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Introduction

It is the nature of perception that is the fundamental ground from which all music arises and not its materials,

structuresoc o mmuni cati ve i nt en tisteniAgds plMary comgosit@éDunn,i2001,s ay s ,
p. 6)
| became involvedavith spontaneous and exploratory musidtureafter completingmy degree ifjazz
performanceit the Sydney Conservatoriuim200Q Thiscultural networkds represented hyarticipants
coming from a broad range backgrounds and disciplineand sustains itself by a somewhat political
drive to function independently from the hegemonies of mainstreatituions and industries.
Neverthelesswhen opportunities to collaborate or to receive funding are presented, ventures into such
mainstream domainmay beembraed and eme participantpracticeprofessionallyin fields that do
not necessarily share tkame philosophical, ideddical or aesthetic perspectivédy association with

this culturalnetwork has led tmmanyinterdisciplinary encounters aséveralongoing collaborations.

Becausespontaneous and exploratory musidture operates on tHangesof the arts worldpublic
performancesrarely take place in conventionalvenues such as concertlleaand auditoriums.
Alternative venues including warehousesart galleries,community halls,underground car parks,
gardens, busheservesand private hong are useéhstead Places like these cdravedistinctive or
unpredictableacousticcharacteristicand constraintsfor example, loud sounds coming from outside,
long reveberation or neighbourgequiring that performances be of extremely low volunhe the
context ofsome of thesperformances | began to observe the extent to wdpalkes anih particular
their acousticfeatures, can become awmportant apart of themusic as thedynamicsbetween

participantsincluding theaudience

Consequentlyboh on my ownand with others, $tartedseeking out locations specifically in order to

engage theiacoustiddiosyncrasiesWhen someutdoorlocations were visited on multiple occasipns

I These include careptual art, theatre, painting, sculpture, instrument building, improvised music, poetry, disc
jockeying, computer programming, dance, photography, film and animation.



the highly varied musical outcomes could be attributedifferent seasoa or weatherconditions as

well asto those participating. For documentation purposes, many of these early field trips were
recordedbutwith a very basic level of expertiderom this aroséechnical and philosophical questions,

in particular how | might produce acousmatic works by fully integrating recording into the creative
processResearch undertakext the University of Canterburjor my honourspaperOutdoor Stud
(Derrick, 2009) identified some of these dhenges and established the need for a more sustained and
focussed exploration into this way of making music. Rather than being merely a means by which to
present improvised music, the recording process itself became a creative and exploratory aetivity, on
in which the microphone was treated as a musical instrumi@etrealisation that composition can
occur throughthe act oflisteningprompteda shift towardslirectengagement witlpatial, temporal,
acoustic,geographic, social andarrationalaspectsof the location Some of the field recordings
explored inOutdoor Studidiad been made durimgy visit to Sri Lankain 200. The main purpose of

this visit was forBaliphonics a collaborative projedbetween traditional ritual artists and western

improvises, facilitated bymy close musical allypor. Sum Suraweera

My receipt of a doctoral scholarship from the University of Canterbury has allowed me to continue with
this creative research into making music through field recording and performance. Fuaitoks faam

the Farina Thompson Charitable Trust Music Scholarship, the Keith Laugesen Music Scholarship and
the Douglas Lilburn Prize for Composition have allowed me to purchase professional microphones and
portable recording equipment necessary for trieaech and to undertake figketordingin Sri Lanka

and Australia.

Field recording is a fundamental part of my soundscape compositioch focuses ospace that is
filled with sound rather than osoundsourceshemselvesl refer to this phenomenon ésac oust i ¢
i 11 umibecause its andlogous twptical phenomena such as reflection, refraction (filtering),

absorptiongolour, intensity, texture, density, transformatiompresentation and perspectivlich can

2 A video excerpt from 8aliphonicsperformance can be viewed onlinehtp://youtu.@/jXW9eNivVUO0k



also apply to the acoustic realrhocations can bedascinating when their cultural, biological,
geographical and meteorologichimensionsare encoded within their acoustichus, an important way

of engaging withplace isthroughits acousticmagnitudesvhenperceptionis focused from different
perspectivesynhowsound sources illuminatedr surroundingspacé Acoust i c il Il uminat:i
occur by oneself generating sound&rough the acoustic lens of the microphone, space becomes

60r ec or dehkichis g thevery heart ahy soundscape composition.

Part | of this dissertationrexamines theheoretical and philosophicdlackground to soundscape

composition and ifPart Ilmy submitted compositions are discussed

Chapterl reviews a broad range of istsand researchers whose work relategamal overlaps witfmy
own. My work draws upon ideas)ethodsand philosophies fronfield recording and improvisation,
neither of which belong to specific autonomous disciplibeferent ways on whictiield recordists

focus on environmental souadediscussed and my owpositionexamined

Chapter2 explores how termsfundamentalto discussingsoundscape compition, are defined in
differentcultural and historical contextspme cfinitions are broad whereas others are very specific.
In order for these terms to be usefuly understanding of thens delineatedand where necessary
differentiated from commdn accepted ways of understandisgveral differentvays of categorising
emvironmentalsoundare compare@nd assessed as to their practical and theoretical suitatfilég

analysng soundscape composition

Chapter3 exploredifferentconcept®f listeningand how these apply tar rapidly changin@coustic
environmens. Ways in which oufistening sensitivitiesnay beshifting are introduced and some of the
conseguences of these shiftted Reasons foengaging wittsoundscapes are propoggcconsidering
notions of representation and authenticltige creative se ofcontemporaryechnologyis proposed as

a way ofexploringsoundscapes.

Chapter4 introduces creative processdabat have emerged from my fieldwork. Although particular
techniquesvere conceivedand reseafed along the way, the spontaneous nature of my work meant

thattheirimplementation sometimes requiraleration therebyyielding unforeseen results.



Xi

Each chapten Part lifeatures one or more compositions from a specific locdtioational, acoust]
creativeand technicaklementsaredescribed and analység drawing upon theoretical perspectives,

practicalities and conceptual positions exploreBant | An overview of Rt 1l is as follows

Chaptersd Poranui which focuses on sousatoming from a single source.

Chapter6d Hinewai Reservavhichfocuses on serendipity.

Chapter7d Sydney Harbouymwhichfocuses orengagement with pladarough performance.

Chapter8d Kura Tawhitj whichfocuses on echo.

Chapter9d Remainswhichfocuses on transience and emotion.

Chapterl0d Sri Lanka whichfocuses on spatial modulation.

Thebody ofwork this research has produced represasignificantpart of mymusicalevolution The
purpose ofhis dissertatioris to trackthis evolutionby critically addressingny compositions in order
to promptand engageuestionsand ideasvhich might, in turn, be considered ithe context ofany

musical work focusing on soundscape



Part I: Theoretical background




1 Listening and performance as compositional

strategies

| listen. | seek out a dry spot amongst the damp leaves on the forest fiere my feld recorder

there | carefully attach microphones to the dripping branches of a nearby tree. | turn on the field
recorder. Still listening | plug in my headphones and | press record. Already | am performing, even
though | have not picked up my clarinkt.fact | probably will not play it at all this time. The music
begins to move as layers of texture and rhythm are gradually perceived. Some of these continue like
independent little ecosystems, or gradually shift in pitch or density. Others are eplemnraradient.

The stillness is then interrupted by a breeze and | relocate my microphones beneath the rustling leaves.

Herelistening and performance are informing and defining one another.

