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PERFORMANCE ART: 

AN EXPLORATION OF LIVING SCULPTURE, PERFORMING SCULPTURE, 

AND PERFORMATIVITY AND THE DEVELOPMENT OF AN EXPERIMENTAL 

APPROACH TO MUSIC COMPOSITION 

 

Chapter 1. Abstract 

 
This research is a practice-led investigation consisting of a portfolio of compositions and an 

accompanying critical and reflective commentary.  

My compositional approach seeks to combine features of traditional compositional practice 

with an embodied approach more typical of contemporary and historical performance art.  

It is through my composition and subsequent critical reflection that I explore key concepts 

in my work: how approaches typical of post-dramatic theatre can be enacted in musical 

composition; the tension between a performative interpretation of artistic practice framed as 

‘showing/doing’ (as described by Richard Schechner1) and the revealed and veiled 

performance practice associated with instrumental and vocal performance; and my 

approach to ‘breaking the fourth wall’ in the context of musical performance through the 

blurring of concert, theatrical, and installation environments and through the juxtaposition 

of elusive artistic practice and the more prosaic features that support this work (i.e. drawing 

attention to the lighting and sound engineers as a part of the performance alongside the 

more rarefied artistic practice). 

The main body of the commentary is divided into two sections. The first section provides a 

context for the analysis by expanding on the themes in relation to the work of other 

composers and artists. The second section describes the composition process, the rehearsals 

which took place, and my experience of producing the pieces. This part discusses seven 

contrasting works that make up the main portfolio. 

 There are various performances, film arts, film of the process of making my instruments 

(living sculptures) and trailers presented as additional works (appendices). 

The pieces are presented chronologically on the accompanying three DVDs, which should 

help to illustrate the development of the work.  The first two DVDs include the submitted 

seven pieces (i.e. The Main Portfolio) and the third DVD covers the appendices of 

promotional and extra materials. 

 
																																																								
1 https://www.youtube.com/watch?v=mI0ybTG4lz0&t=1172s (accessed 17 June 2019)	
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Chapter 2. Introduction 
 
My approach to composition is focussed on activating social and musical concepts so that 

they become new sounds and theatre and on developing the appropriate techniques to 

facilitate this. I create situations and question how conceptual practice can be enacted to 

push personal aesthetic and social boundaries. These social and musical concepts are rooted 

in experimental music theatre, theatre (which develops a performative aesthetic in which 

the content of the performance is placed in a special relationship with the material situation 

of the performance and the stage2), and performance-art practice (particularly ideas relating 

to the visual feature of music, including ‘showing/doing’3); performing sculpture, kinetic 

art, and living sculpture; and breaking the fourth wall. These are all contextualised within 

an aesthetic framework that explores ‘the poetics of performance’ (by using metaphors, 

displacements, and superimposing contradictory materials embedded within my 

composition, for example).  

The primary themes of my research stem from my experience as a composer-director of 

theatrical pieces such as Doll Aged (for trumpet solo) and my performance art work Bone 

(for ten flutes, cello, piano and two performers/actors). Doll Aged requires the performer to 

get into a large tub filled with water. 

 

The sound of the trumpet is modulated by a mute made out of a doll’s head, as well as 

through interactions with the water and the layering of extended techniques (such as 

multiphonics, half valves etc). In this piece, the performer has control over the constraint of 

sound by using the angle of the trumpet in relation to the surface of the water, which 

changes the effect. During my PhD, I developed this piece by recontextualising this 

theatrical scenario into an orchestral concerto (see chapter four). The performance of Bone 

was my first attempt to design a spatialised performance with tubes and springs. I used an 

upright piano and connected PVC tubes to the strings of piano with springs. I asked a 

performer to use chicken claws with polished nails to symbolise the price of chicken in Iran 

(the Iranian president had appeared on national TV stressing untruthfully that the prices had 

not changed in his local supermarket4, so this piece was intended as a protest).  

																																																								
2 Thies Lehmann, Hans. Routledge. New York. 2006. 
3 Schechner, Richard. Performance studies. Routledge. London and New York. 2013 
4 https://www.telegraph.co.uk/news/worldnews/middleeast/iran/9401491/Chickens-facing-
censorship-in-Iran.html	
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These spatialising techniques have been developed while I have been studying for my PhD 

in pieces for cello and harp and have led to more ambitious spatialisation projects.  

 

The inherent theatricality of my work is enhanced by embedding ‘performativity’ elements 

in the pieces. I treat the word ‘performativity’ as a broad trope referencing instrumental 

theatre, performance art, and, in particular, connecting to Austin’s treatment of the phrase 

‘performative utterance’, meaning ‘to say something is to do something’,5 to describe 

utterances such as ‘I apologise’ and ‘I take this woman to be my lawful wedded wife’.  

Performative utterances are sentences which not only describe a given reality but also 

change the social reality they are describing. So I intend to try and create an atmospheric 

space or an artistic–imaginary city (redefining the concert experience) and then I design 

some behaviours, acting, or even writing a script to change the space reality that I’ve 

designed. 

 

As my practice connects with ‘classical’ music (broadly defined), performance art, and 

visual art and places the holistic artistic situation at the heart of my practice, the kind of 

performance spaces that are used are of central importance. I’m drawn to contextualising 

radical and more traditional performance in conventional concert spaces, ‘blank canvas’ 

spaces (perhaps with the aspiration of gallery spaces), and more idiosyncratic spaces to 

explore how this affects the inherent aesthetic juxtapositions in my work. To date, this has 

been primarily informed by the history of theatre and performance art and contemporary 

compositional practice.  

In order to explore my key research questions, I have written/made pieces that include 

chamber music, orchestral music with soloists, installations, and film scores; designed 

instruments and instrumental preparations, clothing, animation and art films; created 

situations that blend/implied all of this together. These pieces were composed in 

Manchester, London and Tehran between 2015 and 2019. 

 

 All pieces have been submitted either with score, video or both formats. But I have 

selected seven contrasting pieces from all submitted material to cover and reply to the 

emergent issues/questions during my study and research. The seven pieces have been 

represented in the next chapters based on the completion date. 

																																																								
5 Austin, J. L. (John Langshaw) (1975). How to do things with words. Cambridge: Harvard 
University Press. 
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adopt a new metaphoric meaning and the audience would, later, re-associate the objects 

used with their newly acquired meaning, reminding them of the metaphor.  

