project with 
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keen interest and continuous support, and their guidance represented a fundamental 
contribution to the final result. I believe I found two friends and artists I can count on 
also in the future.  

I would also like to thank Prof. Antonino CHIARAMONTE for his immense support 
and valuable suggestions. I always considered him as a mentor and I know that know 
I can also consider him as a friend.  
A great thanks to my dear friend and colleague Gabriele PAOLOZZI, which, among 
so many other things, has given decisive inputs for the compositional part. I know I 
can always rely on him.  

Finally, my dearest thanks to my family. In particular, to my parents Vladimiro and 
Patrizia and my brother Ruben for believing, since I was a kid, that music could 
become my life and career. To my beloved spouse Seda, for her infinite love, 
patience, support and understanding, and for not doubting even once that I could 
have brought this project to completion. She has been always there for me and I 
know she will always be. A last special thought goes to my grandfather Antonio, that 
I know would have been very happy to participate to this moment. 
 
 
 
 
Date 
May 2019 

Mirko Ettore D’AGOSTINO 
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RECLAIMING CAMPANIA’S TRADITIONAL MUSIC: AESTHETICS, 
ETHIC AND TECHNOLOGY 

SUMMARY 

 
Music history is full of examples of composers drawing upon traditional repertoires 
for their works. Starting from the late 19th Century in particular, many of them have 
looked at this particular sound material for several reasons: overcoming the 
limitations of tonal system, discovering different compositional strategies, finding 
new inspiration and aesthetics, evoking exoticism. 

Electronic music is no exception. Since the emergence of sound recording, sonic 
artists and electronic music composers have experimented with new technologies 
trying to integrate traditional elements in their works with different results and 
various purposes. In the present time, the preservation of these traditional elements 
could represent one of the most crucial goals. It is hardly an exaggeration to say that, 
in a world characterized by a widespread globalization, traditional music is at risk of 
being neglected or even forgotten, as for local identities and cultures in general. 
Nowadays more and more people - young generations in particular - might be losing 
touch with ancient and unique local musical heritages. On the contrary, 
contemporary artistic disciplines such electronic music and sound art seem to draw 
the attention of a large audience and spread homogenously worldwide, transcending 
cultural and geographical boundaries.  

As electronic music composers and sonic artists we should ask ourselves if it is 
possible to create a link between tradition and innovation, connecting these two 
apparently opposite realities. Can we safeguard at-risk traditions and at the same time 
re-present them through contemporary artistic practices and technologies? Is there a 
way to develop a form of expression that could reach a wide and diverse range of 
listeners, taking into account recent trends and studies in electronic music while 
preserving the main distinctive features of the traditional repertoires? 
The thesis attempts to answer the above-mentioned questions with the support of a 
case study: the personal research conducted on the use of traditional music from 
southern Italian region of Campania in the scope of electronic music composition.  

The first chapter of the dissertation outlines motivations, purposes and implications 
of the thesis. It describes the reasons to undertake a new study that would take into 
account the role of electroacoustic music for preservation purposes. It also illustrates 
in detail the six phases of the methodology adopted for the research, including the 
final selection of the Campania’s traditional music elements employed for the cycle 
of pieces expressly composed for the thesis. These elements comprise musical 
instruments – classified according to organology -, musical forms, and other 
distinctive musical and extra-musical components of the repertoire.  
The second chapter explores in depth the interaction between traditional music and 
electronic music, analysing the topic from different perspectives. This section looks 
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into several matters such as criteria for an appropriate selection and collection of 
source material, different approaches of intervention in terms of sound processing 
and compositional strategies, cultural engagement modalities and ethical issues 
involved. Furthermore, it analyses the use of traditional music and culturally 
connoted material as a factor capable to attract listeners not familiar with 
electroacoustic music.  
The last chapter of the dissertation addresses the research outcomes and conclusions. 
Through the use of a case study related to a very specific area, the research reveals 
the possibility of defining general guidelines and strategies for electronic music 
composers and sonic artists from different cultures willing to connect traditional 
music and contemporary artistic practices for preservative purposes. It also illustrates 
the concrete opportunity to combine electroacoustic music and traditional music for 
reciprocal benefits.  

Finally, Appendices A and B constitutes additional material of the thesis. Appendix 
A consists of a selection of interviews conducted with musicians, scholars and 
members of the community who personally participated in the research via active 
contribution to the pieces or as experts in the field. Appendix B, in the form of CD-
Rom, contains the 5 pieces composed as a case study for the 
research: Lallum, Battente, Votata, L’ultimo Fragile Soffio and 4 Palmi.  
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CAMPANIA BÖLGESİ GELENEKSEL MÜZİĞİNİN YENİDEN 
DEĞERLENDİRİLMESİ: ESTETİK, ETİK VE TEKNOLOJİ 

ÖZET 

Müzik tarihi, eserlerinde geleneksel repertuarlardan esinlenen bestecilerin örnekleri 
ile doludur. Özellikle 19. yüzyılın sonlarından itibaren birçok besteci, bu ayrıcalıklı 
ses malzemelerini tonal sistemin sınırlarını aşmak, farklı kompozisyon stratejileri 
geliştirmek, yeni ilham ve estetik öğeler keşfetmek ve egzotik çağrışımlar 
oluşturmak gibi çeşitli nedenlerle incelemiştir. 
Elektronik müzik de bu konuda bir istisna değildir. Ses kaydının ortaya çıkmasından 
bu yana sonik sanatçılar ve elektronik müzik bestecileri, yeni teknolojileri kullanarak 
çeşitli amaçlar dahilinde eserlerine geleneksel unsurları entegre etmiş ve farklı 
sonuçlar deneyimlemişlerdir. Bu süreçte, geleneksel unsurların korunması en önemli 
hedeflerden birini temsil etmektedir. Küreselleşme ile karakterize olmuş bir dünyada 
geleneksel müziğin, yerel kimlik ve kültürlerin unutulma riski ile karşı karşıya 
olduğunu söylemek mümkündür. Günümüzde çok sayıda insan ve özellikle genç 
nesiller antik ve benzersiz yerel müzikal miraslar ile bağını kaybetmektedir. Buna 
karşılık, çağdaş sanat disiplinleri, elektronik müzik ve ses sanatları, kültürel ve 
coğrafi sınırları aşarak dünya çapında bir yayılım göstermekte ve geniş kitlelerin 
dikkatini çekmektedir. 

Bu durumda elektronik müzik bestecileri ve sonik sanatçılar olarak, gelenek ve 
yenilikler arasında bir bağ kurmanın ve bu iki karşıt gerçekliği birleştirmenin 
mümkün olup olmadığını sorgulamalıyız. Unutulma riski ile karşı karşıya olan asırlık 
gelenekler korunarak çağdaş sanat pratikleri ve teknolojiler ile yeniden sunulabilir 
mi? Geleneksel repertuarların ana ayırt edici özelliklerini korurken, elektronik 
müzikteki güncel akım ve çalışmaları dikkate alarak, geniş ve çeşitli dinleyicilere 
ulaşabilecek bir ifade biçimi geliştirmenin bir yolu var mıdır? 
Bu tez çalışması, bahsedilen sorulara, bir vaka çalışması eşliğinde yanıtlar aramayı 
hedeflemektedir. Örnek çalışma olarak elektronik müzik kompozisyonu kapsamında, 
güney İtalya'nın “Campania” bölgesinden geleneksel müziğin kullanımı üzerine 
kişisel bir araştırma yürütülecektir. 
Tezin ilk bölümünde, araştırmanın amaçları, hedefleri ve olası yansımaları 
özetlenmektedir. Bu bölümde önceden var olan araştırmalar ve müzikal örneklerin 
ışığında yeni bir araştırmanın gerekliliği ortaya koyulurken, bu araştırmada 
elektroakustik müziğin koruma başlığı çerçevesindeki rolü tartışılmaktadır. Yukarıda 
belirtildiği üzere bu ihtiyaç küreselleşen düzende yerel kimlik ve geleneksel 
repertuarların kaybolma riskinden kaynaklanmaktadır. Bu sebeple bu çalışma 
elektronik müziği nesli tükenmekte olan geleneksel müzik repertuarlarının 
korunmasında olumlu ve katkı sağlayan bir faktör olarak görme fikrini taşımaktadır.  

Bu araştırmada Campania geleneksel müzik repertuarının vaka çalışması olarak 
kullanılmasının farklı sebepleri bulunmaktadır. Öncelikle, bu repertuar Napoli 
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şehrinde doğup büyümüş bir besteci olarak kişisel yerel kültürümü temsil etmektedir. 
Bu durum geleneksel müzik mirası ile güçlü bir ilişki kurmamı sağlarken aynı 
zamanda geleneğin özü ile bağlantı kuramayan saygısız yaklaşımların önüne 
geçilmesini hedeflemektedir. Ayrıca yapılan araştırmalar sonucunda Campania 
bölgesi geleneksel müzik repertuarının nesli tükenmekte ve geçmişten gelen 
bağlarını hızla yitirmekte olduğu görülmüştür. Son olarak elektronik müzik 
kompozisyonları çerçevesinde bu geleneksel repertuarları yeniden yorumlayan ve ya 
başka bağlamlar ile ilişki kuran çalışmaların ve örneklerin olmadığının altı 
çizilmiştir. 

Bu araştırmanın yürütülmesindeki bir diğer tamamlayıcı motivasyon ise 
elektroakustik müziğin bu konuda uzmanlaşmış kişiler dışındaki dinleyicileri 
bünyesine katma konusunda yaşanan zorluklar ile ilgilidir. Bu bağlamda geleneksel 
müzik öğelerinin elektoakustik müziğe alışkın olmayan dinleyicilerin ilgisini 
çekebilmek için işlevsel bir öğe olarak kullanılması konusu işlenmektedir. 
Tezin ilk bölümü ayrıca araştırmanın yönteminin altı aşamasını ayrıntılı olarak 
göstermektedir. Camapania’nın geleneksel müzik öğelerinin kaynak materyal olarak 
seçilme kriterleri, başlangıçtaki motivasyon ve amaçlara dayanan kısıtlamalar ve 
sınırlamalar dahil olmak üzere kompozisyon stratejilerinin tanımları, kompozisyonlar 
için kullanılacak ses materyalinin toplanması, araştırma için oluşturulan beş parçanın 
her birine odaklanan kompozisyon süreci detaylı bir biçimde aktarılmıştır. Ek olarak, 
yapılan çalışmaların ışığında, ortaya çıkan ürünlerin değerlendirildiği yeniden analiz 
aşamasının gereklilikleri aktarılmıştır. Bu aşamada vaka çalışmasına katılan 
uygulayıcıların, topluluk üyelerinin ve uzman olmayan dinleyicilerin görüşleri 
alınmış ve değerlendirilmiştir. Yöntem bölümü tezde kullanılacak eserlerin ve 
geleneksel müzik öğelerinin son seçim kriterlerini de açıklamaktadır. Bu öğeler 
organolojiye göre sınıflandırılmış müzik enstrümanlarını, müzik formlarını ve 
repertuarın diğer belirgin müzikal ve ekstra müzikal bileşenlerini içermektedir. 

İkinci bölümde, geleneksel müzik ve elektronik müzik arasındaki etkileşim 
derinlemesine araştırılmakta ve farklı bakış açıları ile analiz edilmektedir. Bu 
bölümde, yeni bir çalışmada kullanılması amaçlanan geleneksel unsurların seçilmesi 
ve toplanması, farklı müdahale seviyeleri (ses metaryali üzerindeki işlemler) ve 
materyal üzerindeki yaklaşımlar, kültürel katılım yöntemleri, kompozisyon 
stratejileri ve ilgili etik kriterler gibi konular ele alınmaktadır.  Geleneksel 
malzemenin kompozisyonda kullanımında ses materyalinin işlenmesi açısından üç 
farklı  (korumacı, dönüştürücü, yıkıcı) müdahale düzeyi tanımlanmış ve bu müdahale 
yöntemleri örnekler ile ele alınmıştır. Kültürel katılım yöntemleri ve geleneksel 
müzik malzemelerinin yeniden yapılandırılmasında etik ve estetik konuları üzerinde 
durulmuştur. Bu bağlamda kültürel ikilik konusuna ve geleneksel unsurların 
anlaşılabilirliğinin önemine özellikle dikkat çekilmiştir. Ayrıca, elektroakustik 
müziğin geleneksel bileşenlerin kullanımı yoluyla daha geniş bir dinleyici 
yelpazesine sahip olma olasılığı ve farklı dinleyicileri çekebilecek bir faktör olarak 
kullanımında melodi, armoni, ritim, ses ve yazı kullanımı gibi unsurların etkileri 
analiz edilmektedir 

Tezin son bölümünde araştırmanın sonuçları ele alınmaktadır. Kültürel ve coğrafik 
anlamda belirli bir alana odaklanan vaka incelemesi ile tez, elektronik müzik 
bestecileri ve geleneksel müzik ile çağdaş sanat uygulamalarını korumaya özel önem 
veren farklı kültürlerden gelen sonik sanatçılara yönelik genel kurallar, kılavuz 
ilkeler ve stratejileri tanımlama olasılığını ortaya koymaktadır. Bu rehberler; 
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kompozisyon yaklaşımları, kaynak materyale müdahale düzeyi, bir repertuarın 
orijinal amaçlarına saygı ve müzikal bir geleneğin üyeleri ve icra edenleri arasındaki 
ilişkiler gibi pratik, estetik ve etik konuları içermektedir. Ayrıca elektoakustik müzik 
ve geleneksel müziğin birlikteliğinin karşılıklı faydalarının altını çizmektedir. Bu 
bağlamda çalışma geleneksel müzik bileşenlerinin yorumlanması ile bu öğelerin 
korunması konusunda adımlar atarken aynı zamanda elektronik müzik alanına daha 
geniş ve uzman olmayan bir dinleyici kitlesinin çekilebileceğini göstermektedir. 
Aynı zamanda çağdaş sanat ve müzik pratikleri ile ilgilenen kitlelerin de geleneksel 
müziğe ilgi duyabileceği görülmektedir. 

Son olarak tezin ek materyali iki başlıkta verilmiştir. Ek A, eserlere ve bu çalışmaya 
alanında uzman olarak katılan müzisyenler ve topluluk üyeleri ile yapılan bir dizi 
görüşme ve bu görüşmelerde yapılan röportajlardan oluşmaktadır. Bu ekte, 
Maddaloni doğumlu İtalyan tenor ve Vesuvius Ensemble (güney İtalya’nın kültürel 
ve müzik mirasının korunması ve aktarılmasına odaklanan bir topluluk) lideri 
Francesco Pellegrino, aslen Cilento bölgesinden gelen ve güney İtalya geleneksel 
müzik repertuarları konusunda inceleme ve çalışmalar yaparak, geleneksel 
enstrümanları başarı bir şekilde icra eden Gianluca Zammarelli ve Campania 
geleneksel müziği üzerine iki kitap yazan araştırmacı ve enstrümantalist Giuseppe 
Mauro’nun görüşlerine yer verilmiştir.  

Ek B ise CD-Rom formatında olup, araştırma için vaka çalışması olarak bestelenen 
beş kompozisyonu içermektedir. Her parça Campania geleneksel repertuarının belirli 
bir unsuru etrafında toplanmaktadır. Lallum ses öğeleri ve Napolitan diline 
odaklanmaktadır. Battente, ayrıcalıklı bir ses ve çalma tekniğine sahip geleneksel bir 
gitar olan ‘chitarra battante’; Votata ‘tammorra’ davulundaki karakterisik ritm ve 
L’ultimo Fragile Soffio mevsimsel bir ağaç kabuğu flütü olan ‘flauto di corteccia’ 
öğelerini taşımaktadır. 4 Palmi ise geleneksel bir gayda olan ‘zampogna’ ekseninde 
bestelenirken tipik bir nefesli çalgı olan ‘ciaramella’ katkıları içermektedir. 
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 INTRODUCTION 

As originality increasingly means re-arranging existing data, a connection to 

the past is paradoxically strengthened. Some may view borrowing sound 

objects as a radical break, but drawing upon our inheritance ties the composer 

to previous traditions. As a result, an idea held by most human cultures is 

restored: that we all stand upon the accomplishments of our ancestors. 

Previous creations become our own to re-understand and re-cast in light of 

contemporary needs and sensibilities. As a consequence, contemporary music 

potentially returns to the values of folk culture, in which borrowing is a badge 

of honor rather than a mark of disrepute (Robert Gluck, 2008b, p. 3). 

As a composer and sonic artist, I have always been extremely fascinated by the 

interaction between tradition and technology, between old musical forms and new 

media, between past and future. This is the reason why, in 2010, I started 

investigating the use of traditional music in the scope of electronic music 

composition.  

In my Bachelor’s thesis Identità Locale E Linguaggio Globale. Quando La Musica 

Elettroacustica Incontra L’universo Folklorico (D’Agostino, 2011) I began to 

explore this wide topic by analysing several electronic works that incorporated 

traditional elements. I examined and highlighted the musical and extra-musical 

components, the difference in terms of source material (own culture, foreign culture, 

multiculturalism), composers’ motivations and approaches, and ethical issues 

involved in the process. I began to theorize three levels of intervention on the 

original traditional material: preservative, transformative and destructive. Finally, as 

part of the research, I tried myself to merge traditional elements and electroacoustic 

music for the very first time in the acousmatic composition 15/12/1915 (2011). As a 

matter of fact, 15/12/1915 constituted the first attempt to merge electronics and 

traditional material from my own culture.  

Following that research, with new analytical tools and a better comprehension of the 
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subject, I started narrowing the topic in my Master’s thesis La Musica 

Elettroacustica in Turchia. Un ponte fra tradizione e modernità (D’Agostino, 2013), 

focusing on electronic music incorporating Turkish traditional elements. Quite 

surprisingly, in a country where halk müziği and traditions in general are still deeply 

rooted in present culture, I encountered very few examples of native artists willing to 

engage in re-contextualizing Turkish traditional elements within electroacoustic 

music circles. In reality, the latter circumstance is certainly not unusual since, as 

Robert Gluck (2005c) affirms, “some electroacoustic composers have experienced 

conflict with tradition-bound instrumentalists who are often protective of the purity 

of inherited musical forms and sounds” (p. 4). On the other hand, it is also possible to 

encounter several traditional musicians willing to expand their musical horizons and 

the traditional restricted repertoires, as in the case of most contemporary shakuhachi 

performers (Seyama, 1998). As for my Bachelor’s thesis, I then completed my 

research by composing Studio su Kemençe (2013), an electroacoustic piece whose 

source material was constituted by recordings of kemençe, a Turkish traditional 

musical instrument of the Black Sea region.  