In this chaptet establishafoundation on whiclsoundscape corogitioncan bdocatel anddiscussed

by reviewing practitioners antheoristswhose work igelevant to myapproach

1.1 Improvisation and field recording

In all its roles and appearances, improvisation can be considered as the celebration of the Amonent.
this the nature of improvisation exactly resembles the nature of regsientially, music is fleeting; its reality
is its moment of performanc&here might be documents ttralate to that momedtscore, recording, echo,

memond but only to anticipatetior recall it(Bailey, 1993, p. 142)

For the improvising musiciacontext isthe fundamental variableContextscan becultural social
musical or locationaj they presentchallengeswhich, in order for musical cohiem to emerge,
encourageémprovises to adaptandextendtheir vocabularyAs Steve Lacy pwit, fidways being on
the brink of the unknown and being prepared for thedféiagrucialfor sustaining creative engagement
in whichelements of uncertaintynpredictability and risk angresentedCollaboration with artists from

different cultural backgrounds and creative disciplinesis such conteXthaveexperienced through

3 From a 1974 interview with Derek Bailey, publishedCionversationgLacy, 2006, p. 51)



my involvement withBaliphonics This collaborationcould haveoccurredonly through the close
musical and persongeglationship wittthe ritualartists whichDr. SumudithéSuraweer&ad developed
duringhisPhD researchencounteringa highly sophisticated and responsiwdturaltradition, of whose
forms, vocabulary and history MiahMarks, Isaac Smith and myself knew almost nothimgs
necessarilynegotiatedthrough our willingness to be intuitive sensitiveand deliberate in using
complimentary, contraryinterjectural omimetic musical tacticsThe following diary entry descrise
this experience:
During the first few rehearsals | focussed on observing and analysing what the ritual artigieingie
terms of tonality and form, anticipating thideir drumming and chantingvould provide an interpretive
foundation on which tedablishstrategieso explore furtheduring subsequent rehearsals. However, | found
that tonality and form, rather than beimgpnsistentmusical elements of the ritualywere apparently
unpredictable and variedt was obvious that this approachtte collaboration was not going to wark

discovered thawhen lengagegrimarily with the dancing and bgsserting myhythmic, melodic and timbral

ideas with more confidence, a musical dialogue began to erfiexgerpt from the o0 mp o diagyr 2608).

Part d TaongaPl o mosicianDr.Ri char d Nunnso&s phil opeopehlyovei s t o
the world this has led tchis working with musiciansrom diversecultural backgroundsandmusical

traditiors. For Nunns the context of culturés of equal impdance to that ofocation in traditional

Taonga B o pesformanceo n eudderstandingf cultural responses mvironmental characteristics

is crucial (Whalley, 2005, p. 58)This awareness dfow environmentabhcousic phenomenanform
andcharactege music makindhas inspired Nunns to explore performance in locations around the world

where geography, climate atatal animal lifeconstitutetheir uniquesoniccharacter

In 2013 and 201#lew Zealand artist Phil Dadncurated Sounding Tiritiri Matang an event taking

place on a bird sanctuary island near Auckland. Dadesormened i | n t he spirit of th
of bird and bush life on Tiritiri, some twenpjus artists/musicians will create surprise 'sonic
encounters' for a visitingualience to experience as thegnder the tracks through Wattle Valley and
around t h e(Dadsorgcitet imBvensfirda, 2014)This eventprovided a context in which
visitorswereenabledo create their own experiencé&any ofthe musiciansvho participatedrealso

closely involved withthe creative communities described in the Introduction.



The Australia organisatiorOut Hea has since 201 1beenarrangingpublic evets in various outdoor
locations vinereguidedsourd walksand improvisitional performancesake placeusingboth found
objects and musical instrumerftits founder Dale Gorfinkeld escr i bes t heasfir oj ect 0
encourage a culture of music, soumtdl i st eni ng exper i e houtdogr spaces. Aust r e
Outdoor performanceandsound walkgrovide a fresh context f@engagement with sourashdplaced
(Gorfinkel, 2011) Out Hear participantshave producedeveralrecordings of improvised music in
outdoor Ieatons. Of one of theseJ i m D e2007e&C{p dhsough Fire, Crevice and the Hidden
Valley, Denleywrites fiPresumably people have been making music in these spaces for thousands of
years, but it's almost certain sax hasn't been heard theredi@erdey, 2007)When | asked Denley
why he chose to play in particular environments;dmpdied
Australia has unique geography, history, weather, flora and fauna, and all the elements conspire to create
wonderful sonic environmentsve found this in our forests, the sandstone caves of Sydney, the desert clay
pans of western NSW, down the Todd River in central Alice, or amongst the boulders of Tibdélyorra.

can plunge into these worlds and play with the elements, then yamngage with the place in a way that we

rarely, at other times, d®enley, 2009)

Implicit in the work of thesémprovisersis the desire toestablisha bondnot only withtheir listeners
butalso andn particularwith place throughcreativeacousticengagementt is preciselythis locational
context andespeciallythat of outdoorenvironments, whict too engageHowever, h my recorded
works instrumental performance is meicessarily foregrounded, sometimes becomioigerarambient
acoustic presence ewennot featured at allAnotherimportant point of differences that in my work
spatial and temporalgpspectives areften fragmened, distorted or abstracted by using experimental

microphone techniques alod by making interventiors during editing

It is througha sensitivityto the acoustic dimensions of geography, biology and culturea riowind k
when not(Nuhns, 2Qllpacpmes necessary in allowiogeto temporarilypbecone a part of

the environment. It is in this context of relative silence thaspundscape compositions occur. They

4 Information on upcoming and padut Hearevents can be found onlinehitp://outhear.com/



focus on direct engagemenith relative silence in ways spontaneous and exploratoryZero
Decibels: The Quest for Absolute Sileri6eoigeFoydescribes hown Apache flute playepproacks
playing in this context

For Nighteagle, improvising on the flute allows him to feel the land around him, its sounds and sights and

smells, and translate for otheénsmusic what they mean to higgoy, 2010, p. 116)

It is this individuality of perceptiothat| closely identifywith, albeit without having come from the
same cultural tradition as Nighteagislthough | sometimes use conventional musical instruments
(clarinet and saxophone), the microphdras becomehe primary meanghrough which lengage

locationsin my soundscape compositions

Early sound reproduction technologies, emerging in the |dtedri®tury, established the foundations of
modern bioacousts and ethnomusicologffelds which had hitherto documented sobygdising verbal
descriptions, graphic notation, numerical notation, and staff notation, all of which can provide only a
superficial guide. Tatechnological breakthrough irrevocably changlee nature of both fieldby
allowing sound to be documented in a profoundly new waljat had previously been described
visually could now also be acoustically reprodudggthe mid20" centuryfield recording was being
usedto createsound effect$or film and radio, profoundly conveying and evoking specificities of place;

for example, atmosphere, climate, weather, architecture, geography, culture, season and time of day.

Prior to digital technology emerging in the late"2@entury, high definition, grtable, recording
equipment was cumbersome and sometimes temperamental, especially in locations with extreme
environmental conditions. High costs and expert technical requirements often restricted its accessibility
to institutions supporting specialistfils such as ethnomusicology, bioacoustics, zoology, surveillance,
cinema, media, and electronic music. Similarly, editing techniques previously requiring access to a
studio facility, can now be applied on a personal computer. Digital technologies haes ajeethe

possibilities of field recording to individual practitioners from all disciplines.

In the Field: The Art of Fld RecordingLane & Carlyle, 2013js acollection ofinterviews withartists

who usdfield recordng in their work These artists represetitferentgenerations and nationalities and



come from a range of disciplinéacluding ethnomusicology, marine biology, communications,
composition, fine artand film. Whereas emeconsiderthemselvego be6 ¢ oonspe, ottse@describe
themselvesad s o ni ¢ Gaundt ¢ & ¢ 15 déventprefér not to Mabelled My investigationinto
the aesthetic, philosophical and technical positiapparent in these interviews, revetiieeethemes

which areintegralto soundscape composition

1. Reasons fofield recording
2. Howt h e apresence mahifests in their works

3. Ways in which performance can be a patfiglfi recording

The first theme exploragasons for field recordingez RileyFrend describesvhy he recads sound,

what he looks for ithis recordingandwhy engaginghe listeneiis important

| record because | like the sound of something. But when it comes to deciding, as | listen back, which one of
those recordings might work in a wider, more publiaiteat, | tend to select those recordings which are ones

that, to my ear, capture the experience of recording in that spaten real ly i nterested
something of my personal joy, exploration and pleasure of being in that place and listehivgpteounds

[é ] My background from a young age has been that of an improvising, intuitive musician and there is
somet hing parallel there; itds t haé¢commopaoithemudicen eve

itself (Riley-French, cited in Laam & Carlyle, 2013p. 163.

Frencld s v i thenaudiehcés t vital part of the musical process highlighow, in field recording

the focus otontextnecessarilyextends beyond thaf the recordednto that of diffusion

Steve Felcconsiderdield recordingto be a way of interrogatingthe act of listeningwhen perceived

meanings embeddea therecorded worldcanbecome compositional material:

[Field] recording is a way of amplifying experience, a way of helping people quéstiod it certainly ha

helped me questiénwhat it means to be lssteningagentand what it means to be a listenisigbject[é ]
Recording wasndét just about gathering things but it
on in the world as recorded, about wiat were listening to, how we knew and questioned the world by

listening to it, how we edited and arrangessdmeanings like a compositig¢ield, cited in Lane & Carlyle,

2013 p.212.