Schechner stresses the following: 

Showing doing is performing. When you decide to show your doing, you are 

performing. Or you decide to look at someone else’s doing as a showing. I can even 

look at my cat’s doing; even the cat is not herself performing in her consciousness she 

is performing for me.7 

I	have	researched	the	history	of	performance	art	and	the	various	practitioners	and	

movements	that	shaped	the	medium	which	we	call	‘performance	art’.	The	Futurists	

are	the	precursors	here	regarding	poetry,	text,	painting,	architecture,	etc.,	and	in	the	

music	world,	the	futurist	manifesto,	drafted	in	1913	by	Luigi	Russolo	and	Filippo	

Tommaso	Marinetti,	is	one	of	the	key	points	to	chase.	He	invented	‘machines	that	

scream’	–	a	collection	of	homemade	instruments	he	called	Intonarumori.	They	were	a	

shambling	group	of	mysterious	boxes	and	conical	horns	mounted	with	hand-cranks	

and	mechanical	workings	to	create	his	new	vocabulary	of	sounds	(The	music	score	in	

Figure	1a	on	the	left	of	the	next	page	shows	Russolo's	music	notation	for	the	

instruments	shown	in	Figure	1b):	 

1. Roars, Thunderings, Explosions, Hissing roars, Bangs, Booms 

2. Whistling, Hissing, Puffing 

3. Whispers, Murmurs, Mumbling, Muttering, Gurgling 

4. Noises obtained by beating on metals, woods, skins, stones, pottery, etc.8 
 
 

  

 

 

 

 

 

 

 

    Figure 1a         Figure 1b 
 

																																																								
7 https://www.youtube.com/watch?v=mI0ybTG4lz0	
8 Russolo, Luigi. The Art of Noise. A Great Bear Pamphlet. 1967. 
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In his manifesto, Russolo made the following observations: 
 

 
Nowadays musical art aims at the shrillest, strangest and most dissonant amalgams 

of sound. Thus we are approaching noise-sound. This revolution of music is 

paralleled by the increasing proliferation of machinery sharing in human labor.  

We must break at all cost from this restrictive circle of pure sounds and conquer the 

infinite variety of noise-sounds. In the pounding atmosphere of great cities as well 

as in the formerly silent countryside, machines create today such a large number of 

varied noises that pure sound, with its littleness and its monotony, now fails to 

arouse any emotion. 9 

 
He had difficulties in resolving some of the technical issues that arose when using his 
instruments, and he mentioned this in his conclusion:  
 

We must replace the limited variety of timbres of orchestral instruments by the 

infinite variety of timbres of noises obtained through special mechanisms.  

The technical difficulties presented by the construction of these instruments are 

not grave. As soon as we will have found the mechanical principle which 

produces a certain noise, we will be able to graduate its pitch according to the 

laws of acoustics. For instance, if the instrument employs a rotating movement, 

we will speed it up or slow it down. When not dealing with a rotating instrument 

we will increase or decrease the size or the tension of the sound-making parts.10 

 

I was inspired by Russolo’s idea of activating the creation of ‘noise making’. 

As shown in Figure 2, his instruments had a handle to turn to make the noise and this action 

showed the ‘doing’ –making the noise for the audience. This is unlike laptop/electronic 

music, (and acousmatic music); I think it is still difficult to present to the audience the 

processors and software that we are used as a real-time, live electronic piece. Russolo’s 

concept was the first source for my spatialisation idea.  

 

 

 

 

																																																								
9 IBID. pp.55-60. 
10 Russolo, Luigi. The Art of Noise. A Great Bear Pamphlet. 1967. 
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         Figure 2 Russolo’s instrument. 
 
 
Moreover, I’ve carried out research about artists who create radical performances, such as 

Chris Burden with his 1971 performance piece Shoot; Vito Acconci’s Seedbed, from the 

same year; and Marina Abramović’s Rhythm 10 (which includes conceptually the literal 

possibility of violation).11 These works often showed the influences of the cultural and 

political events around them. I cannot separate my creative practice from my own 

upbringing and formative experiences when growing up in Tehran at a time of considerable 

social and political upheaval. 

 I lived two different lives: one inside my home and one outside it (in the school and the 

street, etc.). Metaphors were needed to cope with my life outside my home. For example, at 

school, when we used to read the well-known Iranian poems of Khayyam or Hefez, all the 

words forbidden in Islam had been translated in a particular way. Shiraz wasn’t translated 

as meaning alcoholic wine but a sugary, delicious drink. And the word ‘beloved’ was 

translated as ‘God’! 

Political behaviour was an essential part of our thinking because of the authoritarian 

character of Islamic leadership after the revolution. Life inside the home was needed as 

preparation for life outside it or sometimes for recovery from the situation outside. This 

frequently involved the ‘putting on’ and ‘taking off’ of masks/personas.  

I and many of my friends and family in Tehran did not agree with the religious totalitarian 

views so prevalent at the time. As an artist living under authoritarian rule, I continuously 

strove to embed socio-political elements into my artwork, and because of my inside/outside 

																																																								
11 Marina Abramović. Rhythm 10". Media Art Net. Retrieved 2011.	
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live(s) in Iran, the balance between the veiled and the visible is important in my work, and 

this experience has inspired my interest in political matters. 

Interestingly, for me, classical music (genre) its style, and the rules behind the tradition 

have some similarities to living under authoritarian rule. For example, it is traditional in 

classical music for a soloist to appear on the stage first, followed by the conductor. But 

imagine if a soloist appears fully clothed in a bathtub full of water! 

Breaking the taboos and pushing the boundaries are similar (for me) in terms of breaking 

down the walls and trying to change the rules. One of the ways that I could do this in my 

artistic world was by embedding conceptual elements. I tried to explore some of my works 

in relation to concert music (in essence, historical and contemporary ‘classical music’). I 

remain engaged with these conceptual ideas through orchestral music. 

When I am drafting more experimental compositions, I discovered that my first attempt at 

embedding a given concept into a performance was frequently either unsuccessful or was 

not delivered to me (as an audience) in a way that I intended.  

Either the venue or the institute that had commissioned the work would impose a limitation 

for moral, social, political, or safety issues (some real but others imagined). For example, 

within a couple of days of the performance of my piece at LSO St Luke’s, the Barbican’s 

Sound Unbound deemed the use of chicken claws, which had previously been authorised 

(literally claws from chickens that had been humanely killed according to UK and 

European standards for food) unsuitable for fear that it might cause offence. I was told by 

the head of the Sound Unbound festival to either change the concept or use artificial 

chicken claws because of possible allegations of animal cruelty. 

 

As Marina Abramović pointed out in her interview with the Guardian in 2010, in the 

performance-art medium, we are supposed to use real materials and preferably not lie – like 

theatre and cinema do by using visual effects, etc.  

 

Theatre is fake … The knife is not real, the blood is not real, and the emotions are not 

real. Performance is just the opposite: the knife is real, the blood is real, and the 

emotions are real.12 

  

																																																								
12 https://www.theguardian.com/artanddesign/2010/oct/03/interview-marina-abramovic-
performance-artist 
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There are clearly examples where this is not the case. And I believe that instead of using 

fake objects we might find alternative materials. I chose not to use artificial chicken claws 

but I could use metaphors instead.  

Using objects that have a metaphorical meaning is not lying, in my opinion; for example, 

using a doll’s head as a doll’s head or a mute is different from using a doll’s head to 

represent a ‘beheaded woman’! The intention really needs to be realised and actualised by 

the performer in such a way that no one even thinks that he/she is exaggerating/acting or 

faking it.  

In the end, I replaced the performer with an umbrella, but those in charge at the Barbican 

were insistent that since they’d gone to the trouble of acquiring artificial chicken claws, I 

was obliged to use them. 

The art of ‘defamiliarisation’ was a feature of my work. Defamiliarisation, or ostranenie, is 

a technique used to present familiar events in unfamiliar ways in order to enhance the 

perception of the familiar.13  

Viktor Shklovsky invented the term as a means to ‘distinguish poetic from practical 

language on the basis of the former’s perceptibility’,14 and the purpose of defamiliarisation 

in art is to impart the sensation of things as they are perceived and not as they are known. 