After these experiences and many years spent living abroad in different countries and 

among different cultures, I started to feel the urge, as a Neapolitan artist, to reconnect 

with my roots, rediscovering the traditional repertoire of my native land – the 

Southern Italian region of Campania - and investigating its employment within 

electronic music composition and contemporary music languages. Together with the 

desire to reaffirm my musical roots, I decided to engage with this specific repertoire 

for another reason. In fact, over the years, I could always observe a substantial lack 

of noticeable examples of recontextualisation of Campania’s traditional music 

elements into electronic music practice, specifically as regards to academic circles. 

The most significant cases of such mélange are exclusively related to more ‘popular’ 

styles. Among those, the band Almagretta can be considered probably the most 

noteworthy example. Starting from the late 80’s, Almamegretta have combined trip 

hop, dub, reggae and rap with Canzone Napoletana, Neapolitan language and other 

elements of Campania’s traditional music. One of their most famous hits, Sanacore 

(1995), combines electronics, lyrics inspired by the text of a traditional song, and the 

unique sound of sisco, a traditional bamboo duct flute. As for more recent years, the 

rapper Liberato might represents the latest attempt to fuse present and past, with his 
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mix of hip-hop and trap with lyrics in Neapolitan language and other elements 

derived from Musica Neomelodica1. It is important to mention that, especially in the 

last sixty years, many musicians from Campania’s region have begun to rediscover 

and reintroduce the regional traditional repertoire. But such phenomenon, known as 

‘folk revival’, generated conflicting opinions due to the simplistic and often 

misleading use of traditional elements. 

The scarcity of music examples reinforced my will to engage with this traditional 

repertoire since it also stressed a personal concern related to modern times and to the 

geographical area under investigation. In an increasingly globalized world, local 

identities and cultures are likely to be endangered, neglected or even forgotten. 

Traditional music is certainly not excluded from the picture. In several areas all 

around the globe - for diverse reasons and through different means - people still 

maintain a profound connection with their local musical traditions and keep them 

alive. On the other hand, unfortunately, it seems that other communities are slowly 

losing contact with their traditional music repertoires. I believe this is happening in 

Campania, where I was born and grew up. Nowadays in Campania – an area 

characterized by an antique, rich and diverse music tradition – our precious musical 

heritage is gradually fading away. In particular, younger generations are barely aware 

of their musical heritage or in most cases completely ignore it, especially in the 

metropolitan areas. At the same time, the old tradition-keepers, mostly concentrated 

in rural areas, are inevitably passing away without anybody to bequeath their 

precious knowledge. Francesco Pellegrino, leader of the Vesuvius Ensemble, affirms 

that “[in the region of Campania] when the last elderly man and tradition keepers 

will die, tradition will be something different, because these old people absorbed the 

tradition from their parents, grandparents and relatives” (D’Agostino, personal 

interview, 2018). 

Another reason to undertake a research focused on the encounter between tradition 

and technology was related to the difficulties of some specific genres such as 

electroacoustic music to still hardly catch on a wide audience. The issue has been a 

                                                
 
1 The term Nemoledic Music defines a contemporary music style originating in the city of Naples. 
Neomelodic music differs from the classic and better known Canzone Napoletana for its lyrics 
inspired by the daily life of the more marginalised and degraded areas of Naples, with a frequent focus 
on criminal life.  
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concern in electroacoustic music circles for quite some time now, as evidence in the 

work of several scholars (among others: Chadabe, 2004; Delalande, 1998; Landy, 

1990, 1991, 1994; Weale, 2006). It is safe to say that, unlike other electronic music 

styles, electroacoustic music and other experimental genres are still struggling in 

captivating a large and diverse range of listeners, probably for the lack of of those 

elements to which Leigh Landy refers as ‘something to hold on factors’ (Landy, 

1994). On the other hand, traditional music is often capable of engaging people due 

to a sound world they are more acquainted with. The use of acoustic instruments, 

voice, rhythm, melody, harmony and the strong evoking power make traditional 

music more familiar and accessible to ‘inexperienced ears’. 

These different but somehow related circumstances gave rise to some questions. Can 

electronic music act as preservation factors for endangered traditional repertoires?  

Can sonic artists safeguard these threatened musical traditions by re-presenting them 

in a different musical context and through contemporary music trends? Is it possible 

to connect two apparently opposite music worlds on a hybrid territory in order to 

generate interest in neglected music traditions and at the same time attract a wider 

audience for electroacoustic music? Which are the ethical issues related to such 

operation? All these queries represented the core of my research.  

 The Need of a New Study  

The act of drawing upon traditional repertoires has always been a common practice 

in music. Music history can provide several cases of composers borrowing and 

incorporating traditional elements in their works, both from their own cultures and 

other traditions. Henry Cowell, for example, looked at different Asian cultures as a 

source of inspiration for his works while Béla Bartók dedicated a deep investigation 

to the traditional music of Hungary and adjacent areas.  

This praxis has become a widespread trend also within electroacoustic music circles, 

both among Western and non-Western artists. The first seeds of this new tendency 

can be found in Halim El-Dabh’s Leiyla and the Poet (1959) and in other works from 

Japanese, Indonesian and South American composers between 1950 and 1970 

(Gluck, 2006). Nowadays, the issue of cultural engagement represents a significant 

focus of interest for many composers and scholars. The topic has been investigated 

from different angles, from the origin of source material to the possible ethical 
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approaches. Composer’s motivations represent one of the multiple facets. The 

motivations behind the employment of such culturally connoted elements as source 

material are diverse. Robert Gluck (2005a, 2005b, 2005c, 2006, 2008) has 

extensively analysed the issue and has reported several reasons for composers to seek 

a dialogue between traditional music and technology: extending techniques and sonic 

possibilities of an instrument, overcoming creative blocks, curiosity, discovery or 

affirmation of cultural roots, vogue, inspiration from different musical concepts and 

forms, boundary testing, and global consciousness. However, in an historical period 

characterized by globalization and the consequent risk of homogenisation and 

disappearance of local identities, the theme of rediscovery and preservation of 

endangered music traditions can and probably must constitute an additional reason 

for sonic artist to employ traditional material in their works.  

The focus on preservation is certainly neither new nor foreign to the electroacoustic 

music world. Murray Schafer addressed the issue for the first time in the late 1960s. 

One of the main goals of his World Soundscape Project was recording and 

cataloguing international soundscapes with a focus on preservation of ‘soundmarks’ 

(Schafer, 1977) and dying sounds and sound environments. But nowadays, in my 

opinion, it is paramount to draw particular attention not exclusively to endangered 

sound environments, but also to all those local music traditions that are gravely 

threatened. Including these sounds and traditions in a serious preservation process 

through electronic music and contemporary digital technologies is an approach that 

can enable creativity and respect to occur in the same place. I believe that composers 

and sound artists can also play a key role here by looking at their artworks from an 

ethnographic point of view for preservation purposes. 

According to Tullis Rennie (2014): 

[The] concurrent approaches across ethnographic practice, anthropological 

study, soundscape composition and acoustic ecology make clear that from 

social science to sound art, the presentation of composed findings continues 

to be common practice, whether in written academic texts or through 

representation of place in art. It seems that the only link yet to be made is the 

reverse: art (composition in this instance) understood as a form of academic 

documentation (p. 6). 
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The similarities shared by soundscape composition, electroacoustic music and 

ethnography have already been discussed and highlighted (Drever, 2002; Rennie, 

2014; Feld and Brenneis, 2004) as well as the role of digital technologies as a 

safeguarding factor. 

Mira Burri (2010) states that despite the fact that “digital technologies have often 

been perceived as imperilling traditional cultural expressions” (p. 33), such 

technologies can nevertheless be employed for the preservation of TCE. She affirms 

that “[…] in the context of the protection and promotion of TCE, rather 

counterintuitively, there are a number of ways in which digital technologies may act 

as benevolent factors” (Burri, 2010, p. 34). 

Through the analysis of the use of the traditional repertoire of a very circumscribed 

area – the Southern Italian region of Campania – in the ambit of contemporary 

artistic practices and technological media, this research aims to define a 

comprehensive set of guidelines for other composers and sonic artists willing to 

grapple with the hard and risky task of introducing traditional elements in their works 

with a particular focus on the theme of preservation. These guidelines include tools, 

techniques and compositional strategies as well as indications for appropriate 

modalities of cultural engagement, often regarded as respectful. In fact, the act of 

engaging with other musical traditions raises complex ethical issues, especially in the 

scope of electroacoustic music, where source materials can be perilously detached 

from their cultural contexts and treated as mere ‘sound objects’ (Schaeffer, 1966). 

Drawing upon traditional repertoires might be seen as a natural aspect of a 

composer’s creative process but at the same time could be interpreted as an act of 

cultural appropriation (Said, 1978, 1993). A respectful investigation should always 

be a matter of primary importance. Therefore, considering and defining ethical and 

creative boundaries constituted a central feature of my thesis, together with the 

composer’s relationship towards the musical tradition employed.  

A related issue that I also decided to investigate refers to the possibility for 

electroacoustic music to reach a larger and more heterogeneous range of listeners 

through the use of traditional and ‘popular’ components, seeking to include them in 

those elements to which Leigh Landy (1994) refers as ‘something to hold on factors’. 

As a fundamental stage of my research, I composed a series of pieces utilizing 
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Campania’s traditional music elements as source material. The concrete act of 

engaging with traditional material represented a matter of crucial importance in order 

to uncover and identify the necessary elements for the theorization of a general 

method.   

 Methodology  

The theorization of a set of guidelines for sonic artists willing to utilise traditional 

material with preservation intents depended upon a research methodology consisting 

of six stages: 

• Selection of Campania’s traditional music elements as source material 

• Definition of compositional strategies 

• Collection of sound material 

• Compositional process 

• Re-analysis 

• Definition of a comprehensive method 

 The pieces produced have been essential case studies for the research. They 

provided practical example in terms of compositional procedures to utilise in the 

definition of a comprehensive method. In this regard, a working journal strongly 

contributed with additional crucial information. In fact, it was decided to keep a diary 

throughout every methodology stage. In the diary were accurately reported decisions 

made, artistic strategies, compositional techniques applied, problems encountered, 

failures, doubts and personal impressions. These data were then analysed in the fifth 

stage of the research methodology. 

In general, the reflective compositional process proposed by Robert Gluck (2008) 

played a significant role during every phase of the methodology. Gluck asserts that: 

[…] reflective compositional process is defined as an approach by which the 

composer engages in a repeated process of self-reflection, carefully 

considering motivations, context and implications of compositional decisions, 

complementary to considerations of formal and aesthetic artistic criteria. Like 

a social scientist, the perspective of the composer is one of empathy for the 

culture under consideration […] (Gluck, 2008, p.3). 

He also describes in detail the five phases that constitute the process: 
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A reflective composition process relating to cultural issues […] potentially 

includes five stages. The first is a consideration of the composer’s 

motivations for her or his choice of materials and forms. This stage may be 

repeated before and after choices are made, and yet again further into the 

compositional effort. The second is a consideration of one’s relationship with 

the culture in question. The focus of stage three is selecting a strategy for 

crosscultural engagement. Fourth is a reconsideration of all aspects of the 

work from two perspectives: that of a member of the culture in question and 

that of an observer external to that culture. The fifth and final stage is a 

consideration of the overall effort in light of initial motivations, strategies and 

other factors, in light of any revisions made during prior stages in this 

engagement (Gluck, 2008, p. 4). 

Gluck’s process represented an indispensable aid especially for what concerns 

engagement modalities towards culturally connoted material and ethical issues 

involved in the act of re-utilizing traditional music elements in a different musical 

context. 

In particular, I believe that some of the sample questions he proposes for the self-

questioning process are extremely relevant for what concerns a musical re-

contextualization focused on preservation. I decided to mention here the most 

crucial: 

• Are the materials in question well represented in recordings by traditional 

practitioners? Are they in danger of becoming lost or considered 

obsolete? 

• Is there an existing non-traditional musical practice within that culture 

that engages these materials? 

• Does the material remain recognisably identifiable? Does its original 

integrity remain intact? 

• What is the relationship between my use of the material and traditional 

practice? Are there issues of cultural sensitivity on the part of traditional 

practitioners about the non-traditional use of these materials? Are there 

relevant issues of provenance –  that is, to what degree is the material 

considered by its own practitioners to be protected from outside use? 
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• What has been the reaction of members of the culture in question to my 

new work?  Can I imagine performing the new work to members of that 

culture or within that country? (Gluck, 2008, p. 145)  

1.2.1 Selection of Campania’s traditional music elements as source material  

The first step of the methodology consisted in the selection of specific elements 

belonging to Campania’s traditional repertoire as source material for the 

compositional process.  

A respectful use of traditional material should always be preceded by an accurate 

investigation and a profound understanding of the repertoire intended to be 

employed. Furthermore, considering and defining our relationship as composers with 

the repertoire and with members and practitioners of that particular musical culture 

must be seen as a paramount matter. The relationship and the perspective of the 

composer towards the traditional material – especially in terms of ‘bi-musicality’ 

(Hood 1960, p. 56) – will be further discussed within the chapter dedicated to ethical 

issues. For the time being, it is important to mention that, although born and raised in 

the city of Naples, I could neither consider myself an expert of Campania’s music 

nor entirely a member of that traditional music community since I never deeply 

studied or practiced the repertoire before. Therefore, in order to proceed with a 

proper selection, it was necessary to conduct a preliminary study on Campania’s 

traditional repertoire, in particular for identifying its most distinctive features. 

A comprehensive investigation and classification of Campania’s main musical 

features represented a complicated task due to a lack of extensive studies on the topic 

and some inconsistencies in the bibliographic sources. Although ethnomusicologists 

have undertaken researches and fieldwork on this repertoire (among others, 

D’Agnese 2017; D’Agnese and Giurati, 2011; Di Mauro, 2017; Giurati, 2006; 

Mauro, 2003, 2006), it seems that Campania’s traditional music has not been yet 

examined in depth and organised in a structured and definitive study. The works of 

Roberto De Simone (1977, 1979, 2010) still represents probably one of the most 

relevant and complete study on the topic. As a matter of fact, these circumstances 

strengthened the determination in the research and the conviction of the necessity to 

engage with this overlooked repertoire. 
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Due to the complexity and diversity of the repertoire2, the scarcity of sources, and the 

discrepancies in the literature (especially concerning the identification of the musical 

instruments of the repertoire) it was then decided to select the elements for the 

compositions deeply relying on the opinions of practitioners and members of the 

community. In particular, the interviews with Marcello Colasurdo, Francesco 

Pellegrino, Gianluca Zammarelli and Giuseppe Mauro – local musicians and experts 

- represented a crucial stage. Their experience shed light and clarified personal 

doubts and gaps on the topic, as well as allowing a deeper understanding of 

Campania’s music and a more respectful approach towards the traditional material. 

They represented invaluable guides in the hard task of identifying the most 

representative, meaningful and evocative components of the repertoire. 

It is important to emphasize that the present thesis is not intended as an 

ethnomusicological study with the claim of filling voids and clarifying 

inconsistencies in the literature. It was not its initial goal and, in addition, such 

complete study would have required serious ethnomusicological competences as well 

as years of extensive research and laborious fieldwork. Therefore, the selection must 

be considered as a personal choice, with the main intention of acquiring an 

understanding of the repertoire and culture as deep and detailed as possible before 

engaging whit the sound material at the composition stage.  

1.2.1.1 Selection parameters 

The selection of the source material has been made according to several parameters, 

that will be further analysed and justified in the second chapter of the thesis: 

• Initial motivations 

• Importance of a specific musical instrument within the repertoire 

• Distinctive features of the repertoire (e.g. rhythm, melody, harmony, peculiar  

instrumental or vocal techniques, musical forms and structures, language) 

• Relevance in representing and evoking the geographical area and the related  

culture and musical repertoire 

                                                
 
2 Campania holds on its territory a remarkable richness of unique traditional musical elements. It is 
possible to find notable differences (e.g. languages and dialects, instruments and musical forms) even 
between the various districts, sub-regions and historical-geographical areas of Campania such as 
Irpinia, Samnium and Cilento.  
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• Musical or extra-musical elements neglected and endangered in present  

times  

• Features that could attract listeners not familiar with electronic music 

• Ethical issues related to the employment of a particular traditional repertoire 

in another musical context 

• Opinions of practitioners and members of the community 

• Accessibility of sound sources 

The parameters have been chosen according to the initial purpose of the thesis and 

the consequent compositional approach. The primary goal in the production of the 

pieces was to employ the material maintaining a certain degree of intelligibility (to 

keep its culturally connoted value) rather than treat it as mere object sonore. 

Therefore, for example, the initial idea of including sonic or timbral qualities as a 

parameter was later discarded. As for the accessibility of sources, the difficulties in 

tracing rare instruments as well as performers - for example in the case of sisco a 

duje, a double bamboo flute (Figure 1.1) - narrowed down the list of possible 

materials to use as sound sources for the composition. 

 

Figure 1.1 : A sisco a duje with a single mouthpiece. 

As we will see more in detail later, the selection parameters influenced collection of 

the sound material and the criterions for compositional constraint and strategies. 
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1.2.1.2 The final selection 

Eventually, the parameters led to the selection of the following elements: 

Ciaramella 

The ciaramella is a traditional woodwind double-reed musical instrument belonging 

to the oboe family. The name probably derives from the Latin calamellus, diminutive 

of calamus, literally small cane. The instrument and its variations are very common 

in the central and southern regions of Italy. It consists of two parts - a bell and a tube, 

joined together with a screw - and can have six or seven finger holes (Figure 1.2).  

 
Figure 1.2 : Two model of ciaramella with seven finger holes. 

The ciaramella is generally played together with the zampogna, with which it has a 

strong relationship. In fact, the various sizes of the ciaramella correspond to the 

various sizes and intonations of the zampogna. As another proof of this symbiosis, 

some players and instrument makers affirm that a ciaramella and a zampogna that are 

meant to play together should be obtained from the same piece of wood (Mauro, 

2006). Sometimes the zampogna is accompanied by two ciaramella players or from 

one musician with a “double ciaramella” (two ciaramella played simultaneously by a 

single performer). In the repertoire, the ciaramella is played in different musical 

context, in particular during the religious events throughout the year. The ciaramella 
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was chosen for its relevance within the repertoire and for its connection with 

zampogna.  