For Davide Tidonand Manuela Barilghedesire to find meaning is m®introspective:



Recording implies an ongoing questioning and understanding of the self; an awaa&iegprocess about
your capacities and orientation in respect to a certain spacdiositoa context(Tidoni, cited in Lane &
Carlyle, 2013p. 75.

[You] find something from outside yourself that helps you better express what is hidded issidething

that corresponds to your mood maybe, itdés |i ke you
energised by the eaergyclhdngbde pl & es Wheakpreisthg magi c
REC b u tas iblstopi thisénagic in timgBarile, cited in Lane & Carlyle, 2013. 185.

For Francisco Lopezfield recordingfacilitatescreative encounter

[é ]field recordingisesent i ally a creative way of inteaigcting w
(L6pez, cited in Lane & Carlyle, 2018. 102.

Jana Windiren uses field recorditmforegroundsounds that cannot Iperceivedoy human ears:

[It] relates to the ingrtance of the inaudibldgo that which lies outside our senses and our possibility of
perception.This is a field which we araot able to experience and yet other creatures are operating there
(Windiren, cited in Lane & Carlyle, 2018.157).

The precebhg quotationshighlight transformative, ontological and personal factors behind field
recording.For someartists field recordingoffers a way oexploringtheir perceptiorof placethrough

its acoustic, physical and/socialelementsFor othess it is anintrospectiveprocessallowing them to
interrogatethe nature of their existence the context ofplace (such works might be understood as
acoustic self-portraity. In soundscape compositiothese differentcreative approacheso field

recordingcanbe adapteadr combined.

The second themewhich exploreshow thea r t phydical presenceight manifest inther work,
shows a divide in approackor Felicity Ford andDavideTidoni, being an audible component in their

own recordings is importanisheherco-incidental or as feature:

I think of myself as a found sound in the environm{&atrd, cited in Lane & Carlyle, 2013%. 90.

My voice inhabits my contemporary recordings as a kind of explicit clarification of my presence in the field
(Tidoni, cited in Lane & Carlyle, 2013. 75.



InFeldd s r e c o watyifaot ghat hewvastheeeis sufficientfor him to consider his present®be
important, even if it is not audible
| am always part of my recordingiscan always listen to my recordings amtover my breath, my bodily
presencgé ] You could say that my field recording praxis is to listen to histories of listefhmag.is why |

am always part of the recording, always present in some way even if that presencuiibiptiegible to
the listener(Feld cited in Lane & Carlyle, 201%. 209.

By contrastthe position expressed in the following catiinsis of a noninterventional approach
whereanacoustic frame is set in a very deliberate whays ensuringhe artistdoesnot occupy anyf
its space:
I dondt want there to be any trace of myself as a p
clothes, my footsteps and things like thdbwever, | am very aware that | am nonetheless surely present in

the recordingg ] my presence in the recording is created by the recording method, the choice of place, the

sense of distance, the angle of the microphone and E&asajimacited in Lane & Carlyle, 2013. 128.

Hiroki Sasajimgositions himself in his work as amvisible listener whee presence manifests in the

technicalaspect®f the recording processitsedlffan Rawesds approach is si mi!|
My aim is to turn myself into the hol e ildetetmme wal | |
when and wherethéitol e i s but | reject recordings if my own |
gotridofOt her wi se i tos | i ke t akingogtowerpartrofithe terfRavwes, oitedy our f i

in Lane & Carlyle, 2013p. 143.

Windirenb work feaures very particular sounds which do not include herself or other people:

I don6t want people to identify with me | Netmy r ecc
obviously | am there, listening with my fullest concentration, often in @ selitary fashion¢ ] But it is

totally not about me, it is about the content and that is why | really do not waahdoaround portraits of
myself(Windiren, cited in Lane & Carlyle, 2019. 155.

The third themgwhich is an extension of the secoeaploreshow field recordingcan encompass
performancen the forms oimprovisationa n d  teracfios withspaceandenvironmentabbjects

In her field recordingdyilanuela Barile uses her voite expressier connectiorto therecordedplace

andto the people who inhabit it:



When | sing in a place | oaha moolbsetransneitred tey the starids atdh e 6 g
memories of people, my past and present experiences and not [sic] the last but not least, | feel connected with
the people to wbim my final work will be @nated(Barile, cited in Lane & Carlyle, 2019. 185.

Andrea Polli and Hildegard Westerkamp deschibe/they use the microphone in a performative way:

I certainly canodt i magi ne | us tom &distabceUnlgss thahwasto st at i ¢
become its own performative evedt] t he composing then becomes the mi
space(Polli, cited in Lane & Carlyle, 201%. 20

The moving microphone is very much my preferénggiiding me and thedtener through an environment

[é ] Even though | might have a certain intent beforehand, often the environment suggests all sorts of other
possibilities and | will fdbw some of those spontaneou$Westerkampcited in Lane & Carlyle, 2013.

118.

Tidoni regards his recording equipment as environmental objects

Recording for me includes a certain level of attention for gestures and movements which are in dialogue with
the space and dramaturgically interact with the context. | also use microphone adohgeeguipment in a
scenographic way, as objects to play with, things with their own set of distinctive properties, affordances and
constraintgTidoni, cited in Lane & Carlyle, 201. 77).

The precedingfour quotationsrevealthree distinctive approaekto performancen the field In the
first approachthe artisbbecomes a featuresbund sourcevhen she uses her voiceitgprovise. In the
secondapproachhe artists interaatith the environmenby moving the microphoniarough itin order
to createa spatial narrativeln the third approacghrecording equipment ceases to dcmnsidered a
transparenlistening instrumentwhose only function is teecord soungbut insteadbecomesanother

part of the environmentith whichthe artistmayengage

A rarge of philosophicaland aesthetipositionsand creative approachesstratege, intuitive and
experimentalare therefore evidenBy taking a position of openness to possibilities presented by
different approaches to field recordinb,can explore soundscpes in ways that simultaneously

foregroundther spectraldimensions anéngageheir encompassing ecologies.
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1.2 Between the referential and the abstract

In Schizophonia vs I'objet sonore: soundscapes and artistic fre€d87)Franciscd_6pez identifies
a major divide between composesho use environmental sound. There are thehe adopt a
referential, even an agendaven position and those who, in the traditiomafsiqgueconcrete abstract
environmental sounds ia way that excludes reference to themvironment Purveyors of6 nat ur e
r e ¢ or dvhoeedosud on reproducingthe pristine soundscapesf healthy ecosystemscan be
criticised fa pursuing amusical dead enddowever, composer and baxousticianBernie Krause
asserts his ecological concdmyg presenting referential recordings in order to dattention to the
precariousness afndamagednvironments. Because btiman activity especially noise pollution,

many of theecosystem&rausehas recordd no lomger exist.

Musique concretembraces environmental souasl asourcefrom which| abjet sonoreis extracted

for the potential ofits spectral characteristics. Audio processiaghnologyoffers infinite ways of

distorting and multiplyingthis source mateéal and of simulating acoustic phenomena such as
reverberation and spatial modulatidrhese tools allow the elecrooustic composer texploit the

|l i stener6s established asBysmihesizinggmd mani@ulatdgew at t er n
sound surces and creating virtual resonapaces in which to place theBy contrastmy soundscape
compositionuses processing technologgyconvey specific aspects of my locational engagement and

to sustainthdar environmental context.

Although his positiond closer to the abstract, Lopregotiates the referential/abstraction divide by

insisting that the musicality and the integrity @& soundscape compaositiois not necessarily
compromised bither areferentialagenda or by focus onabstraction Lépezdescribes his album

Wind [Patagoniajlas A An extr eme phenomen o-tatogalite antd ani mme r s i
purposefulnessé[ ] A tour de force of profound listening in which every listener has to face his/her

own fr eedom @apdz, 200b)nAcousticcCanmmeirdcation: SecoBdition (2001)Truax

SL O Olspnereist he Pierre Schaefferian term for d6sound objec
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definesthis positionmore clearlyby argung that it is the space betwethe referential and the abstract
where soundscape cpusition can be most fully explored
A dialectic exists between the real and the imaginary, as well as between the referential and thélabstract.
artificial soundscape can never be completely referential because it is always being reproduced d@stside of
original context, which it can never entirely restdrikewise it can never be wholly abstract without losing

its essential environmental quality.s this interplay between the two extremes that gives vitality to works
of this genrgTruax, 2001, p. 237)

Drawing fromresearch in the fields of acoustic ecology (which explores sonic relationships between
biological organisms and their environments) andrisicology (an emerging field exploring the
possible agins of music in biology)composer David Dunreaches somewhat opaqumsitionwhere
environmental sounds are-contextualied in order to explore/hat he call§imindinnaturé and t he
fipurposeful minded systems of communicationw h i ¢ h  tt$(1989) Howeper, ehatésclear
i s D wauancéddeaning towardse referential:

In the daily circumstances of life, we are surrounded with a fabric of sound that is the voice of a generative

source When we makenusic, it is to match the level of thdusic is about matching the fabric thepeaks

to us on a daily bas{®unn, 1999)

Dunnds wor k f oc us ehsimao acoustic ghenorsehaghatdhé congtddysmusical

rather than the expressive characteristics of musical behaviour, to the point that he finds the use of
musical instruments in this context contriyfd®99) My position as a composerd#ferentfrom that
describedy Dunnin that some of my workdoincludeinstrumental performancAs an acoustic agent

who is also an improviser,my acoustic presenceometimestakes the form ofplaying musical
instruments angberhapshis allows me tdemporarilybecome a part ofvhat Dunncallsfi mi nd i n

natur eo.

