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ABSTRACT

This article posits that chamber music transcends the boundaries of a conventional musical genre to function as a philosophical mode
of thought and a «high-precision human system». By examining the theoretical foundations of relational intelligence and translating
these into ten coordinates of compositional practice, it argues that the principles of decentralization, hyper-reactive agency, and shared
intentionality provide a model for organizing complex contemporary artistic productions.
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Introduction

The inquiry into the elemental unit of musical meaning calls
for a departure from traditional conceptions centered on the in-
dividual note, gesture, or performer. One must ask: what consti-
tutes the «smallest unit of musical meaning»? Is it the isolated
note, the individual gesture, the performer’s physical action, or
the relationship that emerges between performers? Within the
paradigm of chamber music, the answer crystallizes: musical
meaning resides inherently within relational intelligence. This
relationship is not an accidental byproduct of acoustic events;
rather, it constitutes an a priori condition through which musical
meaning becomes possible, manifest in the shared breath pre-
ceding the initial entrance and the sustained resonance following
the final release.

In an era defined by digital saturation and algorithmic pre-
dictability, the chamber ensemble serves as a laboratory for
human agency. It represents a space where meaning transcends
the static data point to become an ongoing negotiation, a fragile,
non-linear form of intelligence generated through unmediated,
peer-to-peer dialogue. While larger symphonic structures often
achieve a sublime collective power, they require a centralized
pulse to sustain their coherence. In contrast, the chamber ensem-
ble thrives on a decentralized, hyper-reactive agency that neither
digital systems nor massive orchestral structures can sustain at
the level of embodied, real-time interaction.

To explore these conceptual foundations, a theoretical
framework is established, conceiving chamber music as a mode
of thought, followed by a translation of these reflections into ten
coordinates of compositional practice. The study advances a re-
definition of chamber music as a transferable compositional par-
adigm. Originality resides in framing chamber music as a model
of relational intelligence and extending its principles beyond the
intimate ensemble to large-scale, intermedial, technological,
urban, and civic artistic contexts. The ten coordinates provide a
systematic framework through which decentralization, mutual
listening, spatial awareness, and shared intentionality organize
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Figure 1. The systemic architecture of chamber music principles. Stage 1 (Left): The macro-universe of foundational premises, estab-
lishing chamber music as a philosophical mode and a high-precision human system. Stage 2 (Right): The micro-universe of ten com-
positional coordinates, translating theoretical relations into a unified poetic vision of «componerey.

complex contemporary productions while preserving the auton-
omy of individual voices.

The present text should therefore be read as a theoretical ex-
position of my compositional methodology. Rather than offering
a conventional musicological analysis of an existing repertoire,
it articulates the conceptual foundations that have informed the
evolution and realization of my artistic practice across works of
different scales, media and artistic contexts (Figure 1).

Stage 1. Theoretical framework:
chamber music as a mode of thought

Accepting the premise that relational intelligence constitutes
the «smallest unit of meaning» recasts chamber music as a fun-
damental mode of thought rather than a circumscribed genre.
Such a reorientation prompts a deeper ontological inquiry:
Where does musical meaning truly reside? Is it located within
the static parameters of the written score, the isolated agency of
the individual performer, or within the dynamic space that un-
folds between them?

Chamber music offers a privileged lens through which to
approach that inquiry. It reveals that musical meaning is neither
a property of notation nor an isolated act of the individual. In-
stead, it is a kinetic spark occurring in the «space between». In
this context, meaning arises through the friction of gestures, the
resonance of active listening, and the dynamic attunement of
presence. This process creates an almost electrical connection
in which performers transcend individual boundaries to form a
single, breathing organism.

Consequently, chamber music appears less as a repertoire
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category and more as a philosophical system grounded in reci-
procity, refined attention, and shared intentionality. It constitutes
a high-precision human configuration where the mode of
thought is inextricably linked to the physical and psychological
immediacy of the encounter.