Chitarra battente 

The chitarra battente is a chordophone belonging to the family of plucked lutes 

(Figure 1.3). The name (literally ‘beating guitar’) refers to the playing technique. In 

fact, the five fingers thump the strings with the nails to play chords and keep the 

rhythm to accompany vocal musical forms or dances. It is similar to the 5-course 

baroque guitar but larger in dimensions, with a deep convex body back made of slats, 

sound hole covered with an ornamental rosette and four or five courses of thin metal 

strings of the same gauge (sometimes fourteen strings divided in 4 triple courses and 

one double). It has its origins at the end of 16th century and initially played in court 

music. At the beginning of the 18th century it spread in Southern Italian regions and 

started to be employed in the traditional repertoire. It survived to the present day in 

the rural culture and in Campania it is still played and produced in the Cilento region.  

From an ethnomusicological point of view, the chitarra battente from Campania has 

not been a subject of study yet, while other researchers have been undertaken on the 

chitarra battente in Calabria (Tucci and Ricci, 1985).  

 
Figure 1.3 : Gianluca Zammarelli with two models of chitarra battente. 
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The chitarra battente has been chosen for its characteristic playing technique, its 

unique bright and sharp sound and its limited diffusion in the region (both in terms of 

use and production.  

Zampogna 

The zampogna is a woodwind instrument widely diffused in the central southern 

region of the Italian peninsula (Figure 1.4). It has been a subject of study among 

several researchers (Giurati, 1995). In the region of Campania there are at least six 

types of zampogna that differ for number of ‘palms’3. This variety represent a 

uniqueness within Italian traditional instruments. The various models present 

different sound peculiarities and therefore each type is more appropriate for a 

specific musical context. Nevertheless, all the models share the following 

construction features: a longer chanter, played with the left hand, with four finger 

holes (the most distant one equipped with a key); a shorter chanter, played with the 

right hand, with five finger holes; two pipes with a fixed pitch used as drones; a 

wooden stump that connects chanters and drones; a bag, generally made of goatskin 

or sheepskin; a pipe for blowing the air in the bag; enclosed double reeds made of 

cane, for chanters and drones. As for the ciaramella, each chanter and drone consists 

of two parts: a tube and a bell.  The instrument can be tuned by partially close the 

finger holes of the chanters with wax. At the present time, according to Roberto De 

Simone (2010) and Giuseppe Mauro (2006), the employment and the production of 

the zampogna is mainly circumscribed to the area of Salerno province. With regard 

to the traditional repertoire, originally the zampogna was played in several contexts 

(social rituals, religious celebrations or to accompany the tarantella dance). It is 

generally played together with the ciaramella, another important woodwind 

instrument of the tradition. Nowadays, in the metropolitan areas, the use of this 

instrument is limited to the period of Christmas festivities.  

It was decided to select zampogna for the importance within the repertoire, the 

characteristic sound, the uniqueness in terms of construction characteristics and the 

limited diffusion and use to the present day. 

                                                
 
3 The palm was an old unit of measurement in use during the Kingdom of the Two Sicilies, 
corresponding to approximatively 25 cm.  The two and a half palms, the three palms, the three and a 
half palms, the four palms, the five palms and the six palms represent the most common models in 
Campania. 
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Figure 1.4 : Gianluca Zammarelli with one of his zampogna. 

Flauto di corteccia 

The flauto di corteccia (‘bark flute’) is a primitive woodwind instrument, typical of 

rural areas (Figure 1.5). It is very rare at present time but that is still surviving in the 

area of Montemarano, as documented by a recent research conducted in the region 

(D’Agnese, 2017).  The bark flute is a ‘seasonal’ instrument, since it is built 

exclusively in springtime, in particular in the months of April and May, when the sap 

is circulating in the tree. The instrument is obtained by cutting and extracting the 

bark in the shape of a thin pipe from a fresh tree branch (generally a chestnut). The 

bark flute has a single finger hole, carved in the thickest side of the bark in a 

rectangular shape. This instrument has a very short life span; it can be conserved in 

water for four or five days after which it dries out and becomes unserviceable. For 

this reason, nowadays it is common to build the flute with metal or plastic pipes, as 

affirmed by the traditional musician and instrument maker Gianluca Zammarelli.  
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Figure 1.5 : A performer playing a bark flute. 

 
Figure 1.6 : Gianluca Zammarelli with a modern version of the bark flute. 

The preservation theme played an important role in the selection of the bark flute. As 

already mentioned, the instrument is very rare at the present time and it is personally 

considered as an endangered element of the tradition. As a matter of fact, to cite the 

parameter of accessibility of sources, the difficulties in tracing the original model 

made it necessary to record a modern version of the flute (Figure 1.6) for the 

compositional process. The concerns related to such operations were removed by 

Gianluca Zammarelli, that reassured me about the authenticity of the original sound.  

Moreover, the typical scale produced by the bark flute represented another criterion 

for the selection. The construction features and the playing technique generate a 

characteristic scale on which performers play traditional melodies. The scale and the 
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related melodies played a significant role during the composition and constituted an 

important element to consider while developing the material and structuring the 

piece.  

Tammorra 

The tammorra is probably the most important and representative instruments of 

Campania’s traditional music as unanimously asserted by all the local practitioners 

consulted. The tammorra is a frame drum, consisting of a sheepskin or goatskin 

mounted on a wooden frame (originally the one of a flour sieve) equipped with tin 

rattles and cymbals, called cicere or cimbale in Neapolitan language. The diameter of 

the drum may vary between 35 cm and 60 cm. The tammorra is played by keeping 

the instrument vertical, holding the bottom of the frame with the left hand and hitting 

the skin with the right hand (Figure 1.7). This way of playing is called ‘masculine, 

while the way of holding the drum with the right hand and hitting it with the left one 

is called ‘feminine’. The playing technique is very complex and requires a lot of 

stamina. The playing style may also vary according to the different areas of the 

region. The tammorra is the main instrument to accompany the traditional regional 

dance tammurriata and the vocal form called canto sul tamburo. 

 

Figure 1.7 : Neapolitan traditional musician Marcello Colasurdo plays the tammorra 
drum in a traditional event. 
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The tammorra was chosen since it fully embodies the tradition as the most 

representative and evoking instrument of the repertoire. In particular, more than the 

sonic qualities, the rhythmic factor played a key role. Rhythm and dance are a vital 

part of Campania’s traditional music and the tammorra is the main instrument 

utilised to mark the beat and punctuate the pulse.   

Figure 1.8 represents the different variations of the basic the tammorra pattern played 

in the 1970s for the tarantella dance as reported by Roberto De Simone (2010) in his 

Son sei sorelle. Rituali e canti della tradizione in Campania. As will be explained 

more in details later, rhythm is one of the parameter selected within the elements of 

the compositional strategy. Therefore, in this regard, the use of tammorra was a 

matter of primary importance.  

 

 
Figure 1.8 : Variation of tarantella basic tammorra pattern. 
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Tromma  

The tromma (’trumpet’ in Neapolitan language) is a type of plucked idiophone 

spread all over the world (Figure 1.9). In particular, the version used in Campania 

and generally in South Italy is a heteroglot one and consists of a metal reed attached 

to a horseshoe-shaped metal body. It is played by placing the body of the instrument 

in the mouth and by plucking the metal reed with a finger. The instrument produces a 

single pitch and its overtones and the performer can modulate the sound by 

modifying the shape of the mouth or by moving the tongue.  

  
Figure 1.9 : Different models of tromma. 

In Italy, the tromma is also known as scacciapensieri or tromba degli zingari 

(‘gipsies’ trumpet’). In the region of Campania, the tromma is very often utilised to 

reinforce the tammorra rhythm in traditional musical forms like canto sul tamburo 

and tarantella, which is why it was decided to include the instrument in the selection. 

Voice 

It was decided to include vocals in the selection since they are a very important 

element of Campania’s traditional music. The repertoire comprises several musical 

forms (with or without instrumental accompaniment) in which voice plays a major 

role, like canto sul tamburo, canto a distesa, canto a ffigliola, fronna ‘e limone and 

villanella. Lallum, one of the pieces composed for the research, uses as source 
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material several examples of fronna as well as an old lullaby sang in Neapolitan 

language. In fact, the reason for selecting voice is not only related to their importance 

within the repertoire or the peculiar vocal style, but also for the unique sound of the 

Neapolitan languages and its variations.  

In fact, according to Francesco Pellegrino “the sound of Neapolitan language is as 

important as the semantic content” (D’Agostino, personal interview, 2018). 

1.2.2 Definition of compositional constraints, strategies and goals 

The second stage of the research methodology consisted in defining compositional 

constraints and methods. These limitations and approaches were established in the 

light of the original research motivations and artistic goals initially identified. 

Some compositional strategies were largely influenced by the approach focused on 

preservation. Therefore, some parameters were chosen in order to underline the 

essential features of the traditional repertoire and to maintain a high degree of 

intelligibility on the sound material. Some others were picked as ‘pull factors’ for 

listeners not familiar with electroacoustic music. Finally, the elements selected as 

compositional material further contributed in determining restraints and directions.  

In the early stages of the research, the following parameters were taken into 

consideration for defining a compositional strategy: 

• Exclusive use of musical elements 

• Combination of musical and extra-musical elements 

• Exclusive use of an extra-musical category only (e.g. text, environmental 

sounds) 

• Exclusive use of new personal recordings 

• Use of pre-existing samples in combination with new personal recordings 

• Use of samples in combination with synthesised sounds 

• Use of rhythm, melody and harmony 

• Exclusive focus on musical instruments 

• Possibility to address a piece to a single instrument only 

• Consideration of the original purpose of use of the traditional material 

• Intelligibility of the original material 
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At a later stage, it was necessary to modify the selection and discard some of these 

parameters in view of local practitioners’ opinions, sound material selected and the 

first phase of compositional process. The following parameters constituted the final 

selection: 

• Combination of musical and extra-musical elements 

• Use of pre-existing samples in combination with new personal recordings  

• Use of samples in combination with synthesised sounds 

• Use of rhythm, melody and harmony (as an attractive) 

• Consideration of the original purpose of use of the traditional material 

• Intelligibility of the original material 

The choice of combining musical and extra-musical components derived from the 

observation that some of the peculiar features of Campania’s traditional repertoire 

belonged to the latter category. Neapolitan language and traditional lyrics, for 

example, represent unique and meaningful elements. In addition, it was decided to 

employ environmental sounds for the compositional process. Environmental sounds 

were chosen for their property of evoking a specific location as well as symbolic and 

contextual associations as in the case of soundscape composition approach (Truax, 

2008). At the same time, in some cultures, specific environmental sounds may be 

considered as integral part of that musical tradition. In addition, environmental 

sounds refer to the theme of preservation. In fact, as the work of the World 

Soundscape Project has clearly highlighted, some sound environments are seriously 

endangered and run the risk of disappearing due to several factors. In the city of 

Naples, for examples, the characteristic calls of the vendors in the street markets (that 

one could consider, with good reason, as part of the local musical tradition) may 

represent, in the future, an endangered element in light of the increasing closure of 

small retailers and global gentrification.  

The key concepts of soundscape composition were also taken into consideration in 

terms of recognisability of source material and its elaboration (Truax, 2002). In fact, 

it was decided to always present instances of highly intelligible versions of the 

traditional material with its processed derivatives. In terms of musical elements, 

traditional forms were considered as a meaningful element to contemplate when 

structuring the pieces.  
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The initial idea of employing exclusively new recorded sound material personally 

recorded was discarded for two reasons. The first is related to the selection parameter 

of accessibility of sources. In fact, locating and recording specific material 

represented a difficult task. Therefore, it was decided to employ new recorded 

material together with existing recordings provided by local practitioners as in the 

case of several fronne and vocal samples, and recordings of the original model of 

bark flute. It is important to stress that the themes of appropriation and respectful use 

of the material were taken into serious consideration. The pre-existing samples 

provided by local practitioners have been always utilised with their consent and the 

right deference to their recommendations. In this respect, the original purpose of use 

of the traditional material represented another meaningful element to consider in the 

composition phase. 

The idea of focusing the pieces exclusively on the use of musical instruments was 

also eliminated after the preliminary research on Campania’s repertoire. In fact, 

musical instruments are not the only representative elements of a tradition that 

includes also other peculiar features in terms of rhythm, scales, forms and language.  

The intention of combining samples and synthesised sounds derived from the 

necessity of creating a meaningful dialogue between tradition and significant trends 

in contemporary electronic music. Initially, it was considered to obtain the electronic 

parts entirely through the processing of samples used as sound sources. The motive 

can be probably linked to personal ethical boundaries and hesitations in re-proposing 

traditional material in a completely different musical context. In a way, introducing 

traditional elements in an electronic territory constituted by their own elaboration 

was unconsciously seen as a safer approach. Moreover, as regards electroacoustic 

music, I lately perceive the use of sound synthesis as often repetitive and self-

referential in terms of techniques and sonic results.  

The issue may be related to the difficulty of captivating listeners from outside 

academic circles. Nevertheless, sound synthesis forms an integral part of electronic 

music composition and rejecting it would have certainly restricted potential musical 

outcomes.  

Therefore, especially in the light of thesis premises, it was decided to include 

synthesis with a particular focus on techniques and sounds related to more 
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widespread genres of electronic music as an attraction component. The same factor is 

partially associated with the choice of make use of melody, harmony and rhythm, 

elements with whom listeners are generally more familiar. At the same time these 

elements represent distinctive features of the traditional music from Campania, fact 

that make this operation less hazardous from an ethical point of view. 

The possibility of addressing each piece to a single instrument was partially 

discarded. In fact, after the research conducted on Campania’s repertoire, it was 

found that some instruments are strictly related to others, as the case of zampogna 

with ciaramella or tammorra with other percussive instruments. Besides, some 

traditional forms require a music ensemble consisting of more than one element. In 

view of a respectful and legit approach towards tradition, the option of using more 

than one instrument in the same piece was kept open, especially in the case of 

utilising a traditional musical form as point of departure for structuring the piece.  

1.2.3 Collection of sound material 

The third stage of the research methodology concerned the collection of the sound 

material chosen for compositional purposes. This phase included the recording and 

editing of new material as well as the collection and editing of pre-existing sound 

samples provided by traditional musicians and members of the local community. 

This phase of the research was highly affected by the accessibility of sources since 

some instruments and performers were hard to trace. The locations represented 

another factor that influenced the recording stage. 

The reason was purely logistic. Most of the traditional performers lives in small 

centres – often in rural areas – devoid of professional recording facilities. That is 

why it was often necessary to collect the material through location recording sessions 

and by adopting creative solutions. Nevertheless, where possible, the most 

appropriate locations and equipment were chosen according to the type of sound 

sources.  

Environmental sounds have been recorded with stereo techniques through a portable 

recorder and two different microphone set-ups. The first one was constituted by two 

internal condenser microphones supplied by the recorder configured with a X-Y 

stereo technique.  
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Figure 1.10 : Recording environmental sounds with the Zoom H4n. 

 
Figure 1.11 : Home-made wind-shields for in-ear binaural microphones. 

The second set-up consisted of a pair of in-ear condenser microphones specifically 

designed for binaural recordings4. This particular type of binaural microphones was 

extremely helpful in recording sound environments without attracting the attention of 

surrounding people as they look like normal earphones to an external observer 

(Figure 1.10). For the purpose of achieving the best possible quality while recording 

whit these peculiar microphones, it was necessary to build a special set of home-

made wind-shields as shown in the following picture (Figure 1.11). 
                                                
 
4 The in-ear binaural microphones are a special system in which binaural recording and monitoring are 
combined. The microphone capsules are located in each earpiece making the set looking like a normal 
pair of earphones. There are several models on the market produced by the main audio companies.   
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Obviously, there are some ethical issues inherent in an approach in which unaware 

individuals are part of the recording, especially in terms of sound appropriation. This 

topic will be exhaustively addressed in the second chapter. 

As regards instrumental recordings, the sessions took place in my personal home 

studio in Naples and during sessions of location recordings (Figure 1.12). Most of the 

instruments have been recorded by the local musician Gianluca Zammarelli in his 

house in Pagani and in my home studio.  

 
Figure 1.12 : Working in my home studio in Naples. 

For the location recording in Pagani I employed a laptop, a portable recorder as 

sound interface and a large-diaphragm cardioid condenser microphone. As for the 

home studio, the equipment consisted of a laptop, an external 8 channels sound 

interface and a large-diaphragm cardioid condenser microphone.  

Zampogna and chitarra battente were the most challenging instruments to record. In 

this sense, the opinion of Gianluca Zammarelli was crucial for positioning the 

microphones in order to obtain a truthful sound and high quality results. Zampogna 

produces a powerful sound very rich in terms of frequency range. The microphone 

was positioned about a meter away from the instrument, in order to catch both the 
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low frequencies of the drones and the mid and high frequencies produced by the 

chanters, trying to record the sound as a whole (Figure 1.13).  

 
Figure 1.13 : Gianluca Zammarelli recording zampogna. 

Chitarra battente produces a very sharp and bright sound with a lack of low 

frequencies due to its thin metal strings. In terms of recording, it was important to put 

an emphasis on the characteristic strumming playing technique. Therefore, the 

microphone was positioned about 40 cm. from the body, between the sound hole and 

neck (Figure 1.14). 
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Figure 1.14 : Gianluca Zammrelli during a chitarra battente location recording 

session in his flat in Pagani. 

As briefly mentioned above, sometimes it was necessary to adopt creative solutions.  

In the case of ciaramella, it was firstly necessary to obtain a dry sound without too 

much ‘room’. Secondly, the increasing traffic noise leaking from the windows 

required a better isolation. Therefore, it was decided to record the ciaramella in 

Zammarelli’s car located in his underground garage. The smaller ambient and the 

seats fabric solved the reverberation issues while the underground location and the 

sound proofed cockpit provided a better isolation from outside noises.  

1.2.4 Compositional process 

The stages of material selection, definition of compositional strategies and material 

collection have been then followed by the compositional process. All these phases 

led to the composition of five pieces. The finalization of the pieces has lasted 

approximatively twelve months. During this period, it was necessary to acquire other 

musical material through new recording or pre-existing samples provided by local 
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musicians. The reasons were different: low quality of the initial recordings; necessity 

to introduce another musical instrument in the piece to respect the traditional 

ensemble originally meant for a specific form or purpose of use; necessity of other 

recordings of the same instrument in order to have more source material to work on 

in the sound processing phase.  