I am not here claiming that this is anything néwstoiically much music was performed outdooks.
insight into such performance is providedknaus® s e x pwath theelimacodribe in the Amazon

Basin
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With a coupleof flutes and a type of rainstick, their music bore a strong relationsthe sounds around

them and often appeared to be driven by the constar
ambience.In one instance, the emotion of the musit,that attenuated moment before an afternoon
thunderstorm, became quite sombre and anticipafidign, prior to the evening chorus, after the squalls

passed a short time later and the ambient forest sound picked up and became more lively, the performance
resumed with a more upbeat theme and instrumentd&icming the mood of the environment, the tempo

increased and tHeeling was much more energeti¢rause B. , 2012, p. 67)

In this bookKrause explores the extett which the posindustrial soundscape encroaches into the
highly complex and only partly understood acoustic ecosystems of the prehistoricheqrlésenta
cogent argument th#éthe organisation diumansoundoriginates from our incorporating sounfiem
such acoustic ecosystent®o hunts, ceremonies, language and mukicegard my soundscape
composition asin part a reconnectionwith this primordial way of making music by using

contemporary tools such as sound rdow and musical instruments.

After an improvised music performance | gave with some Sri Lankan musicians, towards the end of my
most recent visit and following my time working in remote areas, a schoolboy told a friend of mine
about how he had enjoyed my clarinet playing becausedé man think of the jungle. | had not been
specifically trying to conjure jungle sounds, but this did raise the question, had the concert been on the

day larrived fromNew Zealand would my clarinet playing have evoked such a response?
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2 Towards understandi ng the acoustic environment

as amusical system

As | exploredifferenttheoreticalpositionsand creative practiceterms relahg to musiemaking and
to soundscapeare examined for their suitability in describing h@aeundscape compositionsay be
creaed and might be understadthe first terms to be addressed are thiosgpreted differentlacross
severalmusicalgenresthus problematising their use when discussiogndscape composition, which
is notaligned with any single stylistic or culturaladition. | sometimesleterminemy own nuanced
definitionsfor these terms aneject those tonsidemebulous Where necessaryformulate my own
termsin order toestablishan analyticafoundation onwhich to presenimy soundscape compositions.

These ¢érms might also be useful in discussing the work of other soundscape composers.

2.1 Concerning music-making : problematic terms

Different cultural traditions, historical practicasd institutionsencompasan immense range ofays
in whichto make musicl comparehow certaintermsareunderstoodn theinstitutionalcontext of this
dissertatiopwithin my own backgroundn improvised musi@ndin other genresvhich arepertinent
to this work. The purpose ofhis semantic inquiry is to determine which termsyrba relevant in

articulating the locus of my work arsgpecificallyhow thesetermsare to be understood.

In most Western musical traditionsettermscomposition performance andmprovisation are used
frequently butoften within different relationatontextsfrom thatof their origins in European classical
music In this classicaltradition the compodtional process i®ne ofpreparationa means to an end
where a notatedwork is renderedby performes, usually other tharthe composerand even by
machies In this hierarchicaschemaperformesare specialisswhose trainingillowsthem tointerpret
suchprescrbedcompositionssometimes under the direction of a condudd@cause the performaér
position is one of subservienémprovisationis an ailiary skill, whose usageemains within limits
determinedby stylistic conventions or by the compasEBor example Baroquecontinuo parts and

melodic embellishmentsvere commonly not fully notatedbut insteadleft to the performe®
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improvisatory skill In subsequent compositional periods tadenzalrawsupon content fromwithin

the compositionin waysthatshowcasehe performets technical virtuosity This separatiotvetween
composerand performef, which solidified during the early 19 century prevails in mainstream
Westernmusic educationvhenstudents major in specialist fields suchpasformancecomposition

arrangingor conductinged wi n Pr ®vost argues that in this treé
medium for prescribing a performare , but a subtle prescription fo

(Prévost, 1995, p. 5)

Froma differentperspectivewhenjazz musiciarSteve Lacy was asked to descriipefifteen seconds

the difference betweecompaition and improvisationhe r e pnlfifteendsecénds, the difference
between composition and improvisation is that in composition you have all the time you want to decide
what to say in fifteen seconds, while in impation you have fifteen secordBailey, 1993, p. 141)

In the jazz tradition, composition and improvisatioaverlap asinterdependenprocessesvhereéy
compositiordefinesastructuran which improvisation takes pladdoweverjazz musiciango vaying
degreessystematicallysubvertthis frameworkby deconstruéhg harmonic, rhythmic and melodic
elementsor by substituing them with their ownthereby throughimprovisation beconing the

&composef s.) 6

In édmetamusid , t Jdematicoperformancegenerated music which Prévost explores in his book
No Sound is Innoceit995) improvisation is itself the fundamental creative proedsishdrawsupon
performerécreative responseather tharanypredetermined musal contenbr cultural lineage. Meta
musicresists perpetuating itself as an idiom, a resistance which paradoxically gives it defirigon

performets technicals k i | | is a means rather than a virtue.

6 A notable exception to this separation is the improvising tradition in church organ music, which predates Bach

and culminates in the #@entury French school.

" Bailey differentiates noidiomatic img ovi sat i on: il di omatic i mprovisatior
mainly concerned wh the expression of an ididmsuchas jazz, flamenco or baroquend takes its identity and

motivation from that idiom. No#idiomatic improvisation has other concerns ananost usually found in so

called 6freeb6 i mprovisation and, while it can be hig
i de n(Bailayyl893, p. xi)
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within the improvisational procesandis understoodn terms oflocation, time frame and collaboration
Furthermorethe performersidiosyncratic rhythmic, melodic, timal, textural and gesturabcabulary
gives form to spontaneously emerging structurdfiese can retrospectively be understood as
compositiorl. Creative workwhich draws upon improvisation, field recording and electroacoustic
compositionoften aligns with the sonic artgenre, which somenusicians,commentators and even
practitionersdo not considera bemusicat all. However, Dunn claims that smalledsonic arti s A a
logical consequence of an evolution in musical practice rather than a break kvittugic in anyway

[sic] reflects the evolving human condition, then we are probably right on.tahjets what we should

expect music to become in the’zl e n t (Dunry, 2001)

2.2 My soundscape composition

Composition and performance are interdepengbamts of my soundscape compositiorather than
differentiatedpaits ofa process in whichne precedes the othédris thereforenecessaryo understand
my creative processin terms ofprescripton, spontandéy and retrospectbn. | explore howthese

elements apply to thireedevelopmentabhaseof my compositionscontext field work andediting

Thefirst phasecoversone or more ofhecontextial elementsthese beingpcation, time collaboration

and strategy Contextcan beprescriptive when strategy is informed pyevious experienseor by
expectationghat | may have for exampleyvisiting a particular place at a particular time in order to
engage manticipated acoustic everifven when certain contextual elements are prescribed, others can

be spontaneous; for example, when serendipity presents a compaglinding location.

The second phasetisat ofdirectengag@mentwith thelocation,primarily through field recording and
sometimes alsathrough acoustic intervention using musical instrumenidis engagement is
necessarilyintuitive andspontaneouysfor example when| am playing a musical instrumehtmay
respond to a perceived tonal cerdrd¢o echaesreflected byt h e | oge@ytaphyBeridg prepare
for achange in strategprmo r e ¢ o | tb exppat theaundxpectédls important becauseorking

in outdoor locationgan, and ofteroes presentunforeseerchallengessuch as changingeather
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Sometimes extraordinamusical situationpresent themselvethus serendipitgan bethe rule rather

than the exception.

