
I would like to begin by expressing my excitement in applying to the program. Getting accepted 
would be an amazing opportunity and I would really like to take advantage of it from day one! 
The research subject I proposed in my statement of academic purpose is one I have been 
working on for the last three years, but that I have been unable to further develop because of 
limited access to resources. It would be an honor to further develop this research at NYU. 
 
Before earning my MFA in Performance and Interactive Media Arts at Brooklyn College, I 
attended engineering school in Venezuela.  During my  studies at  Universidad Metropolitana in 
Caracas, I became interested in mathematics, programming languages, and computers. In my 
second year, I became interested in applying the software engineering theory I was learning to 
art making. My initial exploration was ISBDR: Interpretación Sonora de una Base de Datos 
Relacional  (Sonic Interpretation of a Relational Database),  which involves interpreting metadata 
from an encrypted database, and translating it into musical parameters such as notes and time 
intervals. 
 
During my final year, I created MIGAAS:  Macro Instrumento para la Generación Asistida de 
Arreglos Sonoros  (Macro Instrument for the Assisted Generation of Sound Arrangements”), a 
sonic installation that uses artificial intelligence to find empathy with the aesthetic needs of the 
performer (or the audience). Instrument making has become an important part of my practice 
since MIGAAS. Examples of these instruments are Granul8 : a multichannel granular synthesizer 
developed using Supercollider and MAX/MSP, ROctoR: Real-time Octophonic Router:  a 
MAX/MSP application designed for multichannel sound diffusion, and Micron: a  sampler / 
spatializer. Each of my instruments allowed me to gain a unique understanding and control over 
the creation process of my art installations and compositions. 
 
Working on ISBDR exposed me to some fundamental problems involved in the use of 
technology in an artistic context. I found that despite the effort of developing a very complex 
software project, the artistic outcome could have been easily achieved by using a simpler 
technique or even without using technology at all. I thought that the sonic result generated by 
ISBDR could have been achieved using a fairly simple random generator of music notes. 
Questioning the use of technology in my work helped me shift away from a tech-centric 
approach to art making and more toward understanding of listening as a phenomenon. With 
these ideas in mind I applied to the Performance and Interactive Media Arts (PIMA) program at 
Brooklyn College; I got accepted and thus, moved to New York. 
 
Once in New York, I started to get involved with the local sound and music scenes. After a 
while, I noticed the tendency for many sound artists and electronic musicians to use moving 
image in tandem with their sonic work. It arrested my attention that many artists employed video 
to bridge the gap between the laptop performer’s gestures and the resulting sound, a gap that is 
very off-putting for the audience. The use of images as a surrogate for gesture was logical for 
practical reasons, but troubled me conceptually. In order to circumvent the issue entirely in my 
own work, I decided to take myself out of the equation and focused on creating a sound with a 



strong presence, one that needs no accompaniment, that doesn’t wait to be absorbed, but 
rather overtakes and engages the audience at a physiological level. 
 
At PIMA I began to work with spatialized sound and got introduced to the idea of Sonic 
Environments, which became an important theoretical ground in which the sound installations 
that followed stood. Sonic environment or soundscape is “the acoustic manifestation of 'place,' 
where the sounds give the inhabitants a 'sense of place' and the place's acoustic quality is 
shaped by the inhabitants' activities and behaviour. The meanings of a place and its sounds are 
created precisely because of this interaction between soundscape and people. "  My installation 1

work borrows from the ideas of sonic environments and is completed only when the listener 
actively engages in a personal dialog with the sound and space. The work becomes a context in 
which the listener is encouraged to contemplate the act of listening as a phenomenon. These 
ideas have evolved to become the Sonic Plasticity  framework I have proposed to develop during 
my tenure as a student at NYU. 
 
For the last five years I have been working at the intersection of art, technology, and education. 
As a Technology Manager at Eyebeam I advised artists on methods to bring their creative ideas 
to fruition using technology. As a Senior System Administrator for the MFA Interaction Design 
program at SVA I consult students with class and thesis projects involving technology while 
overseen the department’s systems. As a freelancer I have provided technical consultation for 
organizations such as Diapason Gallery, MoMA, and the Metropolitan museum, and individuals 
such as Richard Garet, Daniel Neumann, Kenneth Kirschner, and Rashaad Newsome. I believe 
with all this combined experience, I will be a strong resource for your program. I really look 
forward to sharing my experience both as an artist and technical consultant with your program 
students, alumni, and faculty. 
 
Thank you for considering my application. 
 
Wolfgang Gil 

1 Westercamp, Hildegard, Woog, Adam P., Kallmann, Helmut, and Truax, Barry. “World Soundscape 
Project.” The Canadian Encyclopedia, 
http://www.thecanadianencyclopedia.ca/en/article/world-soundscape-project/ 
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