This involves striving to make stage objects/props unfamiliar to increase the discovery 

value and the length of the perception process because the latter is an aesthetic end in itself 

and must be prolonged. This distinction between artistic language and everyday language, 

for Shklovsky, may apply to other artistic forms and fields.15  

Shklovsky’s defamiliarisation can also be compared to Jacques Derrida’s concept of 

difference. The use of defamiliarisation results in both differing and deferring, since the use 

of the technique alters one’s perception of a concept (to defer) and forces one to think about 

the concept in different, often more complex, terms (to differ).16 In my cello concertino 

Anima Projection, I wanted to use a compositional concept I call shadowing and 

experiment with extending the performance environment of a cello. Additionally, the set-up 

and the visual part of this piece could be perceived as surprising objects. The visual energy 

of unsettling the cello’s status quo is designed to encourage a curiosity about the sonic 

																																																								
13 Shklovsky, Viktor (2017). Berlina, Alexandra (ed.). Viktor Shklovsky: A Reader. Translated by 
Berlina, Alexandra. Bloomsbury. 
14 Crawford, Lawrence. Viktor Shklovskij: Différance in Defamiliarization. Comparative Literature 
36 (1984): 209-20	
15 Shklovsky, Viktor (2017). Berlina, Alexandra (ed.). Viktor Shklovsky: A Reader. Translated by 
Berlina, Alexandra. Bloomsbury. 
16 Derrida, Jacques. Margins of Philosophy. The University of Chicago Press. 1982	
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potential of the instrument before a note is struck. (I intended to defamiliarise them in both 

ways: visually and sonically.) 

 

I worked and experimented closely with the cello player before the first rehearsal for three 

weeks and I established a performing/mobile installation as a preparation for the cello. The 

strings on the cello are attached to other springs and large plastic tubes, which results in the  

former generating one group of sounds and the latter re-projecting them. 

I found that ‘showing doing’ might tell a story behind a concept but is not likely to. This is 

likely to be further obscured by the defamiliarisation. When an audience is made to feel 

that a certain atmosphere is unfamiliar (defamiliarisation), the process of introducing the 

concept, as well as showing the process of the compositional development, will be 

‘showing doing’. For example, when members of the audience see the trumpeter inside a 

large tub filled with water, they might be curious enough to ask the reason for placing them 

there because of displacement and the unfamiliar situation. During the performance, the 

performer produces the effects by using the trumpet bell, which is partly tangential to the 

surface of the water. This process, during or after the performance, gives the audience a 

sense of security, and ‘familiarisation’ (making the concept familiar to the audience) could 

be ‘showing doing’.  

 

Lastly, I think that one of the creative aspects of contemporary art could involve choosing 

the objects and subjects and placing them and displacing them to find a new meaning.  

John Berger writes in his book Ways of Seeing that how we see things is affected by what 

we know or what we believe. We never look at just one thing; we are always looking at the 

relation between things and ourselves.17 Situation making does exactly the same thing, in 

my opinion. A situation maker juxtaposes and superimposes different 

meanings/objects/subjects to recreate meanings. 

 

 

 

 

 

 

 

																																																								
17 Berger, John. Ways of Seeing (Penguin Modern Classics). Penguin books. Ltd 
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Chapter 3. Anima Projection – concertino for prepared cello and ensemble  

 
This was the first piece I completed at the Royal Northern College of Music. It was written 

for prepared cello and ensemble; Clark Rundell was the conductor and Eliza Carew played 

the cello, and it was premiered at the Tansy Davies In Focus Festival in October 2016.  

My initial research plan was to develop ideas related to ‘living sculpture’ and ‘performing 

sculpture’ and transfer them to my orchestral layout and composition. There are process-led 

examples by several artists/composers which are particularly relevant to this piece.  

Alexander Calder, according to Ann Coxon, turned sculpture from a static medium into one 

that moves and is therefore experienced through time as a kind of ‘performance’; the 

‘changeability brings you into a present moment’.18 The aim of these ‘performing 

sculptures’ is to draw the audience in.19 There is an essence of so-called ‘entertaining 

himself’20 during sculpture performances, and the audience	is invited into the space to be 

entertained by the sculpture. A mobile (mobile object) in motion leaves an invisible wake 

behind it, or rather, each element leaves an individual wake behind its individual self.21  

Calder called the mobiles a ‘ballet objects’[i]n that it is a description of aspects of the body, 

in that its motion is intermittent rather than mechanically continuous, in that one feels 

impelled to set it in motion in order for it to ‘perform’ the role of filling out and inhabiting 

its own spatiality, the mobile locates its sculptural meaning as a kind of actor.22 

 

I was very taken with the idea of ‘performing sculptures’, and these formed the beginning 

of my process, as a situation maker, of ‘creating a situation’ for the cello soloist in my 

concertino who would be both entertained and distracted by the particular installation used 

in this work. That is to say, the natural destabilising of the instrument is resistant in the 

context of standard cello performance practice and therefore affects the performance 

practice and the sound. 

An example of the natural destabilising just mentioned can be found in	Nam June Paik’s 

work TV Bra for Living Sculpture (1969), which comprises two miniature television 

																																																								
18 Coxon, Ann. Alexander Calder: Performing Sculpture. Yale University Press, NY 2015 
19 Hudson, Mrk. Art Critic, November 2015. 
20 Calder, Alexander, Alexander Calder at Tate Modern on The Art Channel online video 
clip.youtube. The Art Channel. Nov 20, 2015. 
21 Coxon, Ann. Alexander Calder: Performing Sculpture. Yale University Press, NY 2015. 
22 Calder, Alexander, Alexander Calder at Tate Modern on The Art Channel online video 
clip.youtube. 
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movements24. There is a big movement as the entire object spins, but there are subsidiary 

movements within the object, which has been designed very carefully so that none of the 

elements touch each another. And the shadows on the walls around the mobile become a 

sort of secondary work of art.25 The boundary between understanding and not 

understanding a process of mobility is, for me, the most interesting feature of his piece 

because it helps to slow us down and we can then understand that the different parts of the 

mobile are behaving (moving), turning, and reacting. This kind of art intends to hold our 

attention, and whenever you can ‘step out of time’ and engage with a great work of art is a 

gift from that artist.26 

 

 

 

 

 

 

 

 

 

 

 

 

  

 

 
    Figure 4 Black Widow sculpture (1948). 

 

I intended to compare the shadowing effect in Calder’s ‘performing sculpture’ with 

projecting sounds (and the illusion of projecting sounds) in a performance of my work. To 

do this I needed to examine how the sound waves would be experienced and how elements 

could be added (apart from air) which would intervene between the instrument and the ears 

of the listener. I had to examine how to create an illusion of the sound moving and being 

																																																								
24 Coxon, Ann. Alexander Calder: Performing Sculpture. Yale University Press, NY 2015 
25 https://www.khanacademy.org/humanities/art-1010/art-between-wars/american-art-wwii/v/motion 
26 Coxon, Ann. Alexander Calder: Performing Sculpture. Yale University Press, NY 2015 
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The inspiration for the title came from my reading of the psychoanalyst Carl Jung. 