The third phaserepresentsa process of editing in which use electroacoustitechnology to
retrospectivelyrefine field recordings by further exploringny musical,emotionaland physiological
responses tthem Sometimeghis is as simple as creating a temporal frame around aopéne
recordingin which | perceive finished workOther nterventionswhetherspontaneous, experimental,
prescribed or methodicalandistortor enhance acoustghenomengatherebyrevealng differentways
of perceivingthe soundscape.oF example slowing downa particulaty complexsoundcan reveal
spectral detailgvhich could not otherwiskave beemeard Duringthis phase considemays in which
the compositionmight be presentee@xcept whera particular diffusiorfocationor durationhadbeen

prescribed
My works can be identifieth three different ways:

1. Hyperreat when multiple selections recorded from different spatial and temporal perspectives
are seamlessly combinegbmetimes distortelut most importantly exaggerated

2. Soundwalkwhen myacousticpresence as a recordist leadsompositional narrative using a
moving microphone.

3. Instrumental performancevhen musical instrumentsr found objectdbbecomesoundscape

elementsandarespatially composed in relation to a stationary microphone.

Now that the practicalitiesf my soundscapeompositiorhave been discussed, iniscessaryo define

soundscape artd explore its elements

2.3 The soundscape and its elements

The term soundscape was coined by Murray Schafer in hisThookg of the World1977).He defines

i t aaysportion of the sonic environment regarded as a field of &t(#hafer, 1993, p. 274)
Recently soundscape has bedefined more specifically athe collection of biological, geophysical

and anthropogenic sounds that emanate from a landscape and which vary over space and time reflecting
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important ecosystem processes and human actv{fganowski, Farina, Gage, Dumyahn, & Krause,

2011, p. 1214)

Prior to Schafer, traditional methodology for the studemfironmentasoundwas characterised by

the deconstruction afounds from individual speciesbstracted from their sonic environments.
response to his perception of a gap iis thethodology,Schafer developed a more encompassing
concept.This opened up the field for further studies into sounds;dmen multiple disciplinesvhich
include biology, computational mathematics, physics, anthropology, music, natural history,
environmental studiesgesource management, sociology, medicine, geographic information systems,
psychology, communications, philosophy, literature, business and architétiisia.turnnecessitated

the development akermsusedto describe as yeatnexploredsonic phenomend.hese terms used to
classify soudscape components according to their physical souneeselybiophony, geophony and

anthrophonyare practical and succinct

2.3.1Biophony

BernieKrause, musician and b&cousticianconceivedthe term biophony to describleet combined
sounds of notihuman living organisms in any given biofkgause B. , 2002, p. 20Krauselaterposits
that pre-historical biophonyconstitutesan original groto orchestra (Krause B. , 2012, pp. &205).
Spectrogram analyses of recordings made in ecologically healthy habitatg that the sounds of
individual speciediavetheir own temporal and pitch spaces, much thase depictedn a graphic

music scoren whicheachacoustic eventan be clearly discerned.

During 20012002 Krause took part in a study with entomologist Stuart Gage in order to consider the
following additional terms to describe and categorise otherbiwagical elements of a soundscape

(Krause B. , 2008, pp. 730).

2.3.2 Geophony
Geophony refers to sound emanating from atmospheric and geomorphological sources: for, example
thunder,wind, ice and water acting on one another and on rocks and vegetddmseismic activity

and volcanism.
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2.3.3 Anthrophony

Anthrophony refers to soundaused bywumars. The potential for human sound to be a disruptive force
in soundscapes has long been understood byinawstrial cultures, whose lifestyle, livelihood and
communication might depend on the sonic integrity of their environmé&hese are four types of sound

in this category:

1. Physiological soundvhich emanates directly from the human body as speech, breathing and
involuntary bodily function.This is the least larusive category of anthrophony, especially
when people are aware of their acoustic surroundings.

2. Incidental sound, whicincludes those of walking or of rustling clotheEhesemay create a
sense of presendikely to disturb only the most sensitive onjsms.

3. Controlled soungwhichis invoked for itsown sake andhcludes musical performance, cinema
andtransmitted medial his category of sound becoma®blematiconly whenextreme levels
of sound are issuindor examplefrom some car entertainmentstgms

4. Electromechanical soupgvhosesources include heavy machinery, aviation, motor vehicles
and sirensSound sources in this group are generally the most intrusigetromechanical
sound from marine craft and military communication technology, wimgbart because of the
great distancesound can travel through wateau®s significant damage to marine life
(Stocker, 2002/2003Few places in the world afeece from the sound from jet aircrafgw
altitude military aicraft can produce levels of sound pressure lethalettain biological

organismgKrause B. , 2002, pp. 231).

2.4 Categorising sounds

The terms biophony, geophony and anthroprameyreferential; thegtescribe saamdscape components
specificallyin relation to their sourcei® an environmental contextiowever there are many other
contexts in which @unds can becategorisedand thesemay also overlapfor example,musical,
linguistic, medical, military, forensic,sychologicaland technological.l explore in particular the

categorisation systems afaustic ecology and sound desiggether with aystem of my ownThese
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categoriesbeing broad, flexible and practicaére readily applicable both in the field andluring
editing,to describing and engaging with environmental sounds in ways which can be spontaneous and

unpredictable

2.4.1 Acoustic ecology

Murray Schafer, composer amadoustic ecologistieviseda systemsuited todescribingsoundscapes

from social and histical perspective (Schafer, 1993, pp.-20). Schaferhad alreadyfounded the

World Soundscape Projécturingthe early 1976, this beingan education and research group which

first drew attention to thdragility of thesonic environment. outline thethree categoriesn  Sc haf er 6 ¢

systemkeynote sounds, signals and soundmarks.

Keynote sounds (or keynotes )

The term keynotsoundis analogous to the keynote of tonal muss@n underlying constararound
which ahersoundscape elements or musigalterialmay modulateor evenobscure Keynotes may
not be overtly acknowledgesimportant carriers of informatidout nevertheledafluencethe lifestyle
and cultural dynamiaosf a community, dr examplesoundghatareubiquitousin a particular settlement

such as those producedwind, the ocearor industry

Signals
Signalsrepresenparticularandfamiliar soniceventsproviding tactical cuessuch as a ringing phone
or thesound ofa vehicleapproachingvhich isrecognisedSignalscanemerge from keyote sounds

for examplethe sound of atorm developindgrom a previouslycalmsea

Soundmarks

The term sundmarkis derived fronthe termlandmark and refers wommunity soundsith qualities

that make them speadly regarded adistinctivenatural or cultural phenomerfar examplethe sounds

8 The World Soundscape Project page canabeessed through the Simon Fraser University website at
http://www.sfu.ca/~truax/wsp.html
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produced byan endemic specigar church bellfrom a particular villageSoundmarks caalsofunction

as signalsfor example the distinctive chiming of a clock tower.

2.4.2 Saund design for d ocumentary and film

The followingdefinitionsrepresent my understanding olusid recordis€Chris Watsod descriptionof
how soundscape componsiih documentary, film, radio, television and video ganaeedefinedand
applied. Wa t s eonndl design categories are focused sound, habitats and atmospaioéres tleese
involving concomitantrecording techniquesind postproduction values whichrequire acoustic
invisibility of the recording proces&or examplephysiological or incidentadoundsresulting from
breathing or handlingf equipmenttogether withsounds produced byind or moisture interacting

with microphonesareunacceptable

Focused sound (or species sound)

Focused sound recordings feature single sosuwesas speechr individual animal sounds. These are
necessarily recorded in waysich exclude other environmental sounds as much as possible, often by
using a directional, monaural microphone system at close ramgestproduction focussed sounds

are foregrounded amest separate recordings @ahtmospherd@sor music Foley artistsoften record
focused sounds in acoustically isolated environments such as studios; these become souttdbebjects
manipulated, reontextualised and distorted in ordemproduceparticula sound effectsboth realistic

and imaginary

Atmospheres

Atmospheregefer to the constanthackgroundambienceof a locationwhich cansometimesnclude
keynote soundsThe subc a t e §vidr tracksbrepresers outdoor atmospherg$or example the
sourds produced bywind, rain, traffic in the city, ordistantindustrial activity The other sulzategory

@Room tonadrepresentndoor atmosphere$or example sound generated by ventilation systeror

®1n 2010 lattended a wildlifesoundrecording course with Chris Watsahthe Wildeye international School of
Wildlife Film-making,in ReephamNorfolk, UK.
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engine sound@henthey areneard fromnsidea vehick. All atmospherefave a small dynamic range

feature only backgroursburcesand are often mixed behind focused sound.

