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KONRAD KACZMAREK IS AN electro-acoustic 
classical composer and performer, currently 
finishing up his PhD at Princeton. Electron-
ic processing increasingly plays a part in 
more “serious” music, but the extent of it is 
rather mysterious. Konrad is on the inside, 
having brought processing to the music of 
Laurie Anderson, Yarn/Wire, and Matthew 
Suttor, and is currently working on a col-
laborative soundwalk with Liubo Borissov 
for this summer’s River to River festival in 
downtown Manhattan.

RBMA: What makes one kind of electronic 
music “serious” and not another? 

Konrad Kaczmarek: I haven’t really 
experienced any real differentiation be-
tween academic and non-academic work. 
Academic composition programs seem to 
be increasingly accepting of the idea of a 
composer/performer, which is helping to 
relax the idea that electronic music has to 
be performed in any particular way or per-
formance venue.

RBMA: Integrating electronic processing 
into traditionally classical performance set-
tings seems important to you.

KK: I had the amazing opportunity to work 
on a few large-scale live audio processing 
projects relatively early in my career. The 
first was an adaption of Mozart’s Don 
Giovanni by Matthew Suttor called Don 
Juan in Prague. Matthew had re-orches-
trated the score for string quintet and live 
processing, and I worked on writing the 
live processing program in Max/MSP and 
operated it during the performances. The 
processing included real-time granular syn-
thesis, phase vocoders, delays, pitch-track-
ing synths, and resonant/comb filters. Iva 
Bittová was in the production, so we got to 
process her vocal part as well. I also worked 
on a second opera with Matthew called The 
Trail of the Cannibal Dog, where we manip-
ulated the sounds of a traditional Maori in-
strumentalist. When you’re performing live, 
everything has to be stable and robust and 
idiot-proof.

RBMA: You use code you’ve written from 
scratch—what differentiates that from 
someone just buying a plug-in to do the 
same thing?

KK: I don’t really see much difference at 
all. A lot of people get caught up in how 
slick their code is, kind of like a weird ma-
chismo thing. That being said, I do spend 
a lot of time and attention to detail on the 
actual experience of using the tools I make. 
The audience doesn’t really care what’s go-
ing on under the hood, but they know when 
something sounds interesting and they can 
tell when a performer is being pushed and 
inspired by the technology. 

 !NICK SYLVESTER

t h e  fa c e  pa i n t  a n d  high-heeled 
boots have come and gone, but KISS’s 
logo is forever. Few insignia are as 
potent as that bold-lettered K-I-double-
lightning-bolts. As striking as everything 
else about the NYC rockers, it’s barely 
been altered since the mid-’70s—with 
the exception of a neutered version used 
in Germany since 1980, in response to 
accusations that the band was glorifying 
the Nazi SS insignia (both of which use 
runic-style lettering). 

By all accounts, lead guitarist Ace 
Frehley had a knack for art and designed 
it. According to one story, Frehley wrote 
the name over a poster for Wicked 
Lester—the band Gene Simmons and 
Paul Stanley left to form KISS—and came 
up with those S’s on the fly. What doesn’t 
get mentioned is that some of Wicked 
Lester’s artwork used a jagged lightning 
bolt in place of its own single S. What’s 
also unknown is Paul Stanley’s role in 
making the logo. 

Hand-letterer Michael Doret, who 
created the elaborate artwork for the 

band’s 1976 Rock and Roll Over and 2009 
Sonic Boom LPs, recalls that while he 
was working on the latter, “Paul was over 
here at my studio and I asked him about 
that logo. And he said to me that he drew 
that on his kitchen table very early on, 
with a T-square and a triangle and some 
technical pens.” In a 2004 Billboard 
interview, Simmons stated that Frehley 
designed it but Stanley drew it, creating 
the original logo that would be used on 
every cover. Not Doret’s, though. 

“I never really liked the way it fit 
together,” says Doret, whose iconic work 
includes the New York Knicks logo. 
“On both the album covers that I did, I 
redrew it,” he admits, noting that Stanley 
told him, “‘You’re the only one I’ve ever 
allowed to redraw this logo.’” 

So, what needed fixing? “I look for 
geometry in things, and just nothing really 
lined up. The two S’s were at different 
angles and kind of leaning. It just bugged 
me,” says Doret. “The first time around, 
[on] Rock and Roll Over, I never even told 
them. But I think Paul knew.” ! SUE APFELBAUM

The origins of iconic images 
from NYC's musical history 

explained.

LO G OS

A column on 
the gear and 

processes that inform 
the music we make.