 The relationship between conventional and non-conventional performance practice and 

instrumental projection in my composition is treated as a metaphor for Jung’s ideas about 

‘shadow personality archetypes’ within one’s personality. Jung developed elements of the 

‘collective unconscious’.30 He understood archetypes like ‘anima’, ‘animus’, and ‘shadow’ 

as universal, archaic patterns that derive from the collective unconscious. Interestingly, the 

shadow archetype in Jungian psychology includes everything outside the light of 

consciousness. According to Jung, ‘Everyone carries a shadow and the less it is embodied 

in the individual's conscious life, the blacker and denser it is.’ 31 

 

I needed to specify my reasons for combining the conventional orchestra with unfamiliar 

objects (tubes and springs) for some submitted works, specifically the cello concertino. 

Juxtaposing my own elaborate and idiosyncratic performing cello sculpture alongside a 

traditional chamber ensemble serves to highlight both the spectacle of the new instrument 

and the inherent spectacle of traditional instruments – seen in a new light in this unusual 

setting. In his book Lines and his paper Up, Across, and Along, Tim Ingold stated that, as 

James Gibson argued in his groundbreaking work on the ecology of visual perception, we 

perceive the world along a ‘path of observation’.  

Proceeding on our way things fall into and out of sight, as new vistas open up and 

others are closed off. By way of these modulations in the array of reflected light 

reaching the eyes, the structure of our environment is progressively disclosed. It is 

no different, in principle, with the senses of touch and hearing, for together with 

vision these are but aspects of a total system of bodily orientation’.32 

A system of bodily orientation could be introduced by different concepts in performance 

design, and I intended to suggest that the audience and the soloists I worked with (by 

choice) should be ‘travellers’ (as an aspect of bodily orientation), not tourists.  

My players therefore engage all their senses as part of being ‘travelers’ with regard to their 

bodily orientation, but is this intended to affect me as a member of the audience when I 

experience it? I was trying to hunt down the moment when I felt I could add visual-sonic 

behaviour to my piece. I intended to set out my conceptual ideas about social and political 

statements within a musical context. In other words, the concept had to be planted within 

the music. Anima Projection is drawn on the (open) C string, especially in the cello solo 
																																																								
30 Odajnyk, Walter. Archetype and Character. Palgrave Macmillan UK 
31 Jung, C.G. (1938). Carl Gustave Jung, Psychology and Religion: East and West. Routledge. p.131 
32 Ingold, Tim. Up, Across and Along. University of Aberdeen, Scotland. UK 







	 22	

I occasionally used the dot code for the intervals. For instance, I placed two dots next to 

each other in bar 197 (EE), which then led me to write the ninth (the second) for the cello 

solo.  

 

 

 

  

 

 

 

 

 

 

 

Figure 9 the harmonic series on B natural followed by the harmonic series on A natural. 

The structure of Anima Projection is also based on my shadowing idea. The structure 

consists of various patches, each of which is represented as a shadow of a newly introduced 

patch. For example, at Cue T (Figure 10), three different patches have been 

superimposed/juxtaposed as a shadow of each other.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
                        

Figure 10 three different patches have been superimposed/juxtaposed as a shadow of each other. 
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Generally the compositional process is an activation of the core concept (here the ideas of 

shadowing, and having a core personality and a shadow personality). Compositionally I 

believe the piece was a success but sonically I needed to improve my concept; for example, 

I used my Kraken cello for the cello concertino but hadn’t realised that I needed to amplify 

the tubes because of the venue and/or the ensemble. So, even at the first attempt, at the 

RNCM, the piece was aurally disappointing in terms of what I wanted to deliver to the 

audience.  

Consequently, sometimes I should have reconsidered how the performative features of my 

work increased the risk factors (i.e. the cello soloist had to be prepared to cope with 

connecting the springs on stage. If one of the springs got loose during her performance, I 

needed to have rehearsed with the performer/s the process of fixing and moving during the 

performance). Those making decisions about the project might have thought that this was 

necessary, but I think that this would have been part of the artwork and therefore would 

have altered my intentions for it in some way. 
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different parts of the tongue. She shot arrows from a tube, thereby suggesting the use of 

weaponry and force. The interior of her Perspex box was covered with glassy plastic covers 

and she shot arrows at members of the audience who were gathered around the box. The 

arrows became impaled on the plastic covers behind the Perspex. The audience reacted to 

the arrows fired in their direction. We did not remove any of the arrows shot into the 

Perspex walls during the 40 performances. As a result, the build-up of arrows became a 

metaphor for human shadows and shooting triggers. Moreover, every single arrow 

represented the position of the individuals who had stood around the Perspex box.  

I wrote the actress’s script in Farsi and translated it as follows:  

Do not enter transformation hastily 
Do not enter transformation hastily 
It would be cooked! 
A cooked transformation would lose its spiritual literature. 
When the war started… it went to The Front. 
The war of Others’ Transformation with cooked transformation.        Quintet zone 
 
  
 
 
Zone no. 1 
 
 
Zone no. 2 
 
 
Solo players 
 
 
            Figure 15 The zones. 
 

Zone no. 2  

 

This zone was on the ground floor and inside it there was a male performer. The man 

questioned some preconditions and some metaphors. For instance, if the horizon is not 

straight and aligned, then the vertical line will not exist perpendicularly. The man fears the 

time when the horizon is not level. He has difficulty digesting the implications of some 

remarks. Consequently, there is a fear of the perpendicular becoming misplaced.  

The actor walked onto the swinging floor in his zone/box. The horizon of the moving floor 

was constantly changing. The horizon and the vertical lines were in fact metaphors for 
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imaginary threats and enemies. Some leaders convey their fear of these imaginary subjects 

as a real threat to justify their dictatorship. I wrote the actor’s script in Farsi and translated 

it as follows:  

 
I’ve always been scared if horizon would stay crooked 

When it’d stay crooked, I mean the horizon, 

So would the verticality. 

Verticality divided by horizon 

And well… digesting horizon. 

Digesting verticality of horizon. 

Such a prolixity if we don’t consider the equality of one side of the stomach and the other 

side. 

But it really depends (matters) where you stand on the verticality of horizon. 

Here, Here?   More here?   

Sometimes the reputation (frequency) and the process of verticality of horizon is too 

motionless which turns into habit. 

The habit would not let digestion digest anymore. 

A lot of things would not digest 

Some sentences words even an alphabet 

Like digesting a full stop in sentences 

Or digesting the neighbor’s trash. 

In time of war, he went to the front line vertically and came back horizontally. (He went to 

the front line alive and came back dead.)  

“Getting information from others brings fear of awareness 

Informed Others, the so called Others in small 

And Others in Augmented, which are actually not too big, 

Just take a glance at the others in small and certainly stand vertical on Others in Grand. 

…and maybe.. 

The mistake arises when we assume verticality is what stands vertical on horizon… 

Firstly, verticality is never vertical. Verticality is a lie! And on the other hand, why doesn’t 

a horizon stand vertical on verticality? 

But maybe we can still say junk that verticality, is that fear of horizon falling 

crooked…………………… 

When the war started, verticality went to The front.” 
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“Where were we? 

This…this digestion of a full stop or the reputation of horizon…  

Anyway, digesting a full stop in one word might be easier  

but would take longer to excrete. 

The shorter, well, the longer… 

Short, long “. …(Showing the measures by hand till the next dialogue) 

“Somehow, the priority exists in this fear whether the horizon would stay crooked. 

But the angle of keeping it silent depends on the curve of awareness angle divided by a 

neighbor’s Others’ trash. 

About the others in Grand…You ‘re already acknowledged… 

It’s a bit crooked! 

Means if we don’t have others in Grand, well, there will be no fear in verticality of horizon 

then.” 