Habitats

Habitats featuranore dynamicspectral, spatial anthtensity ranges than atmospheres ashw not
necessarilyffunction as baajrounds toother soundsBy represerihg the entire soundscapleabitats
can encompass many organis(os peopl@ interactingwithin a specifiedarea.Habitat recordings

convey the spatial positions sbund sources together wititeresonant characterist of the location.

2.4.3 Categories for soundscape compaosition

The acoustic ecolog@&categorisatiolsystem provides an aXigr discussindgiow soundsape elements
canbe perceivedrom perspectives relating to places and peddle experimentation with reeding
techniquesused bysounddesigners, although rejecting associated production values, nevertheless
revealsvays in whichspatialand temporal soundscapkementsanbeengagedThis experimentation

is highlightedwhenl discusamy worksin Part Il

To be clear, mcompositionglo not necessariljocus onsocialcontexts nor are they intendddr use
as wild tracks or sound effectdevertheless, o get her wi t h dategoriesthose fomr ef er e
acoustic ecology and sound desiigavideabass for exploringsoundscape composition. Furthermore,

they define a space in which | develop my own theoretical {asi®llows.

Micro -sounds
A micro-soundis characterised bis very low amplitudeand is thereforaudibleonly within a short
distance fom its source for examplea trickle of waterMicro-sound are easily dominated logher

soundshut canbe foregrounded by recording them from a location close to their solteenmicro-

o

sound are perceived in this way one gaerceivetheirsourcess beinggdr ger t han 1| i f e

Macro-sounds
Macro-sound have sufficient acoustic energy to distikely activate resonantfeaturesof ther

surroundingenvironmentTheyusuallyemanatdrom singlesource, for example biologicabrganisms
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or musical instamentsand carcompete and interact withne amwther. Macro-sound canbekeynotes,
signals or soundmarké particularmacresoundcanbe foregrounded by recordingfrom a location
close to itssource oif recording in monoby using a directional miophonefrom further awaySuch

soundscan becoma part of the ambience when their sourcesimtant.

Whether a sound is considergal be micro or macro depends not only on its proximity to the
microphone, but ab on other soundscape elemeffbs; exanple, dripping water irthe quiet of a

resonant cave may be considered macro, but in a noisy bush environment would fgrebabty.

Ambience/Integrated sound

Ambienceencompassethe entire soundscajit is not necessarily backgroundnitist berecorced

with a spatial microphone systefioy example AB, XY ormid-side”® because spatiglerceptionis
crucialwhensound sources move, whenultiple sounds combine or interact, or when the microphone

is being movedAmbience includeany reverberant or echgjrcharacteristics of the location

Micro-sounds, macrsounds and ambienaelate specifically to the practicaities of soundscape
composition.They assist indiscussing howhe acoustic andgpatial characteristiasf multiple sound
sourcestogetherwith he | ocati onds rcandeperaeived thcohga theandctophories t i ¢ s

They also assist in discussingw focusmaybe given taespecificmoving or stationargounds

Now that categories relating to soundscape elements have been definatkciédsaryto explore

concepts relating tperception throughstening.

0 Thes stereanicrophoneechniques are described on @A Microphone Universityebsite.
http://www.dpamicrophones.com/en/Migniversity/StereoTechniques.as{PA Microphones, 2008)
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3 The listening subject

As Chris Watsorobservesenvironmental sound and music daoth be appreciated in the same way,
depending on how we choose to perceive them
What | liketodogven i f | dondt have any recording equipment
Because our world is far more interesting and intriguing and fascinating sonically when you can stand and

absorb, and listen to sound or music. d on 6 t detveeenrthe md bbeeatise the world is a far more

interesting place ten you can tune in and do tlf#fatson, cited in The Colour of Sound)

Just as w create meaning from the sounds we hearnmmsical performance, @dio programmegr

evenin our imagiration, so alsg environmendl soundoffers equal potentiato create meaning

Composer andonicsculptor Bill Fontan@&xpresses a similar view
| started having these experiences, | would be somewhere, and the everyday sounds suddenly seemed as
interestig to me as the sounds of any music | could hear inside the concert hall. They just seemed so rich
that | wanted to document moments of listening. | came to regard the act of listening as a way of making

music. | regrded it as a creative activityfinding music in the environment around nfEontana, cited in
Wyse, 2010)

But how does thigfinding music in the environment arounddaecurand how can it be considered

creative

While hearing is a physiological functioistening isnecessarilyattentional fundamentally instinctual
yet capable obeng developed andontrolied When discussingoundscape compositiowhose
generativgorocessesemploy listeningn many different contextdt is helpfulto exploreways in which
different parts of thesoundscape&an be perceivedarticularly in relation to their source their

ecologiestheir spatialspecificitiesandtheir musicalcharacteristics

In Listening: Modes an&trategieq2012)composer Steven Milledescribescompares and contrasts
listening modes and strategiesnceivedby practitionersfrom various disciplinesBarry Truax
(acoustic ecology Michel Chion(sound in film); andWilliam Moylan (studiomixing and production)

Miller shows that there is much al&@p betweenthese concepts he concludes thathey are
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complimentary andone of them exclusivily own observationgpgethemwith some of M | |, fecusd s
on variougheoretical positiongheseprovidinga platform on whictio discusdistening in the ontext

of my creative work

3.1 Foreground to background

Acoustic ecologist, @amposer and writer Barry Truadescribesthree levels of listening attention
describedirhi st or i cal 0 e 00l ppt 19)sThese levelscadmueground listening
listening in readinesandbackground listeningnd are invoked by circumstances relating to particular
contexts and soundsnow describahese levelgprovideexamplesind assess their plaicesoundscape

composition

Foreground listeningr listening in searchakes placevheno n eull attention is focusedn aspecific
sound This analyticallevel of attentionis applicable whersearchingor tacticalcues thesemay be
prompted bynuances andubtle chagesin thesound on which wearefocudng. This highly selective
listeningstrategyalsoallows us to filter outsoundsperceived asedundantevenwhentheir sources
aremore proximatefor example, when we follow a comgation taking place beyoralrimmediate
surroundingsMany blind peoplelearn torefine their foreground listening ways enablinghemto
safely navigate changing environments, ugimgjr cane asa sound source for echolocation, and b
analysing the properties of sound reflecteaim surrounding objectsln terms ofboth delay and
direction, the proximity and location of objects can be dedwratl he timbral colouring of this
reflected sound maipdicaie what these objects are, for example shrubs, walls, parked cars, dences
othe pedestriang-or musicias, foreground listening focusingn timbre pitch and rhythmis essential

for musical dialogue

Listeningin readinesslescribes an intermediate levelamfousticalertnessand isbased upompatterns
of association built up oveime. Whenwe arelisteningin this way certainsoundsmay prompta
responseastheystart, stop or changeven if our attention is directed elsewhéi@r exampleasignal
suchasknockingonthe doomwill prompt a responsandmayin additionconvey throughrhythmiic and

dynamic contots; clues as t o otpuposalhesdundaofadekild dryith@ at night vy
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signals to thgparentsthroughits pitch, duration, timbre and voluméhe reason for the cryingven

when other soundio not walk them Conversely, a sound that is already present may changaigha
awaythatdemand our attentionfor example, ariver shifting gearin response ta particularchange

in pitch of theirc aregine.6 Li stening in readi mpiwgsssdundschpeen pr

composition when unexpected acoustic phenomena are recognised as being compelling.

