
Sonic Plasticity  is a theoretical and technological framework that acknowledges the importance 

of sound in our understanding of the space around us and explores sound’s potential to create 

new artistic experiences. The framework proposes the use of sound as a plastic medium; one 

that can be stretched throughout space, that has height, width, and depth. The works produced 

within this framework serve as context in which the listener is encouraged to contemplate the 

act of listening as a phenomenon, intentionally disassociated from traditional narrative or 

representation. In my time at NYU I intend to invest myself in growing this conceptual approach, 

in developing its theoretical and technological aspects, in producing new installation work 

relying on the framework, and also inviting other artists to produce work within this framework. 

 

Part of my focus while pursuing the PhD would be building on a glossary of terms I have already 

begun to develop and use in my work. This lexicon describes both conceptual and acoustic 

elements within the framework, allowing for a larger discussion on the matter and providing a 

language to connect this “sculptural” approach to sound composition with the history of 

postmodern minimalism in sculpture and music. 

 

Sonic Volumes  are the building blocks of the framework. They are temporal tridimensional forms 

whose contours cannot be seen but only experienced through active listening and movement. 

They are the consequence of the interaction between algorithmically-produced sound and the 

listening space that contains it. I intend to explore methods of forming these sonic volumes, 

including, but not limited to, the interweaving of a vast amount of individually spatialized grains 

using granular synthesis over VBAP/Ambisonic sound systems (3D audio) and the use of 

standing waves. 

 

Standing waves  are phenomena that occur in an enclosed listening space as first generation 

sound waves interfere with reflected sound, producing zones in space where certain 

frequencies get amplified, modulated, or canceled. As a listener explores the listening space, 

s/he steps in and out of these acoustical zones. Each zone has distinct tonal qualities. By 

walking around, s/he can choose which zones to experience or avoid, or even focus on the 

in-betweens, thus creating his/her own experience. By Identifying the limits of the zones, the 

listener identifies the contours of the volume. I intend investigate the acoustics of standing 

waves in order to have more control over the shape and spatial behavior of the sonic volumes. 

 



Past works of mine have explored these ideas and have applied this framework in numerous 

ways. Broken Continuum  (NYC, 2010) was essential to conceptualizing Sonic Plasticity. The 

piece aimed at exploring standing waves as a composition tool. Color Tones  (NYC, 2014) 

analyzes the sound signature of a room and produces tones based on the analysis. Both pieces 

encourage the audience to navigate the space and experience how their position within the 

room alters their perception of the piece. Studies in Sonic Plasticity  is an unfinished project 

which aims at investigating the relationship between visual and sonic perception of space by 

using sounds that make the listening space feel at times larger, taller, or narrower than what it 

seems. 

 

La Monte Young’s Dream House  and Richard Serra’s installation Sequence  and Maryanne 

Amacher’s installation works, and Bernhard Gunter (Monochrome White / Polychrome W/Neon 

Nails ) are some of the inspirations behind Sonic Plasticity as a framework. These works are 

completed by the audience’s participation. They require the audience to be present and to 

actively engage with the work. The installations invite us to contemplate the way we experience 

the world around us. The narrative in these works are non-prescriptive, there is no single way to 

appreciate it. Engaging with the work offers unique opportunities for discovery of the external 

space and our internal perception processes. 

 

Building upon my research will require deepening my knowledge on computer-based synthesis, 

spatialization methods (Ambisonic, VBAP, and Wave Field Synthesis), and composition (linear 

and stochastic), which I hope to be able to do under Professor Jaime Oliver’s guidance, and to 

attain a wider understanding on contemporary music history under Professor Louis Karchin. 

Having access to Waverly Labs 220 and 365 would be essential to further my research. 

Professor Oliver was very kind allowing me to sit in his Stochastic Synthesis  class last 

semester. After my third visit to Oliver’s class it immediately became obvious to me I needed to 

apply to the program. It is the support and guidance I experienced during Oliver’s class that 

triggered my desired to apply. The opportunity to exchange ideas with other composers and the 

resources offered by the program would definitely benefit my research. Having the chance to 

talk with Federico Camara Halac (Fede) reinforced this desire as well. 

 

I really look forward to getting feedback on the direction of my research, to be part of your 

community of artists and composers, and to collaborate and exchange ideas. WG. 