WHAT: THE THING
WHERE: MANHATTAN 

AVENUE BETWEEN HURON 
AND GREEN STREETS, 
GREENPOINT, BROOKLYN 
WHY: TONS OF CHEAP 

RECORDS 
WHEN: 1998–PRESENT

MANHATTAN

QUEENS

THE BRONX

STATEN ISLAND
BROOKLYN

if you wander into the Thing, you might wonder 
why the Thing is called the Thing. Is it for the vinyl copy 
of Ennio Morricone’s soundtrack for John Carpenter’s 
The Thing, posted in the store’s window? Or is it because 
there is no one noun in the English language that could 
possibly encompass everything—dishes, toys, clothing, 
issues of Doll Collector magazine from the late ’80s, 
empty suitcases, costume jewelry, milk-bottle contain-
ers—for sale here? 

You might say hello to the guy behind the counter 
and he might yell back, flinging up his fists in devil’s 
horns, “I’m rockin’ out to Mo-tor-head!!!!” as “Overkill” 
plays over the store’s loudspeakers; or he might be sit-
ting outside smoking a cigarette and talking to locals 
about skyrocketing rents in the neighborhood. It doesn’t 
really matter—everything in the outside world will van-
ish as soon as you squeeze past decades of comic books, 
VHS tapes, camera slides, and at least one towering 
wooden African statue to the back of the store and peer 
down the stairs into the murky bowels of the Thing’s 
basement. And that’s when you realize your Herculean 
task: to sort through the crates and crates and crates of 
records, stacked ziggurat-style, in no discernible order of 
any kind, tilting at other stacks like rival gangs on dis-
puted turf. The room itself might be ripe with the odors 
of dust, decay, and on at least one visit, vomit; insulation 
peeks out from holes in the ceiling.

A quick survey might reveal Christina Aguilera’s 
“What A Girl Wants,” Steve Miller Band’s “Shangri-La 
(Extended Club Mix),” DJ Clue’s The Professional, M 
Fada’s “Jungle Flute,” a “Knock Me On My Feet” instru-
mental by Giorgio Moroder, Mahalia Jackson’s Great 
Songs of Love and Faith, Mad Lion’s “Weed Is All We 
Need,” LaTour’s “People Are Still Having Sex,” Pebbles’ 
“Take Your Time (Extended Remix),” Count Basie and 
Oscar Peterson’s Night Rider, Spring Heel Jack’s Ver-
sions, and Jagged Edge’s “I Got It 2” feat. Nas, while 
Dolly Parton’s 1977 hit “Here You Come Again” plays on 
a tinny turntable. 

You might walk out with Megabass 2: Rave to the 
Rhythm and the World Class Wreckin’ Cru’s Turn Off the 
Lights. “Just give me two bucks for both,” says the man 
behind the counter, and you leave having spent less than 
you would have on a cup of coffee.            !ADRIENNE DAY

THE THING

L A N D M A R K S

The places, spaces, 
and monuments of 

NYC's musical past, 
present, and future.

TOP 5…
UP!AND!COMING 

NEW YORK DANCE!
MUSIC PRODUCERS

New York City has long been a hotspot for 
electronic music, yet the past few years have 
proven to be especially fruitful as intriguing 
new talent consistently bubbles up from the 

city’s bedrooms, bars, clubs, and warehouses. 
While compiling a comprehensive list of NYC’s 
up-and-coming electronic acts would be just 
about impossible, XLR8R names five producers 

whose exploits are well worth watching.

PRESENTED BY

1
ANTHONY NAPLES
On the strength of a 
few dusty tunes for 
labels like Mister 
Saturday Night and 
The Trilogy Tapes, 
budding DJ/producer 
Anthony Naples has 
quickly climbed the 
ranks of New York’s 
house elite. He’s 
also started up a 
choice imprint of 
his own, Proibito.

2
ARCHIE PELAGO
Archie Pelago is 
an unconventional 
outfit whose ranks 
include a DJ, a 
cellist, and a 

saxophonist. Even 
after issuing a 
number of EPs and 

remixes, the trio’s 
rep largely stems 

from its impressive 
live sets, which 

balance dancefloor 
potency with dense 
electronics and 

jazzy underpinnings.

3
GOBBY

The enigmatic Gobby 
is nothing if not 
a strange outlier 
in the realm of 

experimental techno, 
and his manically 
scattered takes on 
dancefloor music 
have never sounded 
as good as they 

do on the freshly 
released Fashion 
Lady LP for New 

York’s UNO imprint.

4
OCTO OCTA
Combining an 

affinity for deep 
synth tones with 
an admiration for 

classic house, RBMA 
participant Octo 
Octa has quickly 

built an impressive 
discography in the 
past two years, 
making him one of 

the most consistent 
names to appear on 

the fashionable 100% 
Silk label.

5
STEVE SUMMERS

A key member of the 
rapidly ascending 
L.I.E.S. stable, 
the prolific Steve 
Summers operates 
under a variety of 
monikers, all of 

which find the known 
gearhead stringing 

together bits 
of vintage house 
and techno into 

compellingly twisted 
new forms.

1

 PAST FEATURED LANDMARKS
1  MAX NEUHAUS’ “TIMES SQUARE”