Lallum focuses on one specific medium of the traditional repertoire: voice. In this 

regard, the piece utilizes some elements of the tradition related to vocals such as 

Neapolitan language (and its variations), the traditional vocal form called fronna ‘e 

limone and an old lullaby from the town of Carpino. The voice belongs to Francesco 

Pellegrino, tenor and leader of the Vesuvius Ensemble, who kindly provided the 

voice samples utilised in the piece. The musical contribution of Francesco Pellegrino 

was very significant in relation to the theme of preservation and re-proposition of 

neglected music traditions, a central feature of the thesis. In fact, the main mission of 

Vesuvius Ensemble is to preserve and transmit the cultural and musical heritage of 

Southern Italy. 

4 Palmi centres around zampogna as main element. The title refers to the particular 

model of zampogna utilised for the recordings, the ‘quattro palmi’. In particular, the 

instrument is a quattro palmi in E from Cilento, a sub-region of Campania. All the 

samples employed in the piece – including the ciaramella recordings – were played 

by the traditional musician Gianluca Zammarelli and recorded in his house in Pagani. 

Quattro Palmi recreates an imaginary sound world where the traditional zampogna is 

surrounded by its contemporary electronics evolutions.  

Votata focuses on tammorra and its traditional rhythm. The title of the piece invokes 

one of the most characteristic parts of the ‘tammurriata’, the so-called ‘votata’ (‘turn’ 

in Neapolitan language), where the dancers spin around on themselves or with each 

other. The piece utilises as source material some vocals and tammorra excerpts 

recorded during a meeting with Marcello Colasurdo, as well as recordings of tromma 

by Gianluca Zammarelli. The piece respects the original instrumentation, since 

tammorra is very often supported and reinforced by this traditional jaw arp.  

Votata also attempts to respect the original purpose of use of this particular frame 

drum, that is dance. Therefore, rhythm and beat are the protagonist of the piece. The 

tammorra drum does not appear often through conservative intervention and realistic 
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approach. On the contrary, the main of intention was to transfer its characteristic 

rhythm into an electronic counterpart through figurative approach.  

The chitarra battente represents the main character of Battente. In this piece, the 

recordings by Gianluca Zammarelli of this particular string instrument are employed 

as source material for building, through sound processing, an electronic frame in 

which embedding the tradition. Battente combines all three levels of intervention, but 

the characteristic features of the chitarra battente are kept intact in several moments 

of the piece, in order to maintain a strong connection with its original sound world.  

L’ultimo Fragile Soffio focuses on flauto di corteccia – the traditional bark flute of 

Campania’s traditional music – as the central element of the piece. The piece 

represents an imaginary journey between past and future to highlight the fragility of 

this particular seasonal woodwind instrument and the risk that looms on its 

preservation. Together with Gianluca Zammarelly recording of the flute, L’ultimo 

Fragile Soffio utilises environmental sounds and a soundscape approach to recreate a 

sound world in which an unstoppable urbanisation seems to phagocytise the rural 

areas and the local culture where originally tradition hails from.  

1.2.5 Re-analysis 

The fifth phase of the methodology consisted in the analysis of the whole process 

from the material selection to the composition phase in order to acquire all the 

necessary data for the definition of a comprehensive method. The analysis was 

heavily supported by the information collected in the working journal. One aim of 

this process was to verify if the musical outcome reflected the initial premises in 

terms of sound material selection criteria, compositional strategies and goals. 

Secondly, it was paid particular attention to the engagements modalities towards the 

traditional repertoire and to the approach taken - preservative, transformative or 

destructive (D’Agostino, 2011) - in respect to sound material. At this point of the 

research, the last two stages of Gluck’s reflective compositional process (2008) were 

quite significant for a serious reconsideration of the overall work. As Gluck suggests, 

the pieces were analysed from two different perspectives: as a member of the 

traditional community and as an individual external to that culture. This duality is a 

key topic that will be deeply covered in the second chapter together with other 

ethical issues. 
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In the light of the initial premises of the thesis, a very important part of the re-

analysis process concerned the gathering of feedbacks on the pieces from local 

practitioners as well as non-specialist listeners (both in traditional music and 

electroacoustic music).   

The opinions of the musicians – especially the ones who provided material for the 

composition - were extremely important, specifically for the evaluation of the 

following aspects: degree of intelligibility of the material; respectful approach 

towards the tradition; convincing re-presentation of the material in another musical 

context; possibility of preserving and re-purposing the repertoire through electronic 

music; possibility to raise interests in the traditional repertoire among a wider 

audience. 

The comments of non-specialised listeners served in particular as a verification of 

these assumptions: possibility to raise interest in Campania’s traditional music 

among listeners non familiar with the repertoire; possibility to raise interest in 

electronic music among listeners not familiar with the genre.  

The entire process of re-analysis of the pieces was highly influenced by Steven 

Feld’s concept of ‘dialogic editing’ (1987). The American ethnomusicologist 

developed this notion during his work on the Kaluli people, stating the necessity to 

take into account their interpretation of his book Sound and Sentiment (1982) for 

“reframing and refocusing” (Feld, 1987: p. 191) his work.  

In fact, as regards my case, sometimes the compositions had to be revised, or at least 

some processes reconsidered, according to the feedbacks of non-specialised listeners 

but, more importantly, of the musicians involved in the project. This is the case of 

Lallum, the first piece composed for the research. Before starting working on the 

piece, I had a long and profound conversation with Francesco Pellegrino. During our 

talk, I stated my motivations, intentions and my will to have him cooperating to the 

piece through his contributions in terms of ideas and source materials. Pellegrino 

demonstrated a keen interest and kindly accepted to commit to the project through 

his experience, suggestions and musical contribution. He thus provided several vocal 

recordings to utilise as source material for the piece.   

After receiving the material, we had another conservation in which we covered in 

depth the traditional purposes of use and context of the material he provided. In fact, 
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despite the personal extensive research conducted on Campania’s traditional music, it 

was felt necessary to deepen the understanding of the material connotations through 

the opinion of a practitioner, even more so considering that such practitioner was 

also providing the samples. It was paramount to start the composition and the sound 

processing with a precise understanding of the material and the possible implications 

resulting from an incorrect, inappropriate and disrespectful use. Pellegrino, which 

had express his appreciation and availability on the project since the very beginning, 

gave then his consent to utilise his material for the piece.  

Once completed, Lallum was sent to Francesco Pellegrino in order to collect his 

feedback. The comments, received through mail, were unexpectedly quite negative. 

The Italian musician expressed his discomfort and uncertainty in being ‘exposed’ in 

such an unconventional musical context. He had also doubts concerning the 

electronic component. It was then decided to further discuss the topic via telephone, 

for clarity and simplicity of communication. During a long and meaningful talk, I 

explained in detail the concepts behind the piece, the work undertaken on the 

traditional elements in terms of elaboration, and the organisational processes applied 

on the material in terms of structure and syntax. In particular, it was very important 

to illustrate my attempt to create an organic and coherent electronic palette in relation 

to the source material. Most of the electronics, in fact, was created through the 

elaboration of Pellegrino’s vocal samples. I also emphasised the combined use of 

conservative and transformative intervention to guarantee the integrity and 

intelligibility of the traditional component.   

On the other hand, Pellegrino motivated his hesitations and doubts. He felt that his 

voice had been inserted in an extraneous and unrelated framework constituted by 

electronic elements. He revealed reluctance in having his voice associated with a 

sound world quite far from the tradition. Moreover, according to him, the original 

material needed a better introduction and demanded to be presented in the beginning 

of the piece as intelligible as possible, therefore exclusively unprocessed and without 

being surrounded or supported by neither electronics nor other sonic events. 

Pellegrino argued that such approach would have been more respectful and could 

have provided a better understanding of the compositional trajectories, underlining 

the evolution of the material from a real, truthful and realistic condition to a 
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contemporary electronic recontextualisation. In a way, it would have served as an 

explicit and deferential statement of the composer intentions.  

The hesitation of the Italian musician entailed another obstacle: the possibility to 

broadcast and eventually release the piece. Moreover, it was important for the 

purpose of project in general - and for the of the re-analysis stage in particular - to 

present the piece to international conferences and symposia in order to collect 

feedbacks and inputs from other scholars and composers. Pellegrino authorisation 

was thus essential. Therefore, at the end of our conversation, it was agreed to re-edit 

the piece with some changes made according to Pellegrino’s suggestions. 

Consequently, a second version of Lallum was created. The original intro was 

replaced by a new introductory section that followed Pellegrino instructions.  

This new version of the piece was sent again to him for a secondary feedback and for 

a comparison with the first version. This time, I sent the new version of Lallum 

together with my considerations and doubts. In my opinion, the new intro 

undermined the structure of the piece and did not provide any significant 

contribution to an appropriate and respectful engagement with the traditional 

material, that I believe had been already achieved in the first version. In addition, I 

also attached the very positive feedbacks that I had collected after a survey 

conducted with non-specialised listeners and other musicians (including Gianluca 

Zammarelli) regarding the first version of Lallum.  

Pellegrino took the necessary time to analyse the two versions and to take into 

consideration my observations together with the external feedbacks. Eventually, he 

reconsidered his first negative impressions and authorised to release and broadcast 

the first version of Lallum.  

The concept of ‘dialogic editing’ has been applied to all the pieces composed for the 

research. I argue that, when borrowing from other musical traditions, a dialogue with 

the musicians involved in the project must be sought as an essential and paramount 

stage for achieving a respectful use of the traditional material.  

It is also important to mention that re-analysis process did not constitute only a single 

phase of the methodology, but actually represented an unconscious repeated practice 

that took place throughout the entire research and in which I continuously 

reconsidered personal motivations, choices and goals.  
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1.2.6 Definition of comprehensive method 

The last stage of the methodology consisted in defining a set of general guidelines 

for a recontextualisation of traditional elements with a specific focus on preservation 

and re-proposition to a wide and diverse range of listener. With the aid of the data 

acquired in the first phases of the research, the working journal, the analysis of the 

finalized musical work and the feedbacks received from practitioners and listeners, it 

was possible to theorise a method that could provide norms and directions on the 

following topics: 

• Selection of sound materials 

• Collection of sound materials 

• Approaches to sound material 

• Compositional strategies 

• Ethical issues 

The second chapter of the thesis displays the final results and represents the theorized 

comprehensive method.   
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 TRADITION AND TECHNOLOGY  

 In recent times, the interest of electroacoustic composers towards traditional music 

and local cultures has considerably increased. The trend has developed both among 

composers of Western tradition and different musical backgrounds. Some composers 

have drawn upon their own musical tradition, sometimes to re-affirm or re-discover 

their cultural roots (one of the motivation that led me to investigate the use of 

Campania’s repertoire). For example, many works of Chinese composers are 

influenced by the Mandarin language, while some South American composers have 

introduced Latin music rhythmic elements in their electroacoustic compositions 

(Rothbart, 2012). On the other hand, other artists - especially Western musicians - 

have looked at foreign musical traditions (without these personal cultural 

connections) for different reasons: in search of new aesthetics, forms and structures; 

to create a dialogue between different cultures; to overcome problems of creativity. 

In some cases, composers wanted to investigate the possibilities of extending the 

sonic potential of musical instruments through technology and processing.  

Globalization might have been one of the major factors to give impetus to this 

musical exploration. In this regard, Gluck affirms: 

Recently, globalization and the late arrival of Modernity in non-Western 

societies have at times re-awakened interest in indigenous ethnic culture, 

especially within the generation of people attuned to new technologies. The 

proliferation of tape recording also made it possible for people to learn more 

about the traditional music of their own cultures. For these reasons, among 

others, traditional indigenous instruments have been integrated with tape or 

live electronics, processed sounds from traditional instruments have been 

used as source material for electroacoustic composition, and traditional 

aesthetic and musical materials have joined in dialog with the evolving 

aesthetic and practices of electroacoustic music (Gluck, 2005c, p. 1). 
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At the same time, globalization is a phenomenon seen as a threat for local identities. 

For the World Intellectual Property Organization (WIPO) “the distinct and diverse 

qualities of the world’s multiple cultural communities are threatened in the face of 

uniformity brought on by new technologies and the globalization of culture and 

commerce” (WIPO 2004, p. 9). In terms of music, Barry Truax (2008) points out that 

many critics fear another aspect of globalization, that is homogenization of local 

identities due to the widespread hegemony of American popular music.  

Globalization is obviously just one of the multiple facets of a complex problem, but 

represents a concrete example of the threats that loom over local identities. The loss 

of ancestral music heritages is a concrete risk. Therefore, sonic artists might consider 

including another important motivation for engaging with traditional music: the 

preservation of endangered or neglected musical repertoires. In this sense, Tullis 

Rennie (2014) has already suggested the idea that an electroacoustic work created 

through a respectful and appropriate use of culturally connoted material could be 

considered as an ethnographic study. However, a process of preservation and re-

proposition of such repertoires needs specific direction and guidelines in terms of 

selection and collection of traditional elements, compositional strategies, elaboration 

of the material and ethical issues. In particular, a musical approach focused on 

preservation should always give priority to the recognisability of the traditional 

material and its cultural content (as opposed to the Schaefferian paradigm), while 

contemplating, at the same time the most respectful ways of engaging with local 

cultures and communities. 

 Criteria for an Appropriate Selection and Collection of the Traditional 

Material  

The stage of selecting and collecting the source material for a preservative 

recontextualisation of traditional music within sonic arts should always start with the 

identification of the general components of the repertoire we are engaging with. The 

definition of these elements requires a preliminary deep research that has to take into 

account both literature and field work, including indispensable interviews with local 

practitioners and members of the community. The interviews are particularly 

important in case of scarcity of studies and bibliographic sources.  
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But what are the elements that form a traditional repertoire? The WIPO-UNESCO 

Model Provisions provides an exhaustive description of ‘traditional cultural 

expressions’ (TCE). According to the document, TCE comprise several tangible and 

intangible characteristic elements in terms of ‘verbal expression’, ‘musical 

expression’, ‘expression by actions’ and ‘tangible expressions’. Among those, the 

most relevant for our case might include tales, poems, musical forms and 

instruments, dances, ceremonies and rituals. (WIPO-UNESCO, 1985). Taking the 

Model Provisions as an important reference, and with the support of the data and the 

experience acquired during the research, I propose to divide the element of a 

traditional repertoire into two categories: musical and extra-musical. The 

classification is exclusively intended to facilitate the task of identifying the elements 

that constitute a specific musical tradition and does not claim any anthropological or 

ethnomusicological validity. 

The musical elements category comprises: 

• Musical instruments 

• Musical forms 

• Musical structures 

• Instrumental and vocal techniques 

• Musical systems and scale 

• Rhythm, melody, harmony, musical 

The extra-musical elements include: 

• Language 

• Text 

• Dances, ceremonies, rituals 

• Environmental sounds 

Once the repertoire has been analysed in details, the following step consists in 

selecting specific elements that are going to be employed as source material.  

The selection should be undertaken according to several parameters chosen in view 

of initial motivations, cultural engagement modalities, compositional goals and 

opinion of local practitioners and members of the community.  

Importance of an element within the repertoire 
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In a musical tradition, some components might be more influential and relevant than 

others. These components may include elements belonging to both musical and 

extra-musical categories. In Campania’s traditional music, for example, the 

tammorra drum is an essential instrument since it accompanies dances and other 

musical forms with its characteristic rhythm. As for extra-musical components, in 

Campania’s repertoire Neapolitan language5 and its variations are also very 

significant. In other traditions, these elements can be represented by different musical 

systems (e.g. micro-tonality), instrumental or vocal techniques (e.g. Mongolian 

throat singing), particular musical structure or important rituals.  

Uniqueness 

Some traditions may include unique elements that cannot be found elsewhere like 

exclusive musical instruments, musical forms, languages, rituals, etc. Therefore, 

these components can be very emblematic and serve as a useful tool to epitomise the 

repertoire. For Campania’s music, Neapolitan language can be considered as one to 

these. With regard to musical instruments, Italian zampogna already stands out for its 

particular construction features compared to other types of bagpipes. But, in addition, 

the different models that can be found exclusively in Campania represent a 

uniqueness on the national scene. Sometimes, as unique as they are, these 

components may be at the same time endangered elements. Therefore, the idea of 

employing them becomes even more significant. The concept of uniqueness can be 

also applied to environmental sounds, and in particular to keynote and soundmarks6.  

Relevance in representing and evoking the geographical area and the related 

culture/musical repertoire 

The parameter relates to the capability of a specific component to recall in the 

listener the repertoire and the related geographical area. This is a crucial point for the 

purpose of re-contextualization. In fact, it is necessary to utilise symbolically and 

culturally powerful inputs to make it possible for the listener to create a strong link 

                                                
 
5 The use of the term ‘language’ is preferred to ‘dialect’ in accordance to the UNESCO Atlas of the 
World’s Languages that defines this language as South Italian, Neapolitan or Neapolitan-Calabrese. 
6 Keynote and soundmark are two terms coined by the Canadian composer, scholar and 
environmentalist Raymond Murray Schafer and described in his work The Tuning of the World 
(1977). The term keynote refers to the ‘key’ sounds of an area. The keynotes, that are sounds created 
by nature (e.g. geography or climate) outline the character of the people living in that place and are 
not always heard consciously. The term soundmark derives from the term landmark and refers to a 
sound that is unique to a place. 
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with the tradition in question. In this sense, some elements are more effective than 

others. For example, in terms of instruments, the sound of a didgeridoo could 

immediately invoke Australia, while a zurna or a bağlama could take us to Middle 

East. On the other hand, the sound of a diatonic button accordion is less efficacious 

since it is an instrument diffused in many areas of the globe. This is one of the reason 

that led to the removal of the diatonic button accordion from the list of Campania’s 

instrument that could have been possibly employed.  

Speaking of the evocative power of sound, we must not forget to mention 

environmental sounds and the fundamental principles behind soundscape 

composition. In fact, keynotes and soundmarks can be an extraordinary tool for 

evoking specific areas and cultural contexts.  

Elements neglected and endangered in present times 

The parameter refers to threatened elements within a tradition. The elements may 

include, for example, rare instruments, dying languages or endangered sound 

environments. This parameter should be a central feature of a compositional 

approach focused on preservation. In this sense, the bark flute represented an 

endangered instrument of Campania’s traditional music, hence the decision of 

employing it in the composition.  