Man:  Horizon! 

“And the fraction on the verticality of horizon… 

And standing on the fraction of verticality of horizon! 

……fraction…ffffffff….rrrrrrrrrr…..aaaaaa………..cccccc…….tttttt……iiiiiiiiiiiii……….

oooooooo…..nnnnnnn 

And standing up on the fraction in transformation of horizon from one state to another 

Transformation. 

From one state to another state 

State of Transformation to another state of transformation (cooked) 

From one state to another state  

….. State to state…….” 

Anyway, we have two kinds of mirror, related to the fear of crooked verticality of horizon. 

 

1. The mirror of horizon image 

2. The mirror of verticality image divided by horizon. 

The fear of reflection perpendicular related to the image of verticality divided by horizon is 

highly common among Others in small and diminished. 

Others in diminished find their needs in the existence of Others in Augmented. 

And this kind of apparent obviousness is crooked by itself! 

Actually, mirror is crooked, Horizon is crooked, crippled is the bride on foot.34  

																																																								
34 Translated by: Ghazal Aliary  
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Peter Brook categorised and engaged with different fields of theatre:  
 

The Deadly Theatre, the Holy Theatre, the Rough Theatre and the Immediate 

Theatre. Deadly Theatre is where the director, actors and other creative contributors 

make a production that falls back on clichés instead of reinventing the production 

through the script. A play performed by leading artists in the best of classical theatres 

could be considered excruciatingly boring. The theatre has often been called a whore, 

meaning its art is impure or in another sense the whore takes the money and then 

short changes on the pleasure.39  

 
I intended to exploit the elements of ‘Deadly Theatre’ by finding the musical equivalent 

and juxtaposing a different kind of theatre within this. This will challenge conventional 

space in an orchestra but will not undermine ‘conventional’ performances; rather, it will 

investigate a new way of producing a theatrical end result without compromising the 

original intention. 

I designed, and had built for me in Tehran, a portable bathtub, which I brought back to 

the UK with me. This incorporated the choreography, which needs to be directly correlated 

with the musical and theatrical elements. The performance shown in the submitted DVD 

took place in May 2017 at the RNCM. (BBC World News filmed it and produced a 

documentary, which will be shown in 2020). 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

																																																								
39 Brook, Peter. The Empty Space. McGibbon and Kee 1968.  
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Chapter 6. Film score projects 
 

I received two commissions from different companies and both of them had a social 

subject. 

Writing commercial film scores helped me to consider the ‘act of receiving’. It is not easy 

to comprehend the true notion of being a spectator, because a composer-performer can’t 

constantly imagine this when working.  

It won’t be possible in recorded performances to have a constant exchange between the 

audience and the players. Writing the film scores gave me an opportunity to compare the 

difference between ‘conditioning the audience’ in my performances and not having access 

to the audience as a composer-performer. In other words, there is no concert set-up 

showing doing and all equipment will be part of the storytelling that takes place on the 

screen. 

 

Chapter 7. The Silent Child 

The Silent Child won the Academy Award (Oscar) for Best Live Action Short Film at the 

90th Academy Awards. Directed by Chris Overton, the film explores the relationship 

between a social worker and her profoundly deaf and mute pupil born to a hearing and 

speaking middle-class suburban English family. Issues around deafness, special needs, and 

a reluctance to acknowledge society’s pressing needs are addressed in the film. This project 

produced two outcomes for me:  

1. Commercial music  

2. Political action/gesture. 

I always send sketches to directors to help them identify what they want. In my experience, 

most directors know very little about the language of music so we need to create terms to 

enable us to understand each other. For this project, I knew that our mantra would be ‘our 

disability is diversity’ so I started to use my Braille idea. I tried to assign the name of the 

characters and lines in the script to the Braille code and transferred the dots to sounds. I 

needed to deliver the story of Libby, a profoundly deaf four-year-old girl who lives a silent 

life until a social worker teaches her how to communicate through sign language. 
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I converted the name Libby to Braille:  

 
 
 
 
Libby in Braille music language is as follows, and I used A natural and C natural only for 
the main theme of the film: 
 
  
 
 
 
 
 C natural 
Third finger A natural       Second finger  
 
 
I was inspired by the title The Silent Child, especially the word ‘child’ when I converted 
the music to Braille. As you can see below, I used the music notes C, G, A and C quaver 
for my composition and ignored ‘Third finger’. 
 
 
                  C                      H                   I                  L                        D 
 
 
 
 
 
              C natural                         A natural 
 
 

                Third finger 
               C quaver 
                    
                                      G natural 
 
 
 
The name Joanne was translated to B quaver, D natural, A, C natural, and D quaver. The 

name Sue was translated to A natural, D quaver, and E natural. Lastly, the harmonies that 

came from the words ‘The Silent Child’ were translated to Braille; I didn’t want to find a 

chord and instead used the pitches B, D, E, A, C, and G as a cluster. 
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Moreover, I didn’t mention what I was doing to our director. Usually, directors approve the 

outcome when the composer superimposes the music onto the film footage. The process is 

not their priority. Although this concept was not used for the whole film score, there were 

some areas in the score where this technique proved helpful for me. 

I intended to document my politically motivated vetoing of the Oscars, despite writing the 

score to a winning short film, as a performance piece in itself that would be emblematic of 

the practice at the core of this work. I planned to avoid the auspicious ceremony in protest 

at Donald Trump’s travel ban on six countries, but I wanted to travel to the US. I applied 

for the visa and went to the American Embassy for an interview.  
 

Sadly, I saw that my fellow countrymen and women had to queue and were spoken to very 

disrespectfully. The embassy staff treated me with respect, which I appreciated, but I had 

the same passport as my fellow countrymen and felt deeply sorry that this kindness had not 

been extended to them. This was not the whole story after the interview. I was sent an email 

from Washington and was asked for the username and passwords to my Facebook 

and Instagram accounts, a complete list of all the addresses I’d stayed at during the 

previous five years, the name of my girlfriend, and telephone numbers for members of my 

family. This email was very thought-provoking, and I thought I would apply for this visa 

but when I received it I would carry out my protest and wouldn’t go to the Oscars 

ceremony. I subsequently received the urgent visa after completing the strange forms, and 

there is a line in my visa which reads: ‘Presidential proclamation waived’! 

 

Perhaps this signals an ephemeral performance that I will do in 10 years time that I intend 

to do! And this sentence is itself my artistic work and I’m still proud of making a situation 

which might be even more important in the future! 
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Chapter 8. Radical En·tro·py Divided into Singularity 

 

The piece Radical En·tro·py Divided into Singularity is for string quartet over a 66-metre 

graphic score. It is based on László Moholy-Nagy’s concept of the ‘whole man’ – a belief 

about sectors of human development. He was a Hungarian painter and photographer who 

was highly influenced by constructivism and was a strong advocate of the integration of 

technology and industry into the arts.40 

 

A human being is developed by the crystallization of the whole of his experience. 

Instead of extending our realm of action, as primitive man was forced to do since he 

combined in one person hunter, craftsman, builder, and physician we concern 

ourselves with a single specific vocation, leaving other capacities unused.41 

 

However, circumstances often dictate that we become specialists rather than ‘whole 

people’. Moholy-Nagy’s idea closely resembles the transition transitional promotion of the 

‘new man’.42  

Moholy-Nagy stresses that a contemporary artist today needs to be a ‘whole man’: ‘The 

primitive man combined in one person hunter, craftsman, builder, physician, etc.; today we 

concern ourselves only with one definite occupation, leaving unused all other faculties.43 

With this notion in mind, this piece was created using an interdisciplinary approach. The 

entire piece was ‘handmade’ and was designed without using any software.  