Harmony, measure, and the inner formation
of the listener

Turning to Ancient Greek philosophy, one encounters the
concept of harmonia — a term signifying the act of fitting to-
gether, joining, and ordering disparate parts into a meaningful
whole. Within the Pythagorean tradition, harmony was under-
stood as a principle of proportion encompassing both sound and
the structure of the cosmos itself. The fundamental conceptual
insight is that music discloses order through relation.

This principle is articulated with particular clarity by Plato.
In the Republic, he observes that «rhythm and harmony find
their way to the inmost soul and take strongest hold upon it»'.
Such a claim is striking in its precision. Plato does not treat
music as decoration or entertainment; instead, he addresses its
capacity to shape the inner architecture of the human being.

If rhythm and harmony penetrate the soul, then musical
practice functions as a foundational form of formation (paideia).
It trains the subject’s sensitivity to proportion, timing, and bal-
ance, cultivating an acute awareness of how disparate elements
coexist within a unified whole. Chamber music embodies this

' Plato, Republic, 401d—e.
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ethos with singular intensity. Each participant internalizes the
entirety of the work while articulating an autonomous voice.
There is no possibility of concealment. Instead, exposure, lis-
tening, and response shape the performance from within, trans-
forming the ensemble into an embodied manifestation of
Platonic order.

Music as ethical practice:
participation and character

A complementary perspective emerges in Aristotle. In
the Politics, he observes: «lt is plain that music has the power
of producing a certain effect on the moral character of the soul»?.
Aristotle’s claim shifts the emphasis from abstract structure to
praxis. Music is realized through action, and through that action
it shapes the subject.

Aristotle situates participation at the core of this transfor-
mation. Through engagement, discernment develops; through
involvement, judgment takes form. Here we locate a central as-
pect of chamber music: it is an active ethical space. It functions
through a continuous awareness of others within a shared tem-
poral field. Every entrance, every silence, and every articulation
is a technical act, yet it is also a decision that alters the collective
trajectory.

In this laboratory of human agency, the structural necessity
of error defines the work. To perform is to navigate a landscape
of vulnerability, where the risk of failure is not a flaw to be hid-
den, but the very condition that demands attentiveness and ab-
solute, intuitive attunement.

As a composer, | seek a «high—precision human
system». Such a framework requires the players to remain at-
tentively present; this shared exposure binds the performers to-
gether and sustains the music as a process of constant
negotiation. The ensemble thus operates through a form of bio-
logical homeostasis, maintaining a state of perpetual self-regu-
lation. By avoiding the rigidity of a fixed script, the performers
continuously self—correct in real time, responding to the micro-
variations of the acoustics, their instruments, and their fellow
performers.

Listening beyond the self:
the emergence of a common order

If Aristotle provides the ethical frame, Heraclitus provides
the structural engine: the logos. He writes: «Listening not to me
but to the logos, it is wise to agree that all things are one»®.

Heraclitus’s fragment introduces a decisive reorientation.
It calls for a mode of listening oriented toward a principle that
exceeds the individual voice. In musical terms, we recognize
this as the emergence of a shared field of meaning. Within this
state, the ensemble no longer appears as an aggregation of in-
dividuals; it functions as a coherent organism shaped by a
shared internal logic.

The logic is inherent in the process — sustained through con-
tinuous mutual attunement. At its highest level, chamber music
approaches this condition. Coordination remains its visible sur-
face; at its core, the performers align with a principle that en-
compasses every individual perspective.

Within this framework, the «one» is not a forced unison. It
is the result of what Heraclitus calls the «backward—stretching
harmony» (palintonos harmonie®), a unity maintained through
the tension of opposing forces, much like the string of a lyre. It
is this very tension that allows the music to exist; the unity of
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the ensemble is not found in the absence of conflict, but in the
dynamic equilibrium of disparate voices.

Dialogue as the foundation of musical meaning

The metaphor of chamber music as «conversationy is fre-
quently invoked, yet it demands a more rigorous investigation.
Within the philosophical tradition, dialogue signifies more than
a transactional exchange; it is the process through which mean-
ing arises between participants. Martin Buber (1923) formulates
this dynamic in 7 and Thou: «All real living is meeting».