Features that could attract listeners not familiar with electronic music  

This criterion refers to a thesis collateral topic related to the identification of those 

traditional music elements that could act as a ‘pull factor’ for listeners not familiar 

with electroacoustic music. In this sense, rhythm, melody and harmony could be seen 

as the most obvious examples. But other elements like traditional musical structures, 

original purpose of use, forms, lyrics, vocals and verbal expressions in general can 

represent key factors for creating a point of contact with a non-specialized audience.  

Ethical issues related to the employment of culturally connoted material  

This parameter should be central in an operation of recontextualisation of traditional 

components. In fact, the members of a local community can be very sensitive 

towards a specific element of their culture. In his article Towards an Ethics of 

Creative Sound, James Andean (2014) recalls how Steven Feld, while working with 

the Kaluli people in the Bosavi rainforest of Papua New Guinea, “was reprimanded 

for a casual reference to the call of a particular bird, unaware that the local culture 
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believes this call to be the voices of ancestors, and was therefore to be treated with 

deference” (p. 177). This case clearly exemplifies that a profound knowledge of the 

tradition with which the composer is about to engage with is paramount. Being aware 

of the cultural implications of a sound is crucial. In this regard, Manuella Blackburn 

(2011) has coined the expression ‘sonic souvenir’ to indicate “culturally tied 

sounds/sound objects that are not common or familiar to one’s own cultural heritage 

or immediate surroundings” (p. 2). More specifically, she refers as ‘cultural 

emblems’ to all those sounds that entail deep musical, political, religious or 

geographic implications and connections.  

If we are planning to utilise a ‘delicate’ component we should first consider the 

opinion of local musicians and community members. Then, according to their 

impression, ask for their permission or reconsider the idea of utilising it. I personally 

applied this approach for all the pieces conceived for the project. For example, the 

final selection of the musical instruments to be used in each piece (zampogna, 

chitarra battente, flauto di corteccia, tammorra and tromma) was made after 

consulting local practitioners and experts and obtaining their placet. 

Accessibility of sources 

This parameter refers to the possibility of accessing a specific element with ease. It is 

primarily a practical problem, but nevertheless it should take into account when 

proceeding with the selection. The rareness of an instrument, the scarcity of local 

practitioners, their refusal in being recorded or in providing samples, logistical 

difficulties in reaching a location: these are just some examples of concrete potential 

problems that one could encounter. The accessibility of sources should be carefully 

considered since it may affect the successive stage of material collection. As already 

mentioned before, the initial idea of selecting the traditional flute sisco a duje was 

later set aside due to the difficulties in tracing this rare instrument and their 

performers.  

2.1.1 Guidelines for the collection of source material 

The collection of the traditional elements to use as source material can include both 

new recordings and pre-existing samples. In the latter case, from an ethical point of 

view, the most appropriate approach may consist of gathering the samples directly 

from local practitioners and community members. In fact, due to the frequent and 
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globally widespread practice of promoting traditional repertoires and folk cultures 

for tourism or commercial reasons, “the culturally identifiable material we collect 

and appropriate may not be as culturally authentic as we think” (Naylor 2014, p. 

113). In a way, the phenomenon of folk revival had both beneficial and harmful 

effects on traditional repertoires. In this sense, speaking about Campania, Gianluca 

Zammarelli considers that “many people became familiar with an adulterated version 

of the tradition due to its massification and actually ignore their real tradition” 

(D’Agostino, personal interview, 2017). On the same topic, Francesco Pellegrino 

affirms that according to him “today everything is a revival and ephemeral” 

(D’Agostino, personal interview, 2018). If the intention is to reclaim and preserve a 

tradition, it is imperative to draw upon material we can prove to be reliable and 

authentic. Therefore, when collecting pre-existing samples, the safest way to proceed 

is to rely on recordings provided by the members of that tradition themselves instead 

of gathering material from uncertain sources. The theme of authenticity has to be a 

central feature of our work. The pieces composed for this research make use of pre-

existing samples exclusive provided by local practitioners. The recordings were also 

always employed with their consent, as the act of borrowing musical material 

involves issues of appropriation and ownership. When using somebody’s else 

material a considerate and respectful way to proceed would include the consent to 

use the material after a clear and honest explanation of our intentions. The issue 

becomes even thornier when the material is culturally significant. Therefore, when 

collecting pre-existing recording for compositional works, illustrating the purposes to 

the original authors and obtaining their permission should represent a matter of 

primary importance. The same respectful approach should be taken when recording 

local performers or involving any other individual in new recordings. 

Additionally, the stage of recording new material is not exempt from careful 

reflections. Firstly, one must consider the importance of the original context and 

purpose of use of the material or repertoire we intend to record and utilise. For 

example, some musical forms of Campania’s repertoire are related to ceremonies and 

rituals occurring in rural environments and open air events. Trying to ‘re-construct’ 

the scene and record this kind of material in a commercial studio environment could 

already adulterate the original sound world and undermine its authenticity also in the 

light of the importance of the environmental component (e.g. the acoustic of a 
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church, the soundscape of ritual location, the voices of the audience). Therefore, 

field-recording could represent the most appropriate solution for collecting these 

specific elements of the tradition.  

Field-recording leads us to another sensitive subject: the presence of the microphone. 

Very often the physical presence of the microphone can be compared to the one of a 

camera, inducing people to act less spontaneous and with a less authentic recording 

as a result. I personally experienced this situation during a soundwalk recording in 

the typical street market of Antignano, in Naples, trying to catch the characteristic 

calls of the vendors. The presence of the microphone and the recording equipment 

was drawing the attention of the vendors, leading them to change their behaviour and 

act less spontaneous. Therefore, in case of field recording sessions involving human 

presence, the employment of in-ear binaural microphones can represent a useful 

expedient (Figure. 2.1).  

 
Figure 2.1 : Picture of in-ear binaural microphone. 

Binaural recording can be considered an excellent option for environmental sound 

recordings in general. But in this specific case the use of in-ear binaural microphones 

is particularly suitable since the sound artist is ‘camouflaged’ and does not stand out 
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with noticeable equipment, blending in with the surrounding people. Obviously, this 

approach to field recording again brings into play the issue of sound appropriation. 

Just like many people refuse to be photographed, some other might reject the idea of 

being recorded or even more being part of somebody’s else artistic work. Therefore, 

one of our priorities should be informing the individuals involuntarily (and 

sometimes inevitably) ‘caught’ in the recording without their knowledge about our 

intentions to use this material and obtain their consent.  I personally used this 

approach during a field recording session in the streets of Naples. While recording 

with my personal set of in-ear binaural microphones, I chanced upon some street 

musicians performing traditional songs. The particular equipment I was employing 

allowed me to record the performance without ruining its authenticity and 

spontaneity. However, once the musicians concluded their performance, I 

immediately approached them and asked their permission to utilise the recordings for 

my pieces7.  

The problem of appropriation might be less crucial when dealing with natural 

soundscapes, although the of Steven Feld’s experience with the Kaluli people, 

mentioned above, clearly shows how even natural sounds can be carrier of cultural 

elements with a line of ownership or significance in a community or geographic 

location/region. The issue of appropriation is thus very delicate and involves 

contrasting elements between ethics and aesthetics. 

Location recording practices themselves may also be a relevant consideration when 

recording traditional musicians and local practitioners. In this case, in fact, two 

important factors need to be taken into account: their familiarity and acquaintance 

with professional studios, and the availability of recording facilities. As regards the 

specific case of traditional music, many performers might not be professional 

musicians. As already mentioned before, for example, in Campania’s repertoire 

several elements (work songs, rituals, dances etc.) originates from rural culture. 

According to Francesco Pellegrino, “[Campania’s traditional music] had a specific 

                                                
 
7 The musicians responded positively and gave their consent. In the case of a negative response, I 
would have asked permission to keep the recording private for research purposes. If the musicians had 
declined this proposal as well, I would have respected their choice and deleted the recording if 
requested. I believe the musicians’ favourable decision was facilitated by the following factors: a 
prompt, clear and honest explanation regarding my research, the purpose of the recording and the way 
I planned to use the material; my intention to provide them with the recording; my commitment in 
crediting them properly. 
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territory and environment, that is the fields and the rural areas. Everything was 

coming from the countryside” (D’Agostino, personal interview, 2018). In Campania, 

several performers and tradition-keepers were (and still are) farmers, shepherds or 

somehow connected with rural culture and definitely not professional musicians. 

Therefore, the choice of recording such performers in a professional studio might be 

counter-productive. It could make the players uncomfortable, or intimidate them and 

hence harm the final result. Some performers could even refuse to record in a studio. 

Moreover, the presence of recording facilities in the close proximity of the areas 

where the practitioners live (often far away from big centres in case of Campania) 

can represent an additional problem. Several factors (e.g. age of the performer, 

distance, etc.) might prevent the act of recording in a professional studio. Location 

recording becomes then the best solution possible in these situations.  

However, in particular for musical instruments and vocals, the option of recording in 

a well-equipped facility (whether professional or a home-studio) should never be 

discarded, especially for what concerns sound quality. Ultimately, the final purpose 

of our effort is to produce a sonic art work, and the quality of the source material 

cannot be forgotten or left to chance, both for new recordings and pre-existing 

samples. But, especially in the latter case, sound quality may not be a priority. For 

example, the use of ‘lo-fi’ recordings can be deliberate if it serves as a mean to 

express a sense of antiquity in the new work. Unprocessed old recordings from 

previous ethnomusicological fieldworks may be used as a way to present the original 

version of the tradition within the new musical context, creating a link between the 

old and the new; or, for instance, a homemade non-perfectly clean recording 

provided by a local musician can be combined with polished electronics to produce 

different listening spaces, with a real level and an imaginary one. On the other hand, 

if the samples are intended to be utilised as source material for sound processing, 

high-resolution recordings are certainly recommended. The ‘antique glaze’ and the 

‘lo-fi’ effect can always be achieved at a later stage through elaboration. Therefore, 

the use of high-quality equipment represents a big advantage when recording new 

materials.  

A final matter to consider when collecting new musical sources is the length of the 

recorded samples. A re-contextualization of traditional elements based on a 

preservative approach should always look at the material for its capacity to evoke the 
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repertoire and to convey the correct spirit. Therefore, recording entire performances 

rather than short samples could be a recommended approach to catch the cultural and 

musical essence of a piece, as also suggested by Alessandro Cipriani and Giulio 

Latini (2008). Sampling single notes or short sounds can reduce our capacity to 

fathom and interpret the character of a musical form in its entirety and therefore to 

utilise it appropriately. The risk is to employ the material exclusively for its sonic 

qualities. In this regard, when working on her project ‘Instruments INDIA’, 

Manuella Blackburn witnessed the reluctance of traditional practitioners in recording 

short samples with the motivation that “the essence of Indian music could not be 

reduced to individual components, where it was felt that the sum or totality of their 

art form does not have meaning in singular form” (2014, p. 148). While on this topic, 

it should be noted that the use of virtual instruments or samplers during the 

composition would not be recommended. Musical phrases or gestures reconstructed 

via surrogate instruments divert the purpose, remove the integrity of the cultural 

content and might not transmit the necessary nuances or the appropriate playing 

technique.  

Finally, recordings of complete performances can represent a valid support and a 

useful reference model for the structure of the new work. For instance, a whole uncut 

performance could constitute the scaffolding on which structuring the new work and 

organising the electronic material accordingly; or it may be cut up into sections 

afterwards to create a dilated version of the original form. 

 Manipulating the Tradition  

The approaches that electroacoustic composers have taken towards traditional 

material vary and are strictly related to the goals they wanted to achieve in their 

works, because initial motivations can shape compositional directions. The aim of 

this thesis is to define the necessary strategies for an encounter between technology 

and tradition focused on two particular themes: the preservation and promotion of 

neglected repertoires; the use of traditional elements as way to attract listener not 

accustomed to electroacoustic music. This particular approach may require 

appropriate restrictions and procedures in terms of treatment of the original sound 

sources, material organisation and compositional techniques.  
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2.2.1 The levels of intervention 

With regards to sound processing, modern technologies make available infinite 

possibilities to explore and completely transform a sonic event. Sometimes heavy 

processing may culminate in a musical outcome that is a remote recollection of the 

initial material. In this sense, Denis Smalley (1997) has extensively examined the 

various levels of ‘surrogacy’ with regard to sound-shapes and their source/cause in 

an acousmatic listening situation. In terms of elaboration of the traditional material, I 

propose to divide the types of approach into three different levels, or mode of 

intervention, first theorized in 2011: i) conservative, ii) transformative and iii) 

destructive (D’Agostino 2011). These levels refer to the degrees of detachment 

between the processed traditional sound event and its original version. Therefore, the 

levels of intervention describe the degrees of separation from the cultural 

content/context, whereas Smalley’s terminology deals with the remoteness of sound 

events from the gestures and sources that caused them. 

In conservative intervention the elaboration of the material is minimal. The sonic 

features of the original sound are kept almost or even entirely intact and maintain a 

high degree of intelligibility. As a consequence, the cultural content is preserved 

making it easier for the listener to create a connection with the repertoire. The use of 

transparent editing, reverb, delay or EQ in the mixing stage, for corrective purposes 

and for specific effects (e.g. the ‘radio effect’, moving sounds into space, reconstruct 

a specific acoustic space) represent an example of this approach. In a work that 

makes exclusive use of the conservative intervention, creativity is limited in terms of 

sound processing and the work of the composer is mostly focused on formal aspects 

and the synergistic interactions between the traditional material and the other sonic 

elements of the piece. In this respect, it is possible to make an analogy with 

soundscape composition and compare conservative intervention to what Barry Truax 

(2002) defines as ‘found sound’ approach. 

In transformative intervention sound processing starts to be significant. The sonic 

events might lose some of their characteristics, hence recognisability. The 

transformative intervention may lead to a certain deterioration of the cultural content 

and the evocative power of the material, with the effect of reducing the possibilities 

for the listener to establish a link with a traditional repertoire or clearly recognize the 

presence of traditional elements. Creative editing (e.g.  modification of the amplitude 
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envelope), pitch-shifting or time-stretching constitute just a few examples of 

processing employed in transformative intervention. In this type of approach, the 

composer intends to maintain a certain degree of intelligibility without abandoning 

the sonic exploration on the material. We could continue the parallel with 

soundscape composition and compare transformative intervention with the 

‘abstracted’ approach that Truax (2002) extrapolates from Emmerson’s terminology 

(1986). Nevertheless, it is important to stress that “soundscape composition always 

keeps a clear degree of recognisability in its sounds, even if some of them are in fact 

heavily processed, in order that the listener’s recognition of and associations with 

these sounds may be invoked (Truax 2002: 6). Therefore, we may compare this 

approach with transformative intervention as long as the sound processing does not 

undermine the relationship between the material and its cultural content/context. In 

fact, the outcome resulting from a transformative intervention could lead to a state of 

uncertainty. A piece fully based on transformative intervention can be seen as a sonic 

limbo in which the listener is not able to clearly identify the traditional element and 

therefore create the necessary connection with the repertoire.  

In destructive intervention, the degree of elaboration is maximum, leading to the total 

loss of the original sound qualities and cultural content of the traditional material. 

The sonic outcome results in a completely transformed version of the initial sound 

devoid of any traditional vestiges. As an inevitable consequence, the listener is 

unable to identify the original source and therefore cannot associate it with a 

traditional repertoire. In destructive intervention, the traditional material can be seen 

as an ‘unconventional sonic seed’ to obtain a variegated and uncommon electronic 

sound palette. In a piece that makes exclusive use of sound material obtained by this 

type of approach, it would be extremely difficult if not impossible to establish any 

sort of relationship with traditional music.  

Clearly, destructive intervention can be seen as the thorniest approach of the three in 

terms of ethical issues, but simultaneously may go undetected and less scrutinised as 

an example of cultural appropriation (unless the activity is communicated in a 

programme note).  However, each of them may entail positive and negative sides if 

they represent the only type of sound processing applied in a piece. Conservative 

intervention can restrict creativity in terms of sonic exploration and material 

development, limiting the work of the composer to only formal aspects and sound 

organisation.  There is the risk of perceiving the traditional material as a ‘foreign 
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body’ employed for its exoticism if no relationship is adequately built with the other 

elements of the piece.  Transformative intervention enables more freedom in terms of 

material development and electronic research, but at the same time can create a sense 

of ambiguity and dismay in the listener, since the ties with the tradition become less 

explicit. Finally, destructive intervention allows a deeper sonic investigation of the 

sound material but at the same time cuts all ties with the repertoire to which it 

originally belongs, thus deleting any possible cultural content implied.  

It may be difficult to identify pieces of the electroacoustic music repertoire that 

would make use of one level of intervention only. Nevertheless, it is possible to 

mention works in which one of these levels is predominant or more significant. 

Hector Zazou’s In the House of Mirrors (2008), where the French-Algerian 

composer fuses Indian and Uzbek music with electronics, and Javier Leichman’s 

work on tango in Tango, Otra Mirada (1998), represent exemplars where the 

elaboration of the traditional material and the electronic counterpoint are mainly 

conservative. As regards transformative intervention, we may cite Alessandro 

Cipriani’s Al Nur (2001), based on Islamic chant, and Xristos Zaxos’ Study for 

Tzouras (2010), in which the Greek composer explores and extend the timbral 

qualities of tzouras, a traditional Greek string instrument. Finally, for destructive 

intervention, we can mention Vassilis Roupas’ Lullaby (2007), based on a traditional 

lullaby of a northern region of Greece, and Massimo Fragalà’s Contaminazione 

(2003), where the Italian composer works on the processing of traditional songs 

hailing from former Soviet Union countries. In these two last examples, the heavy 

elaboration often prevents clear connections with the traditional sources.   

I believe that in a compositional approach focused on the preservation of traditional 

elements, the cultural content of the material should be a focal point of the listening 

experience, as opposed to exploring Schaefferian aesthetics. The intelligibility of the 

traditional component must be considered as a matter of prime importance. On the 

other hand, the sonic artist should not renounce the possibility of expressing his 

creativity in terms of material elaboration and use of technologies. Ultimately, the 

aim is to create an art work that will take into account contemporary languages and 

trends, and not a mere presentation of ethnographic fieldwork recordings. Therefore, 

the middle ground can be achieved by combining the three types of intervention in 

the same work. The lightly processed (or even unprocessed) material can be 

combined with its deeply elaborated versions, with a transformative intervention 
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representing the bridge between the two. In this way, the evocative power of the 

culturally connoted sound is kept intact; the listener can experience the use of the 

traditional element in an electronic frame constituted (partially or entirely) by its 

permutations, in a meaningful network of connections between the different elements 

of the work. 