It was inspired by mathematical poetry: singularity in mathematics and politics. Every 

government creates a set of formulas through which it governs and directs the society in 

ways it desires. There are essential elements (policies, religious values, etc.) in these 

formulas that governments dictate must be accepted and used by society. A rationale is 

found in mathematics where the predefined functions of variables govern the range and 

domain. Consider a rational function such as f (x) = 1/x, in which x is our variable. The 

function returns real values as long as the variable x is not zero. As x approaches zero, the 

function tends to lead to infinity, returning extremely large values. Government-imposed 

functions have a similar trend; they are functional as long as the variables are the ones  

																																																								
40 Schjeldatil, Peter (8 March 1970). Moholy	Nagy Champion of a Doomed and Heroic Cause. The 
New York Times. Retrieved 
41 Moholy-Nagy, László. The new vision and abstract of an artist. Wittenborn, Schultz, inc.New 
york 1947. 
42 Patterson, David. John Cage Music, Philosophy, and Intention 1933-1950, Routledge 1st Edition. 
43 IBID.	
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Chapter 9. LSO performance: To Be Someone Else is a Battle 

 
This project was designed as a culmination of much of my PhD work, as this involves my 

Soveida harp, Kraken cellos, ensemble, performance art, and art films all in one place.	The 

programme included four new pieces and my quartet piece that was performed in the 

RNCM concert hall during the competition for the Gold Medal in 2017. 

I started to design the performance based on the concert hall architecture by situation 

making and studying The Paradox of Choice by Barry Schwartz. His research addresses 

morality, decision-making and the inter-relationships between science and society46. 

In a TED talk, Barry Schwartz said: We’ve been told, the more choice people have, the 

more freedom they have. And the more freedom they have, the more welfare they have! 

This freedom of many choices means that we have to make a decision again and 

again and our life is a matter of choice. All these choices have two negative effects 

on people: 

1. It produces paralysis rather than liberation. With so many options to choose from, 

people find it very difficult to choose anything at all. 

2. Even if we manage to overcome the paralysis and make a choice; we will end up 

less satisfied with the result than if we had fewer options to choose from. The more 

options there are, the easier it is to regret anything disappointing about the option that 

you choose.47 

 

Interestingly, John Cage had an idea in an interview with Miroslav Sebestik in 1991 about 

being a tourist which resonates with me a lot: 

 

When I hear what we call music, it seems to me that someone is talking. And talking 

about his feelings, or about his ideas of relationships. But when I hear traffic, the 

sound of traffic — here on Sixth Avenue, for instance — I don’t have the feeling that 

anyone is talking. I have the feeling that sound is acting. And I love the activity of 

sound... I don’t need sound to talk to me. What I’m proposing, to myself and other 

people, is what I often call the tourist attitude – that you act as though you’ve never 

																																																								
46 Schwartz, Barry. The Paradox of Choice: Why More Is Less, Ecco, 2004 
47 https://www.ted.com/talks/barry_schwartz_on_the_paradox_of_choice?language=en 
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a. Opening 

 

I tried to integrate the audience’s arrival into the actual performance, and therefore I added 

a 15-minute arrival time to gather the audience. Two cellos and a performer made 

looping/mobile gestures. The two cellos played the same piece, called Taasian, which had 

been premiered at RNCM with one cello; I revised it for two cellos so that they shadowed 

each other. They had the freedom to select one line from the score. This technique was 

similar to that of many 20th century composers who have inspired me over the years. For 

example, Henry Cowell used specially devised notations to introduce variability into the 

performance of a work, sometimes instructing the performers to improvise a short passage 

or play ad libitum.50 Or Karlheinz Stockhausen’s Klavierstück XI (1956), which features 19 

elements to be performed in a sequence to be determined in each case by the performer.51  

 

 

b. Instrumentation  

 

The instrumentation consists of a combination of conventional instruments and 

unconventional instruments/living sculptures. I introduced two Kraken cellos and a 

Soveida-Lever harp (Figure 39). I felt that it might be possible to utilise the same 

mechanism within a single instrument so that different parts of its body would resonate 

with others. So I designed the Soveida harp, which was inspired by images of lilies, rib 

cages, and an ancient Persian form of the harp called a Chang.  

 

One advantage of this design was that I could make each string/lever create a separate note 

so that one could play Bb and B natural at the same time in different octaves. The harp 

projects most of its notes through its wide tentacles, spatialising the field of sound to 

produce a kind of stereo. 

 

 

 

																																																								
50 Griffiths, Paul. "Aleatory". The New Grove Dictionary of Music and Musicians, second edition, 
edited by Stanley Sadie and John Tyrrell. London: Macmillan Publishers. 
50 Boehmer, Konrad. 1967. Zur Theorie der offenen form in der neuen Musik. Darmstadt: Edition 
Tonos. (Second printing 1988.) 
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c. ‘Situation making’  

 

From the 1950s, Pierre Boulez experimented with what he called ‘controlled chance’, and 

he developed his views on aleatoric music; he described it as ‘the investigation of a relative 

world, a permanent “discovering” rather like the state of “permanent revolution”. 

His use of chance is very different from that in the works of, for example, Cage. While in 

Cage’s music the performers are often given the freedom to create completely unforeseen 

sounds, with the object of removing the composer’s intention from the music, in Boulez’s 

music they may only choose between possibilities that have been written out in detail by 

the composer. This method, when applied to the successional order of sections, is often 

described as ‘mobile form’, a technique innovated by the composer Earle Brown and 

inspired by the mobile sculptures of Alexander Calder to whom Brown and Cage 

introduced Boulez when he was visiting New York in 1952.  

For example in Éclat (1965), the conductor triggers the order in which each player joins the 

ensemble; in Domaines (1961–1968), it is the soloist who dictates the order in which the 

sections are played by his movement around the stage.52 

 

Pierre Boulez’s musical directing method might be a way to demonstrate the ‘play and 

react’ element of what is written and what is not written in live performances. In some 

scores, an upturned hand is forte and a downturned one is piano, and there are two dynamic 

lines in the score for notes and phrases. This activates indeterminacy for the performance as 

well as adding a new element for the audience. These aspects are dependent on the 

audience seeing the conductor from the front, thus suggesting that performances in non-

conventional spaces would also be part of the research.  

 

I believe that making a situation for performer/s connects, in part, to the mentioned ideas 

although with some deviation. The difference is in our equipment, firstly the music and 

secondly the situation of the performer. (That is to say, regarding the former, this concept is 

embedded musically, and the latter refers to the limitations and situation of the performer.) 

I have been inspired by the play and react technique, and I thought it would be very useful 

to do some research about the ‘sound painting’ techniques of Walter Thompson to find a 

play and react technique which is compatible with the core of my works.  

																																																								
52 Nichols, Roger. "Pierre Boulez obituary". The Guardian. Archived from the original on 6 January 
2016. Retrieved 6 January 2016 
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The rule was that the players could select their numbers with ad lib tempo, as an aleatoric 

technique, and I could conduct them sometimes. If a line didn’t work I would cue the 

player to fade out. There were some cues that I needed to arrange with the actress involved, 

and I developed my composition techniques and real-time composition using sound 

painting. 