Buber’s formulation captures an essential insight: experi-
ence is rooted in the encounter, in the immediate presence of the
other. Chamber music functions as a sophisticated mode of such
meeting. It resists the binary of domination and submission, rest-
ing instead on reciprocity.

Gadamerian hermeneutics expands this ethos, suggesting
that every conversation creates a common language within the
act itself’. In a chamber ensemble, such a «language» is articu-
lated through timing, dynamics, and silence. It is not a rigid set
of pre-existing rules. Unlike digital systems operating on binary
certainty, the chamber principle operates through embodied ex-
perience. It is grounded in the physical weight of a gesture and
in human breath, elements that resist algorithmic replication. In-
stead, a visceral grammar takes shape through the immediacy of
interaction.

In performance, these theoretical frameworks become tan-
gible. The ensemble gives form to the structure, bringing it into
being through shared attention. Consistent with the Heraclitean
unity-in-tension discussed earlier, Gadamer (2004) observes that
what comes to expression belongs neither solely to the inter-
preter nor to the author; it manifests as a communal synthesis.
The concept of shared authorship thus comes to the fore. Mean-
ing resides in the interaction itself and is realized through col-
lective enactment.

From intimacy to scale:
chamber music as a principle of organization

At this point, a critical question presents itself: can these
principles, associated with small ensembles, be extended to
large-scale artistic production? They can; indeed, contemporary
creation invariably demands such an extension. If we understand
chamber music as a system of relational awareness, its principles
extend beyond the limitations of ensemble size; they operate as
a model of organization.

Organizational coherence emanates from local interactions,
where the integrity of the whole remains contingent upon the
smallest relational units. Theodor W. Adorno (1951) suggests
that musical form, rather than being externally imposed, unfolds
through internal tensions. His formulation, «the whole is the
non-truey, signals a critical stance toward imposed totality.

In the chamber principle, therefore, agreement is not the ul-

2 Aristotle, Politics, VIII, 1340a: «&k u&v odv To0TOV @avePOV 8Tt

SOvartot TolElv Totdy Tt 10 THG Wi R0 1| LOLGIKTY.

3 Heraclitus, B50: «ovk €00 6 tod Adyov dxovcavtog Oporoysiv
GOPOV ECTLV EV TAVTOL EIVAY.

4 Ibid., B51: «ob &uvidow 8kmg d10pepOpevoy EmVT® OLOAOYEEL
ToAiviovog appovin dkwomep &0V Kol AVpNGY.

> Gadamer HG, p. 371: «Every conversation presupposes a common
language, or better, creates a common language».
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timate goal — understanding is. Cohesion does not require the
erasure of difference; it is the capacity to hold multiple, often
conflicting, perspectives within a single temporal frame. The in-
tegrity of the work is found in this friction, transcending the lim-
itations of a forced unison.

In contemporary creation, we navigate complex constella-
tions: large orchestras, multimedia environments, and distrib-
uted performances. These conditions call for an expansion of
practice. John Cage redefined listening as an act of attention;
Karlheinz Stockhausen extended musical form into space. In
both cases, the composer no longer dictates a static result; in-
stead, the composer designs the conditions through which lis-
tening and spatial relations unfold. Their work established
important precedents for contemporary conceptions of spatial-
ity and relational listening, where musical form is constituted
through the organization of perception rather than the trans-
mission of a fixed object. Within these expansive contexts, the
key questions remain:

* How does one preserve clarity within complexity?
* How does one maintain intimacy within scale?

The answer lies in retaining the core principles of chamber
music: attentive listening, flexibility of roles, and the balance
between individuality and collective coherence. When the at-
tunement of timing and gesture is preserved, even the largest
productions retain an internal cohesion, a form of precision that
is essentially chamber—like in nature. Within this convergence,
the ancient harmonia surpasses the limitations of formal
arrangement, finding expression as a resilient synchrony, a co-
herence upheld by the ensemble’s collective relational intelli-
gence.