I attempted to adopt this approach in all the pieces composed for the project. In fact, 

within the whole cycle of compositions, there is no piece characterised by the use of 

one level of intervention only. The three levels of intervention are always present, 

separately or simultaneously. The focus of the piece, as well as the one of the 

listener, may be directed towards the interaction between the different levels or may 

shift from one to another throughout the whole composition. More importantly, the 

use of conservative intervention is adopted in every piece, even if for brief moments. 

In fact, the original source material is always presented - at least once - ‘untouched’ 

or through minimal processing consisting of, for example, use of EQ, reverb, delay 

or compression. Another important aspect to highlight is that during each piece, at 

some point, a material presented through conservative intervention is neither masked 

nor hidden by other sonic layers or other materials realised from transformative and 

destructive intervention (when the three levels of intervention are used 

simultaneously). These strategies have been adopted in order to maintain a high 

degree of intelligibility of the traditional source material for several purposes: to 

‘protect’ the traditional element and adopt a respectful approach; to assure the 

preservation of connections and associations with the original repertoire; to use some 

features of the traditional material (e.g. pitch, harmony, rhythm, presence of a 

musical instruments or voice) as a ‘pull factor’ and a ‘hook’ for non-specialised 

listeners.  

2.2.2 Realistic approach and figurative approach 

 According to Steven Naylor (2014), we can divide the borrowed music material into 

two categories: structures and concepts, that he defines as ‘symbolic’ elements, and 

samples and instruments, considered as ‘representational’ ones. He wonders if it is 

more ethically acceptable to draw upon the first or the latter.  

When using a traditional element, whether it is musical or extra-musical, ‘symbolic’ 

or ‘representational’, I believe the composer may have two possible ways of 
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presenting the material without breaking the ties with the repertoire and still achieve 

a respectful appropriation. I called these approaches realistic and figurative. 

The realistic approach consists of employing a traditional element with its original 

features. For example, melodies, harmonies or rhythms are presented in the new 

work in their authentic versions and performed by the traditional instruments (with 

the appropriate technique) for which they are originally intended; a particular 

musical structure is employed to organise the sound events and construct the form of 

the piece in accordance with its fundamental principles; the original purpose of use 

of an element or musical form reflects the final musical outcome of the 

electroacoustic work; the number and type of musical instruments respect the 

original ensemble of the traditional repertoire. The realistic approach also includes 

the use of environmental recordings.  

With regard to the pieces composed for the project, it is possible to detect the 

realistic approach in every composition and in different ways. In Lallum, the lullaby 

from Carpino is employed in its entirety and the order of the verses is respected and 

never altered, as the text itself. The form of the piece is based on and inspired by the 

structure of the lullaby. The fronne (in particular when presented through 

conservative intervention) respect the original melodies and are performed by voice, 

for whom they are originally intended. In 4 Palmi the choice and combination of the 

musical instruments employed reflects the traditional instrumentation, since 

zampogna is very often performed without the accompaniment of other instruments 

or combined just with ciaramella (as in this case, where this double-reed aerophone 

appears in the background during the piece). In Battente, the chitarra battente is 

played with the characteristic traditional technique that utilises the nails to thump the 

strings and keep the rhythm, and it is never performed with other guitar techniques 

not traditionally associated with this particular instruments. In Votata, the rhythm of 

tammorra is reinforced by the tromma, as it happens in traditional forms like canto 

sul tamburo or tammurriata. L’Ultimo Fragile Soffio makes use of environmental 

recordings and the bark flute performs the traditional melody associated to this 

particular instrument of the tradition.  

On the opposite side of the spectrum, we find the figurative approach. In this 

approach the composer can transfer a specific feature or quality of the traditional 

element into another one. For example, a musical instrument is replaced in the 
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traditional ensemble with an electronic counterpart; the inflection of a voice is 

transferred into another sonic event - an example of what Cifariello Ciardi (2008) 

defines as ‘translation’ (130); an instrumental technique is applied to another 

instrument; a traditional melody or rhythm is performed by electronics; the principles 

of a musical form are employed for structuring musical phrases or gestures; the 

prosody of a text is used to create a rhythmic part. It is possible to find different 

examples of figurative approach in my pieces. In Votata, for example, the 

characteristic rhythm of tammorra is transferred from this traditional frame drum to 

an electronic counterpart. The pulse, the rhythms and the intention are not altered, 

but simply extracted from their traditional musical instrument and performed through 

means of electronics. In 4 Palmi, the characteristic drone produced by the two fixed 

pitch pipes of the zampogna is at times reinforced, substituted or recalled by 

electronic drones and thick textures. In Lallum, the prosody of the text has been used 

as a reference for building gestures and phrases and for structuring micro and macro 

sections.  

In a way, many of the above-mentioned examples may be considered as ‘abstracted’ 

approaches (Emmerson, 1986) when syntactic principles and processing techniques 

are extracted from the traditional elements. The simultaneous use of realistic and 

figurative approach in the same work may represent an effective way to achieve a 

meaningful encounter between traditional music and electronic composition, an 

encounter that would take into account both preservation and creativity. Therefore, I 

attempted to apply this concept in my pieces. In general, the use of realistic approach 

is always recommended and should always be included in a new work (even if it 

represents the only approach adopted), whereas the figurative approach alone may at 

times not be sufficient for building a meaningful connection with the repertoire. On 

the other hand, moving away from the figurative approach, with an extreme 

transformation of the original component, may result in the removal of the distinctive 

features of the traditional element and therefore to the impossibility for the listener to 

detect any correlation with a traditional repertoire. This might be the case of 

extended techniques applied to traditional instruments. An example of this 

hypothetical extreme disconnection may be represented by the implementation of 

extended techniques on traditional instruments, if these performing methods 

significantly alter their timbre and recognisability. 
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2.2.3 Engagement modalities: the traditional element as a central feature 

The elaboration of the source material represents just one of the compositional 

processes involved in a strategy focused on the encounter between tradition and 

technology. In fact, on the basis of this research premise, other procedures must 

come into play when engaging with this particular material.  

Firstly, it is important to consider the role of the traditional component in shaping the 

structure of the work and its relationship with the other elements of the piece. It is 

crucial to regard the culturally connoted material as a central feature and an active 

part of the formal process, instead of a mere sound object. In this regard, Karlheinz 

Stockhausen’s Telemusik (1966) has been severely criticized by Frances White 

(1990) for its use of non-Western traditional material, an approach that she describes 

as “unification through annihilation”. According to White (1990), the traditional 

elements “are treated as inanimate objects whose function is merely to be acted 

upon” and their cultural content is not considered as a relevant and operative factor 

when constructing the piece. In an operation of re-proposition of traditional elements 

in the scope of electronic music, I believe that the role of the culturally connoted 

material should be central when structuring the piece. The traditional component 

cannot be relegated to a subordinate role or, even worse, treated exclusively for its 

intrinsic sonic qualities. In fact, Murray Schafer’s concept of ‘schizophonia’ (1977) 

could also be associated to musical instruments and culturally connoted sound 

sources, as suggested by Karl Neuenfeldt (1998) and Robert Gluck (2008).  

When employing traditional music elements, a useful approach could consist of 

looking at the forms in which they are originally employed in as a contributing factor 

for structuring the piece and something to be aware of if they have special 

significance.  In fact, in traditional repertoires some musical forms are strictly related 

to rituals and ceremonies and might have a particular meaning for practitioners and 

members of the community. Taking such forms as a reference when structuring a 

new work can help maintain a strong relationship with the repertoire and provide a 

purposeful scaffold for organising the sonic events; at the same time, it represents a 

conscientious and respectful way of engaging with this particular musical material. 

For this reason, as already mentioned in the methodology section, it is always 

recommended, in the material collection stage, to record entire pieces and 
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performances instead of short sound samples to better understand the narrative arc of 

a traditional form and be fully immersed in the spirit. 

For the same reason, the composer should always be aware of the original purpose of 

use of a specific element of the repertoire, whether it is a musical instrument, a text 

or a musical form. Firstly, the initial intended purpose of the traditional repertoire 

can represent a source of inspiration and a concrete aid when structuring the piece.  

Secondly, in this particular form of engagement with traditional material –which 

places the issue of preservation at the centre – the composer may look at the original 

mode of use as an effective support in order to achieve a respectful outcome in terms 

of electronic re-contextualization. For example, when recontextualising a western 

musical instrument in a new western music work, the appropriation appears to be 

legitimate even though the sound is heavily transformed through processing, and “its 

nature is being expanded rather than denied” (White 1990). On the contrary, 

combining a traditional dirge with a work song or transforming a frenetic dance piece 

in a slow electronic ballad can be seen by some as disrespectful act of appropriation.   

2.2.4 The electroacoustic dilemma 

A great deal of today's electroacoustic music has been found to be highly 

complex and difficult to penetrate for the listener, yet no one likes to get lost 

during a work. In my experience offering the first time listener a helping hand 

is one of the great ways of making contemporary works more accessible 

(Leigh Landy, 1994, p. 49). 

“We have heard and read many times that electronic music is dead. What weight 

should we give to this statement?” (Eugenio Giordani, 2006, p. 16). 

In the last few years, the debate around the accessibility of electroacoustic music has 

become a topic of growing interest within electroacoustic communities and academic 

music circles. The reason may be found in the scarce enthusiasm and consideration 

that this particular type of music still raises among non-specialised listeners and large 

audiences in general. The fact that electroacoustic music concerts are mainly 

attended by a restricted clique of aficionados, experts and musicians cannot be 

ignored anymore. Therefore, composers and sonic artists are starting now to 

increasingly raise the question and reflect on the causes of this phenomenon. Leigh 

Landy was one of the first scholars to openly address the topic. In his article The 
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’Something to Hold on to Factor’ in Timbral Composition (1994), the 

Dutch/American composer analyses a large repertoire of electroacoustic music and 

attempts to identify those elements (musical and extra-musical) that could help 

listeners engaging more easily with this particular music style. As regards these 

elements, Landy (1994) classifies four categories:  

• the use of a specific parameter as a main focus of the composition (e.g. 

dynamics, space, pitch);  

• homogeneity of sound (e.g. homogenous textures) 

• the presence of not more than four sound layers at once 

• the use of programmes (realistic or imaginary) 

I wonder if it possible to add a fifth parameter to this category: the use of traditional 

music components and culturally connoted material. In fact, one of the goals of this 

research was to reflect on the possibility to utilise elements very often present in 

traditional music repertoires – like melody, rhythm, harmony, voice and text – to 

provide a familiar and comfortable handhold for listeners not accustomed to 

electroacoustic music. In a way, to reduce the divide between previous musical 

systems and contemporary practices. In fact, since the first experimentations in Paris 

and Cologne, electroacoustic music has created a fracture and a discontinuity with 

the past, as often happens in the very early stages of new art movements (Giordani, 

2006). Nevertheless, it seems that the idea of repairing this fracture, or at least 

reducing the gap, has not been sufficiently considered yet. Thus, neither the 

consequences of this division nor their effects have been examined thoroughly. 

In the past seventy years, electroacoustic composers have questioned and abandoned 

almost every musical parameter (several of which constitute an integral part of 

traditional music repertoires). On this point, talking about the early stage of his music 

career, Trevor Wishart (2008) recalls that: 

In the late 1960s, when I first began to experiment in the electronic studio, 

electroacoustic music swam in a context of high modernism where tones had 

to be atonal, rhythms arhythmic, counterpoint or texture dense and hyper 

complex, and forms non-redundantly impenetrable (the theoretical notion of 

maximising information through non-repetition) or enigmatic. (p. 137) 
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It is not surprising that a large part of electroacoustic music still remains too 

marginal. On the other hand, other genres of electronic music had employed the 

exact same technologies while keeping at the same time a connection with former 

music schemes and parameters. This had helped to “blur the boundaries between art-

music and popular entertainment, re-establishing a link lost towards the end of the 

nineteenth century” (Wishart, 2008, p. 137).  

If I recall one of my first encounters with electroacoustic music, several years ago, I 

understand the sense of dismay and bewilderment in the vast majority of the public, 

considering that this music is often based on the “the abandonment or radical 

redefinition of traditional characteristics of form, tonality, harmony, melody and 

structuring of time” (Rothbart, 2012, p. 1). It is arduous to comprehend and 

appreciate a music style in which conventional references are missing, especially 

without the support of appropriate listening strategies. It is possible to make a 

comparison with free jazz, a genre that, similarly, does not provide these 

conventional musical references and therefore does not often meet the favour of a 

large audience. However, as regards the electroacoustic music repertoire, some 

particular pieces attracted my attention and facilitated my engagement. These 

compositions were all making use of traditional music features. One of these is 

certainly Johnatan Harvey’s Mortuos Plango Vivos Voco (1980). In this masterful 

work, the British composer uses, among others, some very specific elements: human 

voice, text, harmony and melody. Harvey’s piece is an extremely complex and 

detailed work. It can be considered a milestone of electroacoustic music and 

obviously its importance cannot be limited to the use of these components. 

Nevertheless, I believe the four above mentioned elements acted as my personal 

‘hold on factors’. Consequently, Motuos Plango Vivos Voco became a keystone, a 

crucial factor for the development of my passion for electroacoustic music 

composition. Pauls Lansky’s Table’s Clear’ (1992) represents another considerable 

influence. In this work, rhythm and pitch served as pull factors.   

Traditional music often entails the use of at least one of the elements cited in 

Harvey’s and Lanksy’s works. Therefore, I argue that as sonic artists and composers 

we may adopt the characteristic features of traditional music repertoires in order to 

attract a wider range of listeners, make them accustomed to electroacoustic music 

and develop their appreciation for the genre. These features do not have to be the key 
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elements of a work, and certainly do not have to be present throughout the whole 

composition. Nevertheless, their presence may be a facilitator. There can obviously 

be “different things to hold on at different moments” (Landy, 1996, p. 52), but also 

same things under different forms. This is where realistic approach and figurative 

approach may come into play. For example, a traditional melody can be first played 

by its original instrument, and later on transferred to an electronic counterpart. 

However, in order to work as factors to hold on to, the traditional elements have to 

maintain a high degree of intelligibility. Therefore, it is recommended that, at least in 

one moment of the piece, the traditional element is employed by means of 

conservative intervention and realistic approach. In this respect, composers rely too 

often on the use of programme notes as a sufficient statement of their intentions and 

as a factor the listeners can hold on to. Programme notes are undoubtedly a beneficial 

support, but they cannot represent the only link between the compositional material 

and the audience, especially if such material undergoes heavy processing and its 

main characteristic are not clearly identifiable anymore. Primarily, it is paramount to 

ensure a connection with the material by means of listening only.  

I personally employed the above-mentioned approaches and at least one of the 

musical and extra-musical elements of traditional repertoires in every piece 

composed for the research. I believe this is the reason why my cycle of compositions 

found consent among non-specialised listeners. When asked about the factor that 

facilitated their engagement (full or partial), many of them – some exposed to 

electroacoustic music for the first time - indicated the presence of voice, text, 

rhythm, harmony and melody as a crucial aspect. It is needless to say that all these 

components represent common elements in several popular music genres, but they 

are very often, at the same time, distinctive features of traditional music repertoires. 

Therefore, it seems more than plausible that the use of traditional elements and 

culturally connoted material can promote the diffusion and the appreciation of 

electroacoustic music. In this regard, Peter Rothbart (2012) states that:  

[…] that cultural reference within a work can contribute a vital element to the 

work’s appreciation and success as it gives the audience a common, 

associative basis of understanding. Much of the public’s lack of acceptance of 

electroacoustic music (and sound art as well as other emerging media forms) 

can be understood in terms of the field of information theory. One aspect of 
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information theory postulates that a balance must be drawn between the sheer 

amount of information disseminated, its “newness” to the brain, and the 

human ability to absorb that information. […] It is also a matter of 

association and this is where culture comes in. The psychological notion of 

association relies on the perceiver’s previous known experience. Have they 

experienced similar information or events before? How often? […] The 

problem with understanding much of our electroacoustic music is that the 

audience does not have an associative frame of reference. […] Much of our 

electroacoustic music still remains too new, too overwhelming for people to 

process quickly. […] By encouraging the audience and the composer to 

become aware of the cultural stepping stones in a piece of music, or 

performance or experience, we can encourage their cultural associations, 

towards a better understanding and appreciation of the work at hand. (p.2,3). 

Undeniably, a full and rewarding fruition of electroacoustic music cannot be limited 

to the employment of specific elements, and has to deal with the development of 

appropriate analytical skills and listening strategies. However, I believe that 

composers can use traditional music and cultural elements as a functional factor to 

attract listeners not accustomed to electroacoustic music.  

 Ethical Implications  

“Is there, then, a workable middle ground – a way to ‘appropriate appropriately’?” 

(Steven Naylor, 2014, p. 15). 

The act of drawing upon musical material belonging to traditional repertoires and 

local cultures raises complex ethical issues, especially for what concerns the themes 

of appropriation, respectful re-adaptation and freedom of expression. In particular, as 

regard to sound based music, Steven Naylor affirms that: 

Through its use of sound recording technology, acousmatic electroacoustic 

music facilitates a broad range of potential mechanisms for cultural 

appropriation, from the abstract (idea) to the concrete (sound object). But 

appropriating culturally identifiable material is not without its hazards, and 

the composer may face accusations of superficial exoticism, cultural offence, 

or the violation of personal or legal rights (Naylor, 2014, p.1). 
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The erroneous de-contextualisation of culturally connoted elements can cause 

offense among practitioners and members of that community and give rise to 

protests, complaints and accusations of simplistic use of sensitive material. For this 

reason, it is fundamental to focus our attention on two precise topics: the correlation 

between the composer and employed traditional repertoire; the practical way to 

achieve a right balance between creativity and respect. 

2.3.1 Cultural duality  

As composers, our ability to fully grasp the original sense of a different musical 

tradition is debatable and cannot be taken for granted. Therefore, defining our 

relationship with the tradition with which we are engaging represents one of the most 

important step to take before utilising such characteristic material. We already 

mentioned Frances White’s severe criticism to Stockhausen for his simplistic use of 

non-Western traditional music in Telemusik. She argues, with good reason, that “it is 

very difficult to be sensitive to the subtle significances and nuances of music that one 

knows only as an outsider” (White, 1990). On the other hand, we can find several 

examples of artists that have utilise elements from their own culture, as in the case of 

the New Zealander composer Gillian Whitehead with Maori instruments (Whalley, 

2005) or the Korean Jin Hi Kim with her electronic extended versions of komungo 

(Gluck, 2008).  