There are two solo parts for the clarinet player and violin 1. When they performed, I cued 

other players separately to perform one of their lines as an aleatoric gesture. My rules for 

the mobile/aleatoric aspects were very simple: the performer could simply choose his/her 

line and	play it in a loop. Each time I asked a player to make some changes, either the 

tempo (the length of line) or the dynamics would be changed. 

In tandem with the lines being played in a loop, I could interfere and cue the player with 

my sound-painting techniques to change their line based on the happenings (based on what 

was happening in the hall), audience feedback, and the actress’s script. 

 

 

 

3. Activating ‘showing doing’  

 

By directing the performers live and sharing the cues with the audience, I tried to apply the 

‘showing doing’ within my directing-conducting. In other words, an external element of the 

music was activating and navigating the sound in this piece. I should mention two examples 

of work by other artists that are related to my work: Meeting the Universe Halfway by 

Matthew Sergeant is about a ‘something’ that allows ‘a something else’ to be viewed – a 

‘something’ that allows ‘something else’ to matter54.  

 

Matthew Sergeant created three musical apparatuses for Meeting the Universe Halfway that 

take the form of simple gravity-powered instruments that sonify chaotic systems. With all 

the apparatuses, the human operator’s input is only very tenuously linked to its sonic 

output. In a sense, the matter from which his apparatuses are made is what is really in 

control of their sound. As such, these apparatuses are active in the sound-making process. 

These new contraptions are used alongside ‘conventional’ instruments (saxophone, flute, 

electric guitar, cello) throughout the piece and by the same players.55 

																																																								
54 http://www.matthewsergeant.com/meeting-the-universe-halfway/ 
55 http://www.matthewsergeant.com/the-apparatus-project 
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Another piece, which inspired me, was Dominic Murcott’s The Harmonic Canon, featuring 

one half-tonne double bell and an array of unusual metal percussion instruments and played 

by two virtuosic percussionists. Created in collaboration with sculptor Marcus Vergette and 

the American percussion ensemble arx duo, The Harmonic Canon is both the name of the 

piece and the double bell that was custom-made for it. Comprising two bells tuned a 

semitone apart, the bell was created using finite element analysis, a type of structural 

analysis that determines the vibration patterns of the bell, manipulating its harmonic series 

to create a complex series of frequencies that make up a note. The result is a sound world 

that straddles consonance and dissonance, murky and clear sounds, and pure and distorted 

sounds. Parts of the bells are in tune with each other, while others are out of tune, creating a 

unique ‘beating’ between the bells.56 

I had the same idea: ‘something’ allows ‘something else’ to matter. Sound painting and 

unusual conducting gestures, walking through the performers, and giving them a sign/cue 

were part of the piece as ‘something’, or I could call it ‘showing doing’. I had organised 

cue signs for the sound engineer, lighting operator, and video operator. More importantly, 

the audience could see my signs when I intended to cue them, and I tied to embody my cues 

as part of music performance. 

 

 

e. Displacement and interference  

 

During the First World War, Oskar Schlemmer began to conceive of the human body as a 

new artistic medium. He saw ballet and pantomime as free from the historical baggage of 

theatre and opera and thus was able to present his ideas about choreographed geometry and 

the human as a dancer, transformed by costume and moving in space. Schlemmer saw the 

modern world as driven by two main currents: the mechanised (humans as machines and 

the body as a mechanism) and the primordial impulses (the depths of creative urges). He 

claimed that the choreographed geometry of dance offered a synthesis and that the 

Dionysian and emotional origins of dance become strict and Apollonian in its final form. 

I was inspired by Schlemmer’s idea and designed a skirt for the performer of this piece 

(actress) to limit her movements.  

																																																								
56 https://www.nonclassical.co.uk/news/2019/4/2/k7300xda0lmbkgaz96w8skor42wluj 
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As you can see below in Figure 45, I filled the skirt with feathers. There were computer 

fans and lighting inside it too. The actress turned the fans on for the last scene.  

 

 

 

 

 

 

 

 

 

 

 
          Figure 45 the skirt filled with feathers. 

 

As shown in Figure 46, I used some displaced elements – the ribs of an umbrella connected 

to artificial nails instead of chicken claws on a rolling table.  

 

 

 

 

 

 

 

 

 

 

 

 

  
    Figure 46 the ribs of an umbrella connected to artificial nails. 

 

I asked the performer to polish the nails. This is the ‘something’ that allows ‘a something 

else’ to be viewed – a ‘something’ that allows that ‘something else’ to matter. 
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Chapter 10. Conclusion 
 

All of the decisions made during the composition process exist in tension with the 

intuitive/deliberate and the emergent aspects of it. This duality partly comes from my 

background and the country where I was brought up and is partly caused by pushing 

boundaries. 

There are some compositional ideas that I intentionally used in different compositions and 

ensembles, such as using a percussive, repetitive cluster chord with a different dramatic 

element. For example, I used the same motif in two pieces: the first one was used in the 

trumpet concertino. When the orchestra performs the barbaric–percussive chord, the 

trumpeter creates louder bubbles/pops aggressively (from bar 246), but in the second piece 

– the harp concertino – I asked a performer who is visually impaired to walk through the 

performance set-up holding a rectangular mirror at the level of his midriff, as described at 

the end of the last section.  

 
 
 
 
 
 
 
 
 
 
 
  
 
 
 
 
 
 

The reason why I used this idea is that I’ve tried to use the ‘body art’ concept, because 

historically ‘body art’ is also a subcategory of performance art. There are many 

performance artists who have used or abused their own body to make their particular 

statements or demonstrations. (For example, Valie Export wore a perforated black box on 
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her torso, into which she fitted her bare chest. Passers-by were invited to put their hands in 

the box and feel her breasts.) 
As Shown in Figure 48, touch Cinema marks the beginning of what Valie Export calls 

Expanded Cinema, which breaks the commercial chain of the cinematographic industry by 

displacing the filmic object onto a stage or into the street.57 

 

 

 

 

 

 

 

 

 

 

 

 

 
                      Figure 50 Valie Export: Touch Cinema. 

 

Shaw-Miller says:  

 

Through the inheritance of the work and ideas of John Cage and the Fluxus 

aesthetic, the performance, or concert occasion, is to be viewed as a complex 

field of activities – visual, textual, and sonorous – one that, among other 

things, understands the concept of music as a discourse. That is, the 

performance exists as a conceptual constellation, orbiting sound but 

including the scaffolding that is necessary for the sound to exist (instruments, 

institutions, traditions, conventions, and so on).58 

 

																																																								
57 http://www.newmedia-art.org/cgi-bin/show-oeu.asp?ID=150000000043135&lg=GBR 
58 Cage, John.‘45' for a Speaker’ (1954), in Silence: Lectures and Writings by John Cage 
(Middletown: Wesleyan University Press, 1973), 148.  
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The foundation of all the pieces that I am submitting is performance art, and they all use an 

experimental approach. I found that ‘conditioning’ an audience is very important even from 

the beginning of a composition. The creation and utilisation of the Soveida harp forms part 

of my most recent achievement during my study at the RNCM, and I intend to develop it 

and compose for it more in the future. 

As Brook says,  

Everything about the theatre – not just its space – ‘helps to condition an audience’. 