The progressive expansion of this relational logic is sum-
marized in Figure 2. The diagram traces the continuous enlarge-
ment of chamber thinking, extending from the individual
performer to broader artistic and civic configurations while pre-
serving the same underlying principles of relational intelligence
and shared intentionality.

Concluding reflection of the theoretical part

I return to the question with which I began. Musical meaning
is constituted through relationship; isolated elements derive their
significance from that interconnection.

Ancient philosophy defines harmony through proportion.
Ethical thought holds that music shapes character through par-
ticipation. Modern philosophy situates understanding within di-
alogue. Chamber music occupies the intersection of these
insights, functioning, ultimately, as an art of coordinated inten-
tionality.

One might ask: Is music independent of those who hear it?
Within this framework, the answer is no. Music exists as a field
of interaction rather than a self-contained object observed from
a distance. The listener transitions from passive reception to ac-
tive presence. By offering the weight of attention, the listener
becomes a silent participant, completing the circuit of meaning
initiated by the ensemble.

In a world characterized by fragmentation, acceleration, and
multiplicity, chamber music provides a model of coherence. It
demonstrates the possibility of individuals acting in concert
while preserving distinct voices, revealing listening as the con-
dition of coherence within complexity. The form therefore re-
mains vital: it embodies the human bond within a coherent
structural whole.
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The question now becomes practical: how does such a mode
of thought take shape in the work?

Stage 2. From principle to practice

From this point onward, theory assumes practical form
through a set of structural conditions by which sound, space, and
relation are constituted. These are articulated here as ten coor-
dinates of my compositional practice.

Coordinate 1:
spatiality as a compositional relation,
not a technical effect

Space serves as an active structural agent, reconfiguring the
conventional notion of space as container or as a technical dif-
fusion effect. This distinction is constitutive: whether writing
for a small ensemble or designing immersive environments, mu-
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Figure 2. Relational expansion of chamber thinking. The pro-
gressive enlargement of chamber music as a relational paradigm,
illustrating the continuity of relational intelligence from the in-
dividual performer to the chamber ensemble, orchestra, multi-
media environments, the city and society. The diagram
demonstrates the transferability of chamber thinking across in-
creasing scales of artistic, social and cultural organization.
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sical tension is articulated through a spatial topology of posi-
tions, distances, trajectories, and sonic focal points.

Chamber music signifies more than a reduced number of
performers; it embodies a «spatial ethics» of mutual listening.
The resultant philosophy scales directly into modern audio sys-
tems. Across the frameworks of «polyfocality», «surround
sound», or the architecture of «Atmosy, the logic remains con-
sistent: the listener inhabits a relational field, becoming an es-
sential presence within the sonic event instead of an observer
stationed on the periphery.

Coordinate 2:
the city as an expanded chamber ensemble

The «Sound of» series® materializes the premise that cham-
ber music logic provides the formal scaffolding necessary to or-
ganize the urban field. Conceived as a polymedial artistic cycle,
it reimagines the city as a connective field of musical relations,
where the urban landscape becomes a manifold network of in-
teractions, a form of «hyper—chamber music». Within this
framework, histories, symbolic meanings, and architectural ar-
chetypes converge into a complex ecology of coexistence.

By distilling the sonic and social fabric of disparate locations
into a unified audiovisual experience, the series proposes a «mu-
sicalization» of reality. Spatial montage reconciles performances
captured across various sites, ranging from individual artisans
to ensembles of more than one hundred performers. These
nested constellations are woven together by the filmic medium
into a single relational protagonist, extending the ethics of cham-
ber music to an expanded urban scale, where the city itself
emerges as the ultimate ensemble.

Coordinate 3:
the ritual dimension of collective listening

The ritual dimension underpins my practice; the musical
act is reconfigured from the concert format into a public cere-
mony of shared attention. By expanding chamber principles to
the urban scale, the work generates both formal structure and
a civic liturgy. In such a context, collective listening becomes
a formative force, constituting a temporary community through
the synchronized experience of sound.