It is safe to say that borrowing from our own culture might be seen as a more 

respectful and less hazardous operation. But what does it mean to be part of a 

specific music culture? What makes us an insider or an outsider? Is it sufficient to be 

born and raised in a particular area to be automatically considered a member of that 

music community? I personally believe that our origins do not make us consequently 

a member of that traditional community. For example, an Italian classical composer - 

with a formal Western music training in a conservatory – cannot be necessarily 

considered an expert in Italian traditional music. Moreover, in light of the complexity 

and diversity of Italian regional cultures, we can even argue if a composer originally 

from the region of Piedmont can master the traditional repertoire from Sicily and 

fully understand its culture.  In fact, the perceived meaning of the same musical 

event can be substantially different in listeners belonging to different communities 

(Nattiez and Molino, 2005).  
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In terms of compositional principles and criteria, electroacoustic music already 

represented a fracture with the Western music systems and its fundamentals. 

Possibly, the gap between traditional music and electroacoustic music may be even 

more substantial. As Peter Rothbart (2012) says, “to understand the music, we must 

understand the culture from which it came to the best of our ability” (p. 2). 

Therefore, I believe that an electroacoustic composer should always consider him or 

herself also as an outsider even if he employs traditional elements from his own 

culture, unless he or she had previously practiced, studied and understood the 

repertoire and felt and integral part of that community. In this sense, if we refer to 

Mantle Hood’s concept of ‘bi-musicality’ (1960), a sonic artist should be able to 

work competently within both the electronic and traditional music practice.  

I applied this dual approach myself when engaging with Campania’s music. I was 

born and raised in the city of Naples, but I had never really investigated nor practiced 

the traditional repertoire of my region. Coming from a metropolitan area in which the 

culture had been adulterated and impoverished compared to rural areas from which it 

originates represented an additional motivation to consider myself as a partial 

outsider.  

I reckon that, in a way, as sonic artists it is good practice to always consider 

ourselves as ‘foreigners’ even when we borrow from our own culture (obviously, 

with the already mentioned proper exceptions). To quote James Andean (2014), “the 

better informed we are of the cultural implications of a given sound, the more aware 

we are of the range of responses to the work we might expect” (p. 5). 

2.3.2 Aesthetics vs. Ethics 

How far it is legitimate to transform culturally connoted sound materials and push 

the artistic research on the re-contextualization of traditional repertoires? Where is 

the boundary between our freedom of expression and the respect for the traditional 

music source? It is very unlikely to find a proper and satisfactory answer to this 

thorny questions. Nevertheless, if we limit the scope of the problem to specific 

compositional approaches and artistic goals, we might avoid the risk of groping in 

total darkness.    

An electroacoustic work that draws upon traditional elements whit the specific 

purpose of preservation should consider the recognisability of the material as a 
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priority. In this sense, recognisability also means respecting cultural and musical 

visions, and “we must be careful not to impose our values, our aesthetic and our 

semiotics on other cultures” (Rothbart 2012, p. 2). The concrete danger, otherwise, is 

to transform musical borrowing into cultural appropriation. Steven Naylor affirms 

that: 

An artist’s perspective on appropriated materials will certainly differ from 

that of an ethnomusicologist or anthropologist – or a lawyer. We tend to be 

pragmatists, primarily concerned with completing the creative work we 

envision, and appropriated materials can give that work an immediate 

richness of associations and ready-made complexity. But venturing beyond 

pragmatism, there are potentially difficult questions to reflect on, concerning 

(among other issues) ownership, rights, cultural respect and ethics (Naylor, 

2014, p.1). 

On the other hand, as sonic artists our aim is to utilise these traditional elements in a 

new context without renouncing sonic research and the possibility to express our 

artistic creativity. In this regard, Robert Gluck (2008) has proposed that a new work 

should include the presence of three necessary elements in order to achieve a 

respectful adaptation: appreciation of ideas and values of the traditions and cultures 

with which we are engaging; the will to avoid imitation and instead to work on our 

personal forms of artistic expression; awareness of the the comprehension of the 

subtle difference between disrespectful appropriation and creative re-adaptation. On 

the same topic, James Andean (2014) suggests that it is possible to achieve an ethical 

use of a culturally connoted sound by maintaining its original context in the new 

work, although it is difficult to establish to which extent this operation can be 

considered successful or not.  

I argue that a respectful but at the same time creatively stimulating encounter 

between tradition and technology can be practically accomplished by implementing 

in the new work the following concepts: the simultaneous use of all three levels of 

intervention (conservative, transformative and destructive); the simultaneous use of 

the realistic approach and the figurative approach; a strong and meaningful bond 

between the original purpose of use of the material and new musical outcome; a 

consideration of the original forms as useful musical architectures to structure the 

work.   
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Finally, it is important to mention again the importance of a sincere, profound and 

fruitful relationship with practitioners and members of a local community before, 

during and after our work on a musical piece. We can achieve a deep understanding 

of the repertoire and the ethical boundaries exclusively through a continue and 

genuine dialogue.  
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 CONCLUSIONS 

  
The aim of the research was to define a set of guidelines for composers and sonic 

artist willing to use at-risk traditional music repertoires and cultural connoted 

material in their works for preservation purposes. These guidelines needed to include 

instruction on source material selection, appropriate procedures of collection and 

recording, compositional strategies, and respectful modalities of cultural 

engagement. In order to identify these criteria, it was necessary to utilise a case 

study. Therefore, it was decided to focus on a specific traditional repertoire, that is 

the one belonging to Campania, the Southern region of Italy were I was born and 

grew up. The case study repertoire was chosen for two reasons. The first is related to 

a need of rediscovering personal musical roots as well as a sense of cultural 

belonging. The second reason has to deal with the concrete danger that looms on this 

particular traditional repertoire. In fact, the research has pointed out that Campania’s 

traditional music is already neglected, deteriorated and at serious risk to be forgotten. 

This is probably due to a widespread globalization, an increasing urbanisation of 

rural areas (where traditional music primarily originates) and an inexorable 

disappearance of the last tradition keepers. Unfortunately, it seems that young 

generations are exposed to an already degraded version of the tradition. Therefore, 

Campania’s traditional music represented a perfect case study in order to analyse the 

possibility of using new technologies and contemporary artistic practices as a catalyst 

for the protection and rediscovery of endangered music practices and local cultures.  

The composition of a cycle of five electroacoustic pieces employing Campania’s 

traditional music elements as source material represented a fundamental stage of the 

research and gave a crucial contribution to the theorisation of an appropriate 

engagement strategy. Furthermore, the interviews with practitioners and members of 

the community – together with the feedbacks of non-specialised listeners – served as 

an indispensable support for the purpose of the investigation.  
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The research has produced very promising results and allowed to delineate a set of 

procedures and compositional strategies that must come into play before, during and 

after engaging with the recontextualisation of traditional music elements for 

preservation purposes.  

First of all, the research has shown the necessity to study in detail the repertoire 

composers intend to engage with in order to identify the main features of a traditional 

repertoire. These features may include musical and extra-musical elements. This 

phase must encompass the point of view of local practitioners and members of the 

community to ensure that the composer identifies the correct elements. 

The second stage consists in selecting the elements to use as source material for the 

composition. The selection has to take into consideration which are the most 

representative components of the tradition and which are considered to be more at 

risk. In this phase, practitioners and members of the community must be consulted to 

ensure that the composer is not engaging with material that is considered sensitive or 

inappropriate to recontextualise. Moreover, once the elements have been selected, it 

is important to consider the most respectful way to utilise them according to the 

opinion of musicians and locals. For example, it is necessary to take into account the 

original purpose of use of a particular instrument or music form and reflect on the 

possible ethical issues deriving from a re-purposing operation.  

The third phase regards the collection and recording of source material. The research 

highlighted the necessity to consider field-recording as a very suitable tool due to the 

nature of the material in question. For example, some rituals or celebration may be 

impossible to recreate in a professional studio environment and there would be a high 

risk to influence in a negative way the integrity and the authenticity of the 

performance. However, professional studios do not have to be discarded, and their 

use is recommended in terms of sound quality, as long as they do not undermine the 

reliability of the material. The theme of authenticity must be a central issue also 

when utilising pre-existing recordings. Therefore, in this case, it is highly suggested 

to collect the material directly from practitioners.  

As a general rule, the research revealed that it should be always preferable to record 

or collect entire performances, in order to fully fathom a traditional repertoire and 

acclimatise with the sound material.  
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With regard the thorny issue of borrowing and appropriation, an ethical and 

considerate way to proceed must include the consent to use the material after a 

detailed and honest explanation of our intentions as composers, whether we deal with 

our own recordings or pre-existing samples. In addition, it is paramount to correctly 

credit all the individuals that have been involved in or with the recordings.  

In terms of engagement modalities with the material and compositional strategies, 

the study has revealed that, in a recontextualisation of traditional elements for 

preservative purposes, the intelligibility of the culturally connoted material must be 

considered as a matter of primary importance. Therefore, the composer must 

contemplate appropriate approaches of sound processing and compositional syntax. 

In both cases, the most promising answer seems to be the adoption of an ‘abstracted’ 

approach (Emmerson, 1986). As regards sound processing, it is recommended to 

present the source material through conservative intervention at least once during a 

piece. The use of destructive intervention should not be discarded, as long as it does 

not represent the only sound processing method employed in the composition. 

Otherwise, the connection between the material and its cultural content is nullified. 

In order to find a satisfactory balance between creativity and traditional material 

preservation, the research has suggested that the simultaneous use of conservative, 

transformative and destructive intervention may represent the most promising 

answer. In fact, the fusion of the three modes of intervention allows to maintain the 

ties with the traditional repertoire and, at the same time, gives the opportunity to the 

composer to explore the sonic potential of the material. For the same reason, the 

concurrent use of realistic and figurative approach seems to be the best solution in 

order to achieve a meaningful and respectful recontextualisation of traditional music 

elements. Departing from these two approaches would result in a loss of the cultural 

and contextual content of the traditional material. Furthermore, the composer should 

take into account the original purpose of use of a specific elements and the form in 

which it is originally utilised, both for creativity and ethically correct engagement 

modalities.  

The re-analysis process must represent the final indispensable step of the composer. 

A piece must be analysed in the light of initial premises and goals and maybe 

modified if necessary. Moreover, a dialogue with traditional musicians and members 

of the community – especially the ones directly involved - must be sought, not 



66 

exclusively before and during the compositional process, but also at the end. The 

composer has to utilise the concept of ‘dialogic editing’ and consider to revise a 

piece according to their feedbacks and suggestions.  

Regarding the possibility for a composer to engage with traditions that are not related 

to his or her cultural roots, the study could not provide a definite answer. In fact, 

some practitioners and locals had proven to be very open to the idea of an artist 

employing traditional material not belonging to his or her culture. Some others, have 

not rejected the possibility, but at the same time implied that it would be more 

appropriate for artists to deal with their own traditions. In some cases, the possibility 

was strongly excluded. Nevertheless, I believe that composers should always 

consider themselves as an external member of a traditional music community even if 

born and raised among that culture, unless they had practiced and studied that 

tradition.  

A related issue that this study attempted to address was related to the possibility of 

employing traditional music elements and cultural connoted material as recognizable 

references to attract non-specialist listeners and help them to get acquainted with 

electroacoustic music. This particular genre is still too marginal if compared to other 

electronic music styles and the issue is nowadays a topic of great interest among 

scholars and composers. Traditional music repertoires often involve the use of 

elements that are familiar to a general audience and in common with several popular 

styles. In particular, the use of voice, text, harmony, melody and rhythm. This is also 

the case of Campania’s traditional music repertoire. Therefore, at least one of these 

components has been utilised in the cycle of pieces composed for the research. 

Taking into account the positive feedbacks and the general response of the non-

specialist audience that has been exposed to the compositions, the study has revealed 

that the use of these common musical references in electroacoustic works may 

provide a useful support to facilitate the interest, the engagement and the listening 

experience of an audience not accustomed with this particular genre of music. 

Furthermore, it appears that the use of Campania’s traditional music material has also 

generated interest in deepening the knowledge of this particular repertoire in listeners 

that were not familiar with it. This suggests that the encounter between 

electroacoustic and traditional music may be mutually beneficial. Traditional music 

elements can represent the ‘something to hold on factor’ (Landy, 1994) in 
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electroacoustic music, and the latter can constitute the breeding ground for 

endangered and neglected traditions to be re-presented and rediscovered.  

In conclusion, it can be said that - in times of increasing globalisation and cultural 

massification - it may be important to consider electroacoustic music as a vehicle to 

preserve and re-present neglected or endangered local cultures and traditional music 

repertoires. Furthermore, these traditional elements can also act as a pull factor for 

listeners not acquainted with electroacoustic music. Clearly, this study does not claim 

to provide a definitive answer to such complicated and debated issues. Nevertheless, 

it can represent a useful starting point to deepen the research.  
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APPENDIX A: Interviews  

As previously mentioned in the dissertation, the interviews with musicians and 
scholars played a significant role in the research. The following interviews with 
Gianluca Zammarelli, Francesco Pellegrino and Giuseppe Mauro represent an 
example of this essential process. Gianluca Zammarelli, originally from Cilento, is a 
multi-instrumentalist and a scholar. He plays several traditional musical instruments 
from Campania’s tradition and studied and analysed traditional music all over Italy, 
especially in the southern regions of Campania, Calabria and Apulia. He 
rediscovered the traditional “canto alla Cilentana”, a typical vocal form of his native 
land. Franceso Pellegrino is a tenor and opera singer. He is the lead singer of the 
Vesuvius Ensemble, a band based in Canada whose purpose is to preserve and 
transmit the cultural and musical heritage of Southern Italy. Giuseppe Mauro is a 
Neapolitan flautist, multi-instrumentalist and researcher. He is the author of two 
books on the topic of Campania’s traditional music: La Zampogna della Campania 
(2003) and Gli Strumenti Musicali Tradizionali della Campania (2006). In the last 
ten years he has focused his research on the ancient music of the Greek and Roman 
mythology era.  

The interview with Marcello Colasurdo deserves a particular mention. Marcello 
Colasurdo is a musician, performer and actor. He can be considered one of the most 
renown and influential figures of Campania’s traditional music of the last forty years. 
He has been the vocalist of the historic band Zezi and, since 1996, he is the leader of 
the Marcello Colasurdo Paranza. He collaborated with some of the most important 
names of Campania’s music scene, like Almamegretta, Nuova Compagnia di Canto 
Popolare and Daniele Sepe. It was preferred not to include the interview with 
Marcello Colasurdo for a specific reason. In fact, unlike the other interviews, in this 
case the data were collected through a different process. Instead of answering to 
specific questions and being confined into a pre-conceived scheme, Marcello 
Colasurdo preferred to have an open and free discussion about the topics covered in 
the interview. Although Colasurdo gave permission to record the conversation for 
research purposes, it would have been extremely difficult to produce an accurate and 
faithful transcription of our talk and adapt his answers to the questions. 
 
1) How did you start getting interested in the traditional music of Campania 
region? What is your relationship with it? 
 
Gianluca Zammarelli: As a musician, the interest in ‘endangered’ musical 
instruments with very interesting and new sounds; as a southern Italian person, the 
need to re-discover important roots, in particular the roots of my homeland: the 
region of Cilento. 
 
Francesco Pellegrino: I did not decide to get interested in traditional music. I was 
born and raised in a family where the rural origins from my mother’s side were 
present every day in our life. I was born in the oldest part of Maddaloni, an area 
mostly inhabited by farmers. As a child, I was surrounded by ‘tammurriate’, rituals, 
songs etc. I loved singing. That’s why later on I decided to start a career in music and 
become a singer.  I started singing in traditional weddings, village festivals and 
ceremonies. I was travelling to Naples twice a week to sing with the pianists called 



76 

‘pianisti ripetitori’, pianists that were teaching you the repertoire of “Canzone 
Napoletana” instead of the vocal technique. 
 
Giuseppe Mauro: I come from an urban background (I was born in Naples city 
centre), therefore I discovered traditional music while travelling. In particular, 
through street artists in Florence, back in 1978. On summer evenings, in Piazza della 
Signoria, some young people hailing from Apulia and the Vesuvius area (that were in 
Florence for work or study purposes) were playing ‘tammuriate’ and ‘tarantelle’ ‘a 
cappello’. At that time, I was already listening to the works of M° Roberto De 
Simone and to the vinyls released by the label I Dischi del Sole. I felt immediately 
engaged.  
  
2) In your opinion, which are the musical instruments that distinguish and 
better represent the traditional music of Campania region and why? 
 
G.Z.: The ‘tammorra’ drum, since it is definitely the oldest instrument and the main 
instrument in the ‘tammurriata’ areas and in the Irpinia region; the bagpipe, because 
it is widespread and has a paramount religious importance; the ‘chitarra battente’, 
since now it exists just in the Cilento and Gargano regions and in the Cosenza 
province. 
 
F.P.: I would say the ones related to rural life such tammorra, castagnette or 
zampogna, an instrument mainly associated with pastoralism (very present in the 
area of Avellino). Moreover, I would also mention chitarra battente – mostly related 
to the area of Vallo della Lucania and the region of Basilicata in general - colascione, 
doppio flauto and ciaramella. 
 
G.M.: The so called ‘tamburi a cornice’ of the Vesuvius area: ‘o tammurro’, 
‘tammorra’ and ‘tamburello’. Forty years later many things have changed: the 
musical instrument makers, the context of use, etc. For example, I can mention the 
Buccino workshop at vico Salaiolo all’Orto del Conte, next to piazza Mercato, in the 
heart of Naples. It does not exist anymore. Also, back then there were not as many 
courses as today. Nowadays, according to me, there is a proliferation and an inflation 
of courses that are not always properly taught and supported by an adequate 
competence. Continuing with the topic of musical instruments, I can then mention 
‘zampogna’ and ‘ciaramella’, especially in the province of Salerno (less in the ones 
of Avellino and Benevento). More rarely in the area of Caserta. Finally, the organetto 
in the province of Avellino and Benevento. For more details, you can refer back to 
one of my books that deals exactly with traditional musical instruments.  
 
3) In terms of timbre, which are the most unique and fascinating sounds? 
Which are the ones that clearly evoke the repertoire and the culture to which 
they belong? 
 
G.Z.: Definitely the ones that I just mentioned above. But also some minor rural 
instruments such the Jew’s harp, the bark flute and the friction drum. 
 
F.P.: I was always fascinated by the nasal sound that the men of some specific areas 
used in the ‘fronne’. The voice of women, on the other hand, is incredible for the 
vocal position, the head sounds. I was fascinated by the male vocal emission in 
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traditional music from a pure technical point of view. For an opera singer like me, 
coming from a formal music education, that nasal position mixed with the frontal 
emission is something unique, inconceivable. Why it is inconceivable? Because it is 
something in between the guttural and the nasal position. In a lot of audio and video 
recordings it is possible to listen to these sounds that start from the chest, from the 
throat and then come up in the head position. A mystery full of magic. When singing 
in the fields and in open spaces, people were not paying attention to the ‘colour’ of 
sound, to its quality; instead, they were focusing on sound projection in order to 
reach friend and relatives that were far away in the open fields and communicate 
with them. The female voice is sung through the mask but enriched by a fundamental 
element: a cannarone apierto, that is with an open throat. In general, this is a topic 
that I would really like to deepen in this interview but I know it would take too long.   
 
G.M.: A good ‘tammorra’, a good ‘zampogna’, a good ‘organetto’. Quality must be 
the main focus. The depth of the skin vibration, the ancestral sound of zampogna, the 
‘full’ and ‘trembling’ reeds of a button accordion; possibly without amplification and 
played one at a time. And if played all together, still always ‘one at a time’: I mean, 
one tammorra with one zampogna, with one accordion. Now we witness the 
superimposition of several instruments at once; several ‘tammorre’, several 
‘zampogne’, several ‘ciaramelle’ or several ‘organetti’. This is a mass phenomenon, 
sometimes confusing.  
 
4) Are there rhythmic figures and subdivisions, time signatures, chord 
progressions, melodies, musical forms, vocal and instrumental techniques that 
characterise the traditional music from Campania? Among those, which ones 
represent a unique feature of the repertoire? Is there any other element that 
comes to your mind? 
 
G.Z.: Definitely yes, but the answer can’t be complete since everything depends on 
the personality of the cantor. I can say that there are melodies with augmented forth 
or minor seventh, ‘canti a distesa’ also known as ‘canti alla carrettiera’ or ‘canti alla 
cilentana’. As regards the rhythms we need to make a distinction between 
‘tammurriate’ in 2/4 and 4/4 and ‘tarantelle cilentane’ in 6/8. Other rare and unique 
elements are the monophonic vocal chants called ‘fronne’, the polyvocal chants 
played with ‘chitarra battente’ from Cilento, the double ‘ciaramella’ from Vallo di 
Diano and the ‘sisco’ from Giugliano. These are all unique elements that are 
impossible to find elsewhere.” 
 
F.P.: I think the characteristic rhythm of tammurriata. In the area of Somma 
Vesuviana, for example, each town has its own beat and rhythm.  
 
G.M.: Quadruple meters for ‘tammurriate’ and triple meters for the ‘tarantelle’ (both 
simple and compound). Nowadays there is a lot of confusion: ‘tarantelle’ played in a 
fast 4/4 and ‘tammurriate’ performed with triplet feel rhythms combined with 
duplets. I dont’ get it. Maybe it’s because I’m getting older (now that I’m in my 
sixties), but too many things have changed and deteriorated since I started to study 
and practice in 1978: even ‘canti a distesa’, devotional chants with macaronic 
polyphonies. Everything has been globalized, massified. There are still some good 
examples, but it’s important to stress the fact that that the best musicians are not the 
most renowned. 
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5) Do you think that Neapolitan language and its regional variations should be 
considered as an essential element of the traditional repertoire of Campania 
 
G.Z.: I shall start by saying that, linguistically speaking, Neapolitan language and 
the ones spoken in Irpinia and Cilento are separate languages. Suffice is to say that 
the language spoken in Cilento belongs to the macro-family of Sicilian language, like 
Calabrian, the language spoken in Salento and some dialects from the island of Ischia 
and the region of Basilicata. On the contrary, Neapolitan language has Samnite, 
Provençal, Latin, Spanish and French structures.  
Having said that, for me the language has a secondary importance in the traditional 
repertoire. As a matter of fact, some traditional music repertoires from different 
Italian regions – sometimes even foreign regions – share the same texts and lyrics. 
The text is often sacrificed and becomes unintelligible due to a specific vocal 
technique called ‘lacerata’ (lacerated).  
 
F.P.: In terms of sound I would definitely say yes. The sound of Neapolitan language 
is as important as the semantic content. If you listen to different versions of the same 
song, let’s say Lo Guarracino, recorded over several years you will notice how 
different the language sounds. As you can see, even the language is evolving and 
somehow getting lost.   
 
G.M.: Definitely 
 
6) While using musical material of Campania’s tradition within different 
musical contexts, which are the elements that should keep a substantial degree 
of intelligibility in order to preserve a strong link with the original source and 
maintain their main features? 
 
G.Z.: Certainly, the vocal style and the folksongs together with the basic traditional 
beat and rhythm that we can find for example in tammurriata and tarantella. 
 
F.P.: No hesitation: the dialect. 
 
G.M.: It is like the old dispute between rhythm and melody. Whoever finds the right 
balance will succeed.		
 
7) Can we consider southern Italian traditional music as a whole and 
homogeneous repertoire or the regional repertoires tend to be quite different 
from each other? 
 
G.Z.: No. We can just talk about local repertoires and these repertoires very often do 
not correspond to official regional borders, even though some musical forms like 
‘canti a distesa’ and ‘tarantella’ or some melodies played on the ‘zampogna’ can be 
find in different areas (sometimes far away from each other) but with different 
instruments and repertoires. The reason would be too long and difficult to explain 
since the issue is complex and there are different points of view on the topic. 
However, for instance, in the same province of Salerno we can find the ‘tammurriata’ 
in Pagani and the ‘tarantella’ in Vallo della Lucania. 
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F.P.: Till a certain period, traditional music from southern Italy had a lot of features 
in common. 
 
G.M.: No, because Southern Italy has many identities and diversities. ‘Southern 
Italian music’ would represent a simplistic definition. For example, the region of 
Calabria itself has its own distinct identities.  The region of Puglia includes Salento, 
Gargano and Murge, that basically constitute three different regions within a region. 
In the region of Campania, the Vesuvius area is very different from Cilento, Irpinia, 
Sannio and the area of Vallo di Diano. 
 
8) Does Campania’s traditional music contain unique elements that make it 
deeply stand out from the ones of other southern Italian regions or do you think 
that, apart from the lingual component, it shares a lot with them? In the first 
case, what are these elements? 
 
G.Z.: Maybe the ‘tammurriata' is the very exclusive feature that can’t be find in 
other regions; it is actually unique in terms of rhythm, dance and vocal style. 
However, it would be interesting to listen to ‘verdiales’ from Andalucia….. 
 
 
F.P.: The elements are essentially the same throughout the popular music of 
Southern Italy. The unique characteristic of that of Campania is the huge variety of 
stylistic elements. We can mention tammurriata, tarantelle, fronne, canto a ffigliola 
etc.  
 
G.M.: The group of ‘tarantelle’ and the triplet feel certainly represent a common 
denominator. As regards differences, they exist and they are quite distinctive. 
 
9) Do you think that the ‘Canzone Napoletana’ form belongs to Campania’s 
traditional music or it should be considered as a separate genre? 
 
G.Z.: For me it does belong to the tradition since in every tradition spontaneous and 
anonymous repertoires coexist with repertoires of recognized artists (a famous story-
teller or an established poet). 
 
F.P.: For me the Canzone Napoletana is unique and unclassifiable. It is a universe. I 
don’t like to look at Canzone Napoletana in the classical way. For me it is something 
constantly evolving. It includes old songs or musical forms like villanella.  
 
G.M.: ‘Canzone Napoletana’ constitutes a genre per se. Neomelodic music and other 
contemporary styles (Rap and similar) represent sociological phenomena with a 
significant impact. 
 
10) Some part of the traditional repertoire is intended to be played in specific 
circumstances (e.g. dance, festivities celebration, work songs, religious songs, 
dirges). In your opinion, is it appropriate to employ such material for mere 
aesthetical reasons in a different musical context that doesn’t take into account 
its original intended purpose? Which are the risks? What would be a respectful 
approach? 
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G.Z.: My answer is yes since I think that artistic possibilities and musical expression 
can’t be limited. The common people itself has always reused music intended to be 
played in specific circumstances for other purposes without any problems. A melody 
from a dirge can become a serenade, a tarantella a Christmas novena, a passionate 
song a folk song from Cilento, a licentious song a song for children. However, one 
should always take into account the original purpose of a specific music while using 
it in another musical context. But anyway in my opinion experimenting is licit. 
 
F.P.: It is absolutely something not negative. It will simply be something different. 
Daniele Sepe is trying to do this since several years. You should not forget that many 
classical composers have used traditional material. Let’s think about La Donna È 
Mobile, for example. Giuseppe Verdi heard the melody from his room from a group 
of farmers that were whistling it while going to the fields. Then Verdi took it, 
elaborated with his mastery and turned it into a masterpiece.  
 
G.M.: Some renowned musicians have properly used rhythms of traditional rituals in 
their repertoire, adopting and embracing them. Respectful approach? What is gone is 
gone. Once something drifts away, no one remembers where it comes from anymore. 
 
11) With regard to the previous question, do you think it is possible to re-
propose such material with contemporary artistic form of expression and 
technologies preserving at the same time its original intended purpose? 
 
G.Z.: I think it is possible if the music speaks to a contemporary listener and not to 
the old men for which the original repertoire was intended. Since they are 
traditionally conservative they will reject a music that sounds different to them; they 
will consider it erroneous. 
 
F.P.: It could be something really interesting. Actually, I am involved in a project 
with a Neapolitan Guitar player living in New York, Marco Cappelli. The project is 
called IDR- Italian Doc Remix. It is avant-garde music but I am singing as a guest in 
a traditional way without changing anything. So you would ask me: “why are you 
doing it if something else is coming out”? Because the artistic idea fascinates me. 
However, I am very aware that it is something very different. 
 
G.M.: I think that it is impossible. All the ‘true’ traditional music have been always 
created and performed according to a specific context. A decontextualisation 
corresponds to a degeneration. It is better to create something new. A ‘real’ new, that 
is something that did not exist before. 
 
12) Should there be a boundary between artistic expression and research and 
respect towards the material used by the artist? 
 
G.Z.: There is no limit if the artistic intention comes from the heart. It will be 
certainly respectful since it will bring with it the some of the seeds of tradition. 
 
F.P.: It is very difficult to answer this question. I am a performer, and as a performer 
I can be appreciated or not, but I always try to do my job with scrupulous attention 
towards those traditional criteria that everybody should respect. And once more I am 
referring to the language, the dialect in our case. I don’t want to express here my 
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disappointment for what we listen to nowadays, where everything is reduced 
to….let’s have a lot of fun. Music is something else, especially the music we are 
talking about in this interview. At the same time, I would like to cite what 
Furtwängler said about tradition and interpretation: “interpreting means dealing with 
tradition, that if it is holy and unavoidable on one side, on the other one is nothing 
else than the bad memory of the last poor performance”. I believe that the respect 
towards tradition can be achieved only through competence…and we are all walking 
on our way, so everything is already lost.   
 
G.M.: It is a blurred boundary. 
 
13) In your opinion, how many people in Italy listen or at least are familiar with 
the traditional music of their native land? In particular, what is the situation in 
Campania and southern Italy? 
 
G.Z.: Not so many yet, but definitely more than thirty years ago. Unfortunately, 
many people became familiar with an adulterated version of the tradition due to its 
massification and actually ignore their real tradition. In Campania some rare 
authentic traditional musical expressions still persist in some forms of ‘tammurriata’ 
and in the ‘tarantella’ from Irpinia and Cilento. But I would say that in general, 30% 
of the people know the authentic tradition, 50% misinterpret it and 20% ignore it 
completely. 
 
F.P.: Today everything is a revival and ephemeral. For example, in Campania, 
tammurriata is linked to particular rituals and periods. But nowadays, in the area of 
Naples, it is easy to find the so-called ‘smuggled’ tammurriata, that is a tammurriata 
performed in the wrong period. You can find them everywhere. These new trends are 
attracting people, especially youngsters, so in a way we can consider them as good 
thing.  
 
G.M.: Many people, unfortunately, have already looked at the wrong models. They 
have looked at the easiest examples, with a lot of superficiality and carelessness. You 
can’t imagine what it is possible to find on internet…Libraries and sound archives 
have been banned and substituted by online resources. Let’s take YouTube, for 
example. One can find worthless performances with hundreds of thousands views, 
whereas there are authentic ‘gems’ with less than one thousand views. 
 
14) Do you think that Campania’s traditional music is alive, respected and 
preserved or, on the contrary, neglected, ignored and at risk of being forgotten? 
 
G.Z.: Still quite alive thanks to the collaboration of more generations and to very 
conservative and resistant religious events. Nevertheless, every passing year it is in 
danger of dying. It could be completely forgotten, as already happened in many 
areas. 
 
F.P.: The tradition is already lost. As for every tradition, we also had some 
witnesses, the ones that Bela Bartok defines as ‘alberi di canto’ (singing trees – ed.). 
These ‘alberi di canto’ are the real witnesses of a particular historical period. We 
recently lost the last ones with the death of Zi’ Giannino and Giovanni del Sorbo. 
Campania’s traditional music was related to a very specific territory: the fields and 
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rural areas in general. Everything was coming from the countryside. When I am 
talking about the countryside I literally mean the soil, the fields. I am talking about 
working songs, protest songs, love songs. The tradition is already lost because rural 
culture is lost. Roberto De Simone himself affirms that the tradition is lost for many 
years now. But I have not said that everything completely disappeared. I said that 
tradition died, which is different. Recently, I have met Biagino, a young farmer that 
absorbed the tradition from the so-called ‘alberi di canto’. But what youngsters will 
absorb in ten or fifteen years from Biagino will be very different from what Biagino 
himself absorbed form the elders. Everything will become a surrogate. When the last 
elderly man and tradition keepers will die, tradition will be something different. 
Because these old people absorbed the tradition from their parents, grandparents and 
relatives. 
 
G.M.: Traditional music nowadays lives in a state of confusion, massification. It is 
not forgotten, but definitely deviated. 
 
15) Is it possible to stimulate more and more people to discover traditional 
music or acquire a more in-depth knowledge of it by re-proposing this 
repertoire with contemporary artistic form of expression and technologies? 
 
G.Z.: I think so. 
 
F.P.: This is already happening since the 70’s with Nouva Compagnia di Canto 
Popolare. 
 
G.M.: I cannot tell. 
 
16) As a performer and expert in this repertoire, what is your idea of the 
possible risks and ethical issues that could rise from such process? 
 
G.Z.: None, because we are free to express ourselves. We could maybe discuss the 
quality of this musical operation. In my opinion, a traditional song poorly performed 
is much less ethical than a different music that takes cue from some traditional 
elements for artistic purposes. 
 
F.P.: I am not sure I am able to answer about the ethical issues implied in music in 
general and in traditional music in particular. On the other hand, I can tell you that 
during forty-two years on a stage I have never met any ‘cantatore’ which made a big 
deal out of it……. Hahahahahaha…..  

G.M.: A great confusion, that we are already experiencing.  
 
17) If the artist engaging with traditional music is employing elements of his 
own culture, would it be easier for the members and the performers of that 
culture to approve and understand such operation? An artist coming from 
another culture would be seen in a different way? If so, in a positive or negative 
way?  
 
G.Z.: I don’t think it matters. Although some people might have preconceptions, I 
believe that a foreigner that knows what he is doing and do it well will be accepted. 
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Undoubtedly, an artist that is employing elements from his own musical tradition 
will have an advantage. Nevertheless, many foreigners, like Carlo Levi, were capable 
to understand some cultures better than natives; other artists, completely immersed in 
their own culture like Pino Daniele, became legends despite not playing traditional 
music. 
 
F.P.: I can answer from my point of view which is the one of a performer. You 
should be very cautious. Drawing upon a tradition is obviously possible, it is licit. 
For example, you can definitely learn a specific style. But the right spirit is the most 
important thing, and it something very different from learning a style. I don’t want to 
make the usual mistake that many people do by saying that Canzone Napoletana 
should be performed just by Neapolitans. Nevertheless, I can also say that the 
language belongs to us, it comes much more natural to us. I love fado, tango, 
Mexican music, etc. I can learn the diction of a heart wrenching fado but I am not 
sure if I can convey that characteristic sense of sorrow as well as a traditional 
Portuguese fado performer. Performing traditional music is a cultural experience. 
You can deduce the answer from these words. 
 
G.M: I think it is better if the artist is hailing from that culture. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



84 

  



85 

APPENDIX B: Compositions (in CD-ROM)  

Appendix B, in the form of CD-ROM, contains the 5 pieces specifically composed 
for the research. Each piece centres around a specific element of Campania’s 
traditional repertoire. Lallum focuses on voice and Neapolitan language (and its 
variations) and uses the traditional vocal form called ‘fronna ‘e limone’ together with 
an old lullaby from the town of Carpino. Battente focuses on ‘chitarra battente’, a 
Southern Italian traditional guitar, its distinctive playing technique and its unique 
bright sound.  Votata focuses on ‘tammorra’- the traditional frame drum of Campania 
and one of the most representative instrument of the repertoire - and its characteristic 
rhythm. In L’ultimo Fragile Soffio the focal point is on ‘flauto di corteccia’, the 
‘seasonal’ bark flute, typical of the rural areas of Campania. Finally, in 4 Palmi, the 
main element is represented by ‘zampogna’ - the traditional bagpipe - with a small 
contribution of ‘ciaramella’, a typical woodwind instrument. All the vocal samples 
in Lallum  belong to Francesco Pellegrino. Chitarra battente, flauto di corteccia, 
zampogna and ciaramella have all been performed by Gianluca Zammarelli. As 
for Votata, the piece includes the voice and the tammorra performances of Marcello 
Colasurdo.  

1.     Lallum (7’ 06’’) 
2.     Battente (5’ 02’’) 
3.     Votata (6’07’’) 
4.     L’ultimo Fragile Soffio (5’ 59’’) 
5.     4 Palmi (6’ 41’’) 
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