


Date Event Estimated au-
dience size

Estimated
dancing

26 Apr 2014 Old police house party, Gateshead, United Kingdom 50 25
22 Mar 2014 FIBER+STEIM, Amsterdam, Netherlands 150 100
05 Jan 2014 Nanahari, Toyko, Japan 10 0
01 Dec 2013 Freedonia, Barcelona, Spain 30 1
28 Nov 2013 The White Building, London, United Kingdom 60 5
28 Nov 2013 /*vivo*/ Festival, Mexico City 140 50
07 Nov 2013 Penelopes, Sheffield, United Kingdom 100 30
14 Oct 2013 Earzoom festival, Ljubljana, Slovenia 70 0
14 Sep 2013 nnnn, London, United Kingdom 60 20
10 Aug 2013 Allcaps festival, Toronto, Canada 30 10
09 Aug 2013 Homegrown Hamilton, Hamilton, Ontario, Canada 50 5
15 Jun 2013 MUME-WE, Sydney, Australia 30 0
16 May 2013 MS Stubnitz, London, United Kingdom 200 100
20 Apr 2013 Live.code.fest, Karlsruhe, Germany 150 80
18 Apr 2013 MS Stubnitz, London, United Kingdom 120 40
17 Apr 2013 Volks nightclub, Brighton, United Kingdom 60 10
23 Feb 2013 Network music festival, Birmingham, United Kingdom 50 1
17 Mar 2012 nnnnn, London, United Kingdom 70 30

Table 2: Table of algoraves to date, including rough audience estimations retrieved from video documentation, event organisers, or
performing artists, in that order of preference.

of musical abstractions, a well-developed programming lan-
guage environment, and a programming languages designed
specifically for live production of dance music can help sup-
port spontaneity.

We should also point out potential drawbacks associated
with live coding. Large projected screens can flood a venue
with light, killing the atmosphere. That some live coding
environments come with white backgrounds as default only
exacerbates this problem. Indeed, the distracting nature of
code projection is a continual debate in live coding fora.
One approach is to project code on as many surfaces as
possible; where the code is omnipresent, it becomes part of
the background, rather than drawing the attention of the
audience en mass.

3.3.1 Mini-languages for Pattern
There are increasingly user friendly “mini-language” live
coding systems which facilitate loop and layer-centric con-
structions typical to dance music. ixilang is a primary ex-
ample [14], and features a structured code editor which
while text-based, supports visual correspondences. Tidal
is another, and although its focus is on speed of use rather
than ease of learning, is beginning to see wider take-up.
Both ixilang and Tidal promote pattern in terms of transfor-
mative functions, applying such transformations as scram-
bling, reversal and extrapolation in different ways. In the
case of ixilang, the live coder writes code which schedules
repeated transformation of pattern. In the case of Tidal, its
basis in the pure functional language Haskell shows through
in allowing abstract transformations to be treated as values,
and providing a range of mechanisms for combining them
in expressive (rich, varied and compact) ways.

3.4 Code DJing
As there is a continuum of the profundity of control in gen-
eral interfaces [2], so live coding varies in the level of active
change attempted. A variation on first principles algorithm
construction, manipulation and deconstruction is the pro-
cess of curating multiple algorithms in code jockeying. Here,
pre-written snippets of code are brought into play; new com-
binations are always possible, indeed, likely, as exemplified
by an artist like Timeblind who governs live performance
material selection from a top level range of available pro-
cesses. The original code may be recoverable for more de-
tailed change; The live coding mixer is a mainstay here [6],

as for example, available in SuperCollider’s jitlib library.

3.5 Algorave Visuals
We have already covered live coding which generally in-
cludes a visual element, but VJing is another practice car-
ried across from raves to algoraves. Dave Griffiths, member
of the live coding band slub, considers the music he makes
to be a side product, rather than an end-product of his live
coding languages, where the visual aesthetics of his inter-
faces are more important [3]. There are several other live
coding systems with advanced video capabilities, although
the only systems we are aware of being used for algorave
events are Fluxus, Livecodelab and Pure Data.

4. COVERAGE OF ALGORAVE
Algorave as a brand seems to have had some success in
raising the profile of algorithmic performers. Primary
news items, i.e., those interviewing algorave organisers or
artists, have appeared on national television (Arte Germany
31/Jan/2013, Arte France 31/Jan/2013, RTV Slovenia
17/Oct/2013 ), print magazines (Wired UK August 2013,
Dazed and Confused May 2013 ) and a number of high pro-
file blogs and news sites (e.g. Boing boing, Vice, NOS OP
3, SD Times).

Not all coverage has been uncritical, and certain media
tropes, such as the geek/nerd, have appeared. Comments
from website visitors indicate that not all have enjoyed the
music, nor the technological backdrop. Whether this is
straightforward rejection of the possibilities of algorithmic
music in mass culture, or a healthy reaction towards the
development of a new punk aesthetic, is a matter for longer
term cultural development to make clear.

5. CONCLUSION: THE FUTURE OF AL-
GORAVE

We have spent this article surveying recent developments
clustered under the heading of ‘algorave’. Algoraves pro-
vide a fertile alternative concert and club scene for the live
development, deployment and testing of novel musical in-
terfaces within a context of algorithmic dance music.

With some media hype around algoraves, events in more
relaxed settings, such as the PubCode series of algorithmic
music events amongst the more comfortable, well-lit and
lower volume surroundings of British public houses, have
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Figure 1: A triptych of algorave performers; left, section 9 (Ash Sagar) who performs with ixilang (photo by Christian
Gallagher); middle, Andrew Sorensen, best known for virtuosic live coding and as the systems author of impromptu and
extempore; right, Hernani Villaseñor and Norah Lorway, both live coding with SuperCollider, during a changeover.)

become the new unorthodoxy. The era of algorithmic dance
music is already here, and algorave may only be one offshoot
in culture. It does, however, present an interesting devel-
opment linking research and experimentation with dance
music practice, successfully bringing people together for se-
rious fun. Following Kirnberger’s 1757 The Always Ready
Polonaise and Minuet Composer, we might look forward
to 2017’s The Always Ready Polyrave and Minimal Techno
Composer, playing out in a mainstream club scene.

Somewhat paradoxically, algoraves shift some attention
from the algorithms, to the people enjoying them. We at-
tribute this to our place in a human cycle that begins with
mechanisation, then leads to the development of new skills,
and finally prompts new culture to blend the new activity
with everyday life. As the anthropologist Tim Ingold puts
it, “... at the same time that narratives of use are converted
by technology into algorithmic structures, these structures
are themselves put to use within the ongoing activities of
inhabitants” [11, p. 62]. For us, an algorave is an opportu-
nity for artists to bring what they have made to nightclubs,
and ask “this is what we have made, what does it mean?”
By dancing, we connect algorithmic abstractions with the
lived experience of movement, and provide one answer.
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