A defining tension exists between compositional autonomy
and phenomenological impact. While my primary focus re-
mains anchored in the structural integrity of the music, the spe-
cific subjects and circumstances surrounding each work
inevitably permeate the perceptual experience. This «leakage»
of the environment into the listener’s consciousness enables a
communal transformation: the internal rigor of the content es-
tablishes the conditions under which ritual takes form. The au-
dience becomes a shared temporal field, where listening itself
constitutes a relational bond, a process of communal attune-
ment through which collective presence affirms the work’s ar-
chitecture.

¢ «Sound of» is an ongoing cycle of large-scale polymedial works
conceived by the author. Each project explores the acoustic identity of
a city through the integration of music, environmental sound,
architecture, moving image, and local cultural heritage, treating the
urban environment as an expanded chamber ensemble governed by
principles of relational intelligence.
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Coordinate 4:
intermedial compositionality

Intermedial compositionality governs multimedia environ-
ments in which text, image, movement, architectural space, and
technology serve as autonomous voices within a complex whole.
These media constitute integral components of the work’s DNA,
transcending the role of mere accompaniments to the musical
score. The chamber principle determines the relational logic
among heterogeneous media, allowing the «ensemble» to un-
dergo a formal metamorphosis into an «intermedial ensemble».

The framework is embodied in «polymediality», a concept
first introduced in «Strophes» (2003) and subsequently devel-
oped through works such as the opera «Die Jagd» (2008). Within
polymediality, the prefix «poly—», analogous to musical con-
cepts such as polyphony, denotes a qualitative paradigm shift: a
polyaesthetic expansion in which different media function as in-
trinsic components of the musical work. The compositional act
extends to orchestrating an equilibrium in which the work-im-
manent dimension and the process of staging constitute two in-
separable aspects of polymediality.

Coordinate 5:
cultural alterity as productive tension

The Heraclitean concepts of «tension» and «palintonos har-
monie» provide the foundation for a further dimension: the con-
vergence of diverse cultural logics. Unity arises through the
deliberate coexistence of disparate historical, aesthetic, and cul-
tural materials. Such a process sublates assimilation, preserving
the distinct identity of each constituent while integrating it into
a larger formal system.

«Chamber thinking» serves as a model for managing alterity,
enabling an active coexistence in which diverse cultural voices
remain audible and vital. By resisting neutralization, this
methodology endows the work with a substantive dimension
of cultural diplomacy. The composition becomes a diplomatic
site, a space where the «ensemble» negotiates difference and
transforms potential friction into a generative structural force.

Coordinate 6:
technology as a carrier of sensitivity

My work positions technology as a medium for extending
the act of listening, operating as a collaborator that bridges the
space between human fragility and algorithmic predictability. A
nuanced distinction is essential: technology fails when it re-
places relationship yet becomes indispensable when
it sharpens it. It enables the perception of layers that would oth-
erwise remain imperceptible.

In projects such as the «Sound ofy» series, technological me-
diation encompasses large-scale location-based recording strate-
gies, algorithmic organization of extensive audiovisual datasets,
multichannel spatial sound environments, and physiological
measurements such as EEG recordings incorporated as composi-
tional material. These technologies function not as autonomous
agents, but as instruments for revealing latent relational structures
and expanding the field of perception within the artistic process.

Rejecting the binary opposition of «human versus machine»,
the work integrates technology into the chamber logic as a cat-
alyst for heightened awareness. Within this framework, technol-
ogy serves sensitivity as a structural clarifier. It appears not as
an external addition, but as an immanent voice illuminating the
formal and affective nuances of the composition, ensuring that
the machine remains a vessel of human resonance.
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Coordinate 7:
scale as the magnification of detail

In my large-scale works, scale functions as a mechanism for
the magnification of microstructure. Expanded form renders mi-
croscopic relations audible, departing from the conventional as-
sociation of monumentality with external power. Instead, scale
serves as the medium through which the minute unfolds into im-
mensity, allowing the structural essence of the work to reveal it-
self with unprecedented resolution.