He observes that there is almost always ‘an elaborate set of references conditioning 

us (on what to do and how to behave) before the performance begins’ and this 

typically goes on even after the end of the performance until we leave that space.59  

 

Apart from that, what I discovered during these four years has a deviation, which was 

inspired by performance art and all the isms I’ve mentioned before. I believe that situation 

making itself could be one of the essential discoveries of young composers. 

Consciously and unconsciously, during my PhD journey, I tried to condition audience 

perceptions and sometimes it was essential for me to notate this conditioning effect. Most 

of the music scores I’ve written, such as of the Doll Aged piece (trumpet solo), Taasian 

(cello solo), To be someone else is a battle, Topaz, the Rigid dichotomy, Kairos, Anima 

projection, were all influenced by situation making. And without adding the factors of 

aleatoric/happenings and audience perception discovery, the form, harmony and 

orchestration would have had different outcomes and consequently would have been less 

interesting for me. 

 

As long as the commissioner gives a composer enough flexibility to push the boundaries 

outside the box, “showing doing” as showing the “process of composing”, or showing “ the 

direction of art delivery”. This could fuel the composition and sustain the momentum of 

composition. (For example a simple technique of bisbigliando with normal harp is less 

effective in my opinion, in comparison with the Soveida harp stereo bisbigliando sound 

projection). 

 

																																																								
59 Brook, Peter. The Empty Space: A Book About the Theatre: Deadly, Holy, Rough, Immediate.	London: 

Penguin. p. 11 
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When we look back, we find situation art (situations are used to unlock new opportunities 

and perspectives and to try to achieve change for people and places through extraordinary 

art experiences that grow out of a place) and site-specific performance but also all of the 

other fields which could be added to the composer’s skill set.  

I believe this kind of situation making might even have the potential to be a field to 

investigate as an element of composition courses in universities and conservatoires.  I’m 

currently working on a curriculum in this area with the aim of it being approved to teach at 

Trinity Laban in London. 
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Chapter 12. Appendices 

 
Appendix I-Amir Konjani, Complete list of compositions. (2015- 2019) 
 
The following list documents, in chronological order, all of my works composed within the 
period of this research (July 2014 – Jun 2019) and not the contents of the accompanying 
portfolio (see Appendix II).  
 
 
 
Title: The Doll aged 
Composed: July 2014-2016 
Instrumentation: Trumpet Solo 
Duration: 13’ 
First Performance: US-CalArts 
https://www.youtube.com/watch?v=Sg4Nbfi97rc 
 
 

 
Title: Anima Projection  
Composed: 2015 
Instrumentation: Kraken Cello (prepared cello) and Ensemble. 
Duration: 10’ 
First Performance: Manchester-RNCM 
https://www.youtube.com/watch?v=7pJtN6msj74 
 
 
 
Title: Tingling Performance  
Composed: 2015 
Instrumentation: 15 performers. (Performance/Performance art) 
Duration: 10’ 
First Performance: Manchester-RNCM 
Extracts: https://www.youtube.com/watch?v=bp_J_wKTqKA&feature=youtu.be 
 
 
Title: Tingling (Art film 1)  
Composed: 2016-2019 
Duration: 5’ 
First Performance: Manchester-RNCM 
https://www.youtube.com/watch?v=4wK6nOjDxm4&feature=youtu.be 
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Title: Kairos  
Composed: 2016 
Instrumentation: RNCM Brand new Orchestra. (Full Orchestra) 
Duration: 16’ 
First Performance: Manchester-RNCM 
Unlisted link to watch: 
https://www.youtube.com/watch?v=a38vDhKIfsE&feature=youtu.be 
 
 
 
 
Title: Topaz (RNCM Gold medal) 
Composed: 2016 
Instrumentation: Piano Trio. 
Duration: 8’ 
First Performance: Manchester-RNCM 
Unlisted link to watch: 
https://www.youtube.com/watch?v=NfaYFqrMqI0&feature=youtu.be 
 
 
 
Title: Rigid Dichotomy 
Composed: 2016 
Instrumentation: Bass	Clarinet,	Soprano	Sax,	Alto	Sax,	Trumpet	in	C,	Trombone,	
Percussion,	Piano,	Double	Bass. 
Duration: 10’ 
First Performance: Manchester-RNCM 
Unlisted link to watch: 
https://soundcloud.com/amir-konjani/the-rigid-dichotomyclark-rundell 
 
 
 
 
Title: The Silent Child (OSCAR winner movie) 
Composed: 2017 
Instrumentation: Clarinet,	piano	and	string	ensemble.	 
Duration: 20’ 
First Performance: The Academy Awards-US 
https://www.youtube.com/watch?v=QmQUWGuKxi4&t=91s 
 
Unlisted link to watch: 
https://www.youtube.com/watch?v=sk9hekuj-Lc&feature=youtu.be 
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Title: Radical entropy (Quartet over 66-meter Carpet) 
Composed: 2018 
Instrumentation: string quartet  
Duration: 10’  
First Performance: Manchester-RNCM 
Unlisted link to watch: 
https://www.youtube.com/watch?v=6L_JVgKBFpQ&feature=youtu.be 
 
 
 

Title: Tassian  
Composed: 2018 
Instrumentation: Kraken Cello.  
Duration: 9’  
First Performance: Manchester-RNCM 
Link to watch: 
https://vimeo.com/256567065 
 
 
 
 
Title: To Be Someone Else is a Battle 
Composed: 2019 
Duration:  10’  
First Performance: LSO St Luke’s hall 
Unlisted link to watch: 
https://www.youtube.com/watch?v=uAf98OCRh0U 
 
 
 
 
Title: Soveida Concertante  
Composed: 2019 
Instrumentation: Soveida harp and ensemble.  
Duration: 11’  
First Performance: Manchester-RNCM 
Unlisted link to watch: 
https://www.youtube.com/watch?v=uAf98OCRh0U 
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Appendix II 
 
 
Contents and order of accompanying portfolio of composition (seven pieces) 
 
 
a. The Doll aged 
 
 

b. Anima Projection 

 

c. Kairos 

 

d. Radical entropy (Quartet over 66-meter Carpet) 

 

e. To Be Someone Else is a Battle (Performance) 

1-Tassian (curtain-raiser) 

2- To Be Someone Else is a Battle (Sound painting and aleatoric parts) 

 

f. Soveida Concertante 
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Appendix V – Accompanying DVDs, Track details 

DVD 1 

1.The Doll aged 

2. Anima Projection 

3. Kairos 

4 Radical entropy (Quartet over 66-meter Carpet) 

5. Taasian (Solo Cello) 

 

DVD 2 

1. To be someone else is a battle (performance) 

a. Tassian for two cellos (curtain-raiser)	

b. To be someone else is a battle (sound painting) 

2- Soveida concertante 

 

DVD 3 

1. Rigid Dichotomy (Performance) 

2. Topaz  

3. Tingling Performance 

4. The Silent Child movie 

5. The Silent Child wins best live action short film. (Oscar ceremony) 

6. Soveida harp-building process 

7. LSO proposal-3D 

8. LSO video art no.1 

9. The building process-Living Sculpture 

10. Animation no.1 for LSO performance 

11. Tingling (adverts) 

12. Animation no.2 for LSO performance 

13. LSO performance design  

14. LSO video art 3 
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