Backgroundisteningis a passivéevel of listening whichakes place whefamiliar soundsespecially

keynotes registersubconscioushput are not necesarily assigneda particularmeaningpromping a

tactical responseSounds suchasael ect ri cal hum, wi nd, rai n, traf
appliancecanall constitute background listeningetevokefeelingssuch as comfort or irritatiosone

sound areimposedspecificallyfor background listeningpr example piped musidén ashopping mall

Thisis toencouraggarticular types of behaviour tw maskothersounds whiclaredistracting Some

of my piecese-contextualise sounds that mahetwise have been the subject of background listening,

into the foreground

When using the ter ms 0 tisimmganttoudistidgdishdetwbdmspatat k gr o u n
proximtyof a souadds osedsc tthedidteaimgisubjgcah somatireeperceive

particular sounds aseing in theforeground even when their sources are distant and gheatral
characteristics filteredl'his cantypically occur wherone listensn on a conversation which is taking

place across a noisy roohcanrecall a more profound exampM/hen | was a music student flatting

in Sydney | remember | ying i n D6%econnadlennVgay,and | i
which somebody else was playing in another part of the house. Although Imikiarfevith therecord

atthistime, its yearning melodies and hypnotic rhythms seemed to speak to mewway, in spite

of it emanating from several rooms ,omhkeyxontraNot t ha
this would not normally @anideal way to listen to a record, khis particular context allowed me to

better understanibh a Silent Waylt may have been a combination of my unhurried state of mind and

my undivided attention to a sound whose spectral fidelity was only panetteptible, but whose

musical essence was strong enough todmyeyed through.it
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3.2 Causal listening, semantic listening and reduced listening

The listeningstrategieslescribedoy Michel Chion inAudio-Vision: Sound on Scre€gi994, pp. 24
33) can occur either alone @oncurrentlyand are focused towardadividual soundsThese modes

span the continuum betwethrereferential andhe abstract.

Causal listening focuses amsound source or caus&hich can be eitherfamiliar or unknown Such
listeningcomes into playasa tacticaltool when the soundscape composer engages with a particular
sound source, for example, when field work is planned to coincideawitiphonic event occurring at

an expectedime.

Semantic listenindocuses on sounds adbmmunicative levelssuch as verbal, musical or codaad
therefore necessitate familiarity with their particular patterns and meanings. When musical
performancesor speechfeature in my compositionssemanticlistening occurs when musical or

linguistic materialis identified

Reduced listeninfpcuses orthe complete abstractioof soundsrom any referential contexin order

for a sound to becontebjetsonorejt mu st f i r rtdecbneextunlisedyy eedodding it.

3.3 Profound listening

As a listenet am drawn towardany soundscape whigitompt explorationandengagemenbr which

invokes cognitive and emotionatesponsesFrancisco Lépez1998) claims that this@rofound

| i steni ngd -remdsdntationél get traaspareaationship between sounds and their

environmentsand it is this relationship | exploia my soundscape composition&/aysin which

different listening levels modes and strategiesn apply to profound listeningare subject totheir

conextsof environmentculture andf theindividual listeningsubject.
When listening to sounds we can choose to focus on the perceptual qualities of the sounds, or on the meanings
that the sounds cene vy . Of course, the situation is wusually
dichotomy; we usually transition rather seamlessly between attentional strategies to shift focus between any

number of aspects of the sonic experience. Perceptudiegiale only the most obvious layer of sounds, but

are also often the most easily ignored. Other qualities may include semantic, syntactic, contextual, and/or
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symbolic meanings conveyed by the sounds. In terms of a communicational experience ofsaurel, ttdb ot her 6
qualities tend to play a more prominent r@iller S. M., 2012)

Soundscape composition presents the possibiligncompadag both the referential and the abstract,
by allowing the simultaneous perceagti of sounds in more than one contedo by intentional

manipulationof these contexts.

3.4 Noise pollution, aural d esensitisation and relative silence

Over the last 150 yearbuman listening strategies have hadattapt to acoustically dense urban
environments and to an increasingly visually orientated culture. Krause idernitifiesasing levels of
noisepollution from industry and commerce @seatening our wellbeing as well as that of wild-eco
systemsbothphysiologically and sociall{Krause B. , 2012, pp. 15850).
In 1968, when | first began my odyssey, | could record for about 15 hours and capture about one hour of
useable sound on my equipmeftratio of about 15:1Now it takes nearly 2000 hours tecord one hour.
Why the changeThere are several reasofhe most serious, of course, is the unimaginable loss of
representative habitafBhe second is the increase of human mechanical noise which tends to mask the subtle
aural textures of the remainiegivironmentsAnd the third asa direct result of the first two issufess the

decrease in certain key vocal creatures, both large and small, that make up typical natdszlapesn
(Krause B. , 2001)

More than ten yeasgo,Krause disclosed that nearly half of the soundscapkadrecorded over the
previous33 years no longer existl this being the result of acoustic and ecological daméges the

relative health antiological condition of an ecosystem mayassesedby analysingts biophony.

The acoustic onslaught of urbanisatisrreconfiguringour relationshipwith the sonic environment
todaymostpeople live and work ia worldbombarded by the sounds of transport, industry, mass media
and high density popation. As urbanisation increases, so does the density and amplitude of
anthropogerd sound thus masking soundsvhich had hitherto functioned as important cultural and
ecologicakeynotes, signals and soundmarkKsis shiftmarksa departure from stagen the evolution

of our auditory systemwhich hadadaptedto detect minute changes in our acoustic surroundings
Acoustic communication inontemporaryirban soundscapean bechallenging even impossible, for

instance inbars and nightclubsvhose soundsapesare specifically designed toinhibit acousic
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communicationEven the telephoneriginally designedo facilitate the transfer of sound over distance

now functiors largely in the visual realmpeople email, take photographs and engage in social
networking rather tharspeakingto each other It is interesting to observbow thesechanging
sensitivitiesin our auditory system haveaffectedour awareness andehaviouri n & hiidgéhl i t y 0

soundscapes, suchwsll-designedirban or healthy wild locatien

One such opportunity presented itdelmeat Minneriya Wildlife Sanctuarin Sri Lanka, where | took

an elephant safair 2011 naivelyanticipatingthatan expedition into theildernesswvould providean

opportunity tolistento a herd of elephanis their own territory. | recount my reflections during that

time:
Because our guide was not at liberty to take us off the main circuit to a remote location, we were in a queue
of at least twenty other jeeps, whose drivers, even while pausing for thedetxaitists to take photographs
of the spectacular scenery and wildlife, kept their engines runfilmg.level of sonic interference masked
mo st of the O6natural é soundscape, whi ch may have
everybody was gaying. The only sonic interaction with the place was when several of the drivers (to the
delight of the other tourists) provoked the elephants into stamping, flapping, trumpeting and finally charging,
by making multiple encroachments into their persopaks, sometimes while they were surrounding their

young.Our guide seemed pleased with himself, thinking that he had found us what we weng Fooki
shouting 0 8E&xwarpdfiom®B® o mg b fiele didrys201).

Despite a signs gayidegddait|l emeepark entrance, mos
engines at any timdt seems that owsicousticawareneshas becomedesensitisetb the point thatve

cannot conceive howanthropogenicsound ubiquitous to urban environmentsan be profoundly

intrusive in othersBecause we are accustomed to acousticalijpromisecenvironments, wel o n 6 t
alwaysengagethose listening processtsatcanconveymuchabout our surrounding3his tendency

to dismiss soundsrhich do not provide ohious tactical cuess a consequence of having to tolerate

0l dwdelityd environments, i n whhthedtcomtigivenab®weunds &

' n a-fohliegh t yo meshseoundsnmaybm penceived in detaiind their sources located, allowing
positive acoustic communicatido occur. By contrast n  a-f 6 d e wi t y 0, breadbandroisenmmasks t
acoustic communicatioand makesomesound sources difficult to loca€ruax, Acoustic Communication, pp.

23-24).
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it was deemed necessary to magmsextremephysicaland sonic provocatioim orderto producea

soundworth hearing
Chris Watson describes typical urban environmanthowthey have affected olisteningbehaviour

We arebombardedy sound and noise, day and nigbtr senses are daned to the effect that we filter out
so much informationismp |l vy t o concentrate on|[wahea everythinggbubr e doi

we rarely have the chance to listen to any particular individual {(Fifegson, cited iThe Colour of Sound)

When a decision has been made, habitually or deliberttelgpudiate particular sounds, this process

of 6filtering outd can be understood as a type o

Di fferent ways of Oacedistussedyt Gearde iFeyn Zerg Degilseis: | TieerQoest

for Absolute Silenc€010) HereFoy describes hoii s ome cul t ur es, such as th
reject the idea of absolute silendestead, for them, silence means a relative quiet that includes
important aspects of the world ¢ghey experience it or wishddgFoy, 2010, p. 117)Foy offers an

anecdote about a public gathering in Tokyo, where people cadistén tdthe (in fact inaudible)

blooming of a lotus flower, exemplifying how, in a cultumich regardshigh enotion as being
ibeyond the grasp of wor ds o, [lwingaesynaeathesia of allo f sil

sensations
Watson offers his perspective on why we sharideavouto engagewith our acoustic environments:

Listening in a positive way, thad, actively taking the decision to focus on certain things and reject others is

a very positive and creative thing to do in thagit][actually stimulates my thought processinmakes re

think, perhaps more laterallghbout problem solving or how | cachdeve creative output for somethirg.

makes me think in a differentway;hat 6 s why |  {Watsah, cited in Bhe Cotoer of iSaufidy i n g

As positive activelisteners weare able taletermine how wengagewith our acousticenvironmens

andas soundscape composeng canalsomanipulatehem.

3.5 Creating our own sonic realities

Avalidcri ticism of 6directed atheir potentatiorindiilge g isle@listic reotion of

6 wi | d eonainenhish@ll traces of humanity are abses Krausehas alerted yshe extent to
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which human activityespecially noise pollutions encroaching omsuchfragile habitatsis profound.

Certainly, sich recordings can provideunial datafor environmental science and be used to educate

the public. However, @radoxically when these recordings are markatgtingb pué pdt,auvnal 0

edi aadod 6 rgehkraiz a danger that the consumer matyunderstand therto bean illusion

To quoteDavid Michae] A The aest het i c steepddin faatasyhis antasyeisconer d i n g

in which our ecosystems are heal t hy (Mchad,6 20lh,e i nt e

p. 207) David Dunn offers a similar criticiswf such recordings
When youdre making a sound recording, Iydwdrae treath nprl e
projection, a construction that is no more real than if | was to make a drawing of that |otdtienr e 6s not hi n
real being preservetl. t 6 s nimg oltlofahte toenplexity of an acoustic environmént. 6 s j ust sound
ultimately are energy patterns that have been put onto a storage medium, so that we can later make a
loudspeaker cone move in spaée][Most of the time, what you hear in theseaalings is someone who sat

long enough between periods of airplanes and cars passing that they can get something that appears to be a
pristine recordingTo put tha forth as the reality is a li@unn, 1999)

Thisleadd o t he quest i onrealityswhiantd Frafickdditipézs t ad reisg fiour i
the sonic reality, even our fantasy abouisit, he soni ¢ r eal i(Lopez,el98)Hereone of
Lépezis implying that there is no such thing as an authentic sonic experignicensteada strong

perception of convergence between reality and authent@ity.ideas surrounding authenticity are

shaped by sounds we have already hdaoth in and out of particular contextVe often hear sounds

that seemo beout of ther environmeral context for example, the sounds of aircrafhenhiking in

the mountains or a phone interrupting a concgdch sounds armot considered authentic to the
environmens in which they occuand therefore a nuisandéowever, | argue that the tensions created

by these sounds with their contexse crucial in understanding how sonic realities emédfgenature

recording aesthetic is based on the exclusion of sounds which are part afithéheerecordingannot

be considered authentic.

Although | am sometimes drawn to locatiamsich haveminimal human presencepperate within a
aesthetichatencompasses all soundscape categdrighis wayaspects ofthe entiresound worldcan

beappreciated througbngagemertothin the fieldandin the studiomakingsoundscape composition
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a compellingmode of musical expression Such interventionsan extend listening by allowing
particular acoustic elementis beenhancegforegroundedr digorted, therebyenablingthe creation

and communication ahy own sonic realies
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4 The acoustic agent

In a very real sense, we are all aural architects. We function as aural architects when we select a seat at a

restaurant, organise a living space, or fiasiloudspeakeréBlesser & Salter, 2007, p..6)

The works featured in thiesearcrar e expressi ons of spaces which a
sounds emanating from both within and around them, rather than fmmpbsitions in which specific

acoustic materialsave beemxtracted for their spectral characteristics aldme locations featured in

these workare explored through direct engagemntsnthe composer, whacts adoth listening subject

and acousticgent.Experimental microphone techniques suchsesof extreme perspective and sound

walking are employedin order toconvey thevisceral characteristics of sound sources in their

environments, all the while charting a zone between the referential aablstinact.

4.1 The microphone as a musical instrument

Chris Watsordescribes hovhis microphonesllow him to listento sounds occurringleepamongst
grasses growing near the sea:
Itds fantastic to be able to dr egpeninghdewninédasoundp hones i

that are around our feet evatgy that you ignore, that you step through, you walk@dem d j ust donodt
a chance to listen to propelyatson, cited iThe Colour of Sound)

When one searches for music in the environmeténing becomes a creative activioundswvhich
might have been the focus lméickground listeningr listening in readiness can thbacome tk focus

of foreground listeningthusthe soundscapi scologyis temporarilyre-configured Like thelens of a
camera, microscope or telescofiee microphonés to a contrivancaised toenhane or distorto n e 6 s
perception ofpecificparts ofour sensory environmen€Conveyingsoundscapethrougha particular
microphoneconfiguration (or distortion proces$ can help the listener toperceivethose sounds
otherwiseperceivedaskeynotes signalsandsoundmarksin differentways The microphonean then

be likened to a conventionahusical instrumentin that it represerg an idiosyncratic acoustic

contrivance tde negotiated bya performer These idiosyncrasies vary profoundly between different
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microphone types, thus affecting how the recorded soundscape is perceived. Several different

microphones werasedto recordthis body of workthesechangng as | was able tapgradehem

A distinctly performativeelemenof my field recordinggomes into playhenl travergthesoundscape
with the microphone Becauselttis is primarily a process of discoverit is necessarilyspontaneous
evenwhena particularroute has beeproposedWhenthe moving microphone techniqig used |
considettheinevitablepresencein the recordinggf my ownphysological and incidental soundsuch
asspeechfootsteps, egpment handling and breathindgo beimportant soundscapsementsrather
thanundesirabléechnical artefactssuch sounds calater on during editingprovide musicalcuesand

even beomea spectrafocal point

When the microphone is considered to be a musical instrufiedtrecordingmust beattended to
throughprofoundlisteningin order toencompassll listening strategies, therelsgting in motion a
sequenceof musical decisions whichis sustained throughout the editing phase of soundscape

composition

4.2 The musical instrument as a listening device

A way of makingmusic that draws upoperformesd physiological engagementith place together

with their emotional relationship tg is described byim Denley:

This engaging through sound is instantly understood by tivhseattempt to know the plagdeperhapshis

has always been omd the major functions of music. Just as birds delight in space through sound, there is a
delight in finding appropriate human sounds to resonate in space. Inherent in this is a deep listening to the
space. This complex activity de§ easy analysdsit doesn't begin with thoughts, but withu @ bodyobs
engagement with plag®enley, 2009)

In Where Rivers and Mountaii®ng Theodore Levin describessimilar but somewhat metaphysical
way in whichplace is conceived byraditional Mongolian musicians
Any naturally reverberant acoustic space and the spirits that dwelled there could be animated by the physical

stimulus of sound. Cliffs, valleys, forests and mountains are all imbued with the powernaté&sondeed

to sindg in response to sounds made by humangedisas wind, birds and animalkevin, 2006, p. 37)
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An appreciation of ways in which acoustic space has beerpretedhistorically and by different
culturesallows one to engage with place by imaginingta musicaldialoguewith it is possible At the
same time, a modern theoretical understanding of acoustic space allows the soundscape composer to
use recording technologp orderto designtheir own acousic architecture By contemplatingsuch
different understandings of acoustic space, the soundscape composer can cplaceisas being
musical instrumeist which are played by acoustically illuminating them
Cultural values convert physical phenomena experiential phenomena. The history of aural experience is
therefore the progressive change in the nature of this convérgiom the mystical religion of prehistoric

tribal shamans to the rational explanations of modern acoustic and perceptuadts¢i@esser & Salter,
2007, p. 70)

A significant factor in the evolution of many western musical traditions has been the acoustic
architectureof the environmets in which they ar@resented. Converselghe acoustic @hitecture of
concert halls, auditoriums and studiess evolvealongsidehe musical genreg presers. So crucial

are the acoustic characteristics ofls places that they mightbe regarded asiusical instruments
themselveswhose construction consigevery acoustic aspedncluding theilspatial dimensionsiow

their surfaces reflect or absorb sound dadv humidity and temperature can be regulafEhis is an
acoustic aesthettbatfocuses on musical instruments as sound objects and in ture cortipositional
strategy of the composén such contextsie element of place can therefore be consideitedately

as a means by which to preseaimpositional stratégs

By contrast, in my soundscape compositigece isforegrouneéd and compositioal strategy is
consideredo bean artefact of creative engagement. My ratierfat using musical instrumenits to
become acousticaliptertwined withthe location by finding my own soundsth whichto acoustically
illuminate its spacandcao-exist with other environmental soundBhe acoustic characteristicssafch
places | engagare often transitory andre not necessarilyassociated withrgy particular musical