This methodology remains integral to my current practice,
although it occupied a particularly central position during the
experimental phase leading up to 2010. Bypassing the traditional
organization of instrumental families, such as strings, brass, and
percussion, the architecture of these works is constructed
from «micro-island» structures. Each segment functions as a
fragment of a larger mosaic, where a microscopic gesture or
sonic grain determines the governing logic of the entire form.
In this way, the chamber principle remains the operational core
regardless of the work’s physical dimensions. Monumentality
becomes the necessary condition through which the structural
resonance of microscopic detail can unfold, revealing complex
topographies of sound that would otherwise remain impercepti-
ble. Vast spatial dimensions thus enable an intimate encounter
with the fundamental building blocks of the composition.

Coordinate 8:
acoustic ecology

Theoretical explorations of relation, presence, and home-
ostasis converge in an ecology of listening. Within a practice
where urban sound, ritual, the social body, and technological en-
vironments intertwine, this concept acquires concrete artistic ex-
pression. Chamber music provides the paradigm for ecological
thinking, functioning as a discipline for perceiving how a whole
is sustained through fragile balances.

The ensemble offers a primary model for understanding the
interconnectedness of the broader sonic world. Within this per-
spective, listening functions as a perceptual bridge to the envi-
ronment, extending the «chamber principle» to encompass the
complexities of the surrounding landscape. Ecology thus be-
comes an operational method, organizing sound so that every
element, from the mechanical to the human, exists in a state of
mutual necessity.

Coordinate 9:
the public dimension of chamber ethics

The theoretical framework established earlier highlights the
ethical dimension inherent in the act of performance; in my
work, however, this «ethics» extends into the public sphere.
Chamber logic offers a model for societal coexistence: a land-
scape of multiple voices, heightened individual responsibility,
and active listening, where coordination is achieved without
erasing difference. By treating the structural organization of
sound as a model for the organization of being, the work as-
sumes an onto-political stance rather than advancing a conven-
tional political statement.

Coordinate 10:
«Componere» — the synthesis of a unified vision

As previously mentioned, the listener is situated as a
«silent participant». In my work, however, the listener’s pres-
ence is drawn into a broader relational field: the compositional
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process integrates the site, the community, the historical
weight, and the specific occasion into a singular structural
unity. Such an approach defines the composer as an architect
of resonance, an integrative author who orchestrates the inter-
play among performers, space, media, technology, and the pub-
lic. Although the work retains its autonomy, its configurational
logic embraces these external forces. Within this horizon re-
sides the essence of «componere»: the responsibility to weave
the fabric of relation and presence into a unified poetic vision.
Ultimately, composition is an ethical act of bringing a world
into being.

Discussion and conclusions

Chamber music is articulated here as a mode of thought
grounded in relational intelligence, where meaning arises
through interaction rather than through discrete musical ele-
ments. Interaction becomes the primary site of articulation, a
field in which reciprocity, attentiveness, and shared intention-
ality generate coherence without reliance on externally im-
posed unity.

The ten coordinates of compositional practice establish the
transferability of these principles across expanded artistic do-
mains. Spatiality, intermediality, ritual, cultural alterity, tech-
nology, scale, acoustic ecology, public ethics, and the act of
componere delineate a structural logic capable of organizing
complexity while sustaining difference and heterogeneity.
Large-scale, intermedial, and urban works unfold through
relational conditions derived from those of the chamber
ensemble, allowing precision and intimacy to persist across ex-
tended forms.

From this perspective, a broader reconceptualization fol-
lows. Chamber music no longer appears as a circumscribed
repertoire category, but as a generative paradigm for contempo-
rary creation. Chamber thinking designates a method for struc-
turing relations among performers, media, space, technology,
community, and audience. Composition signifies the organiza-
tion of coexistence, where artistic form acquires structural, eth-
ical, and civic significance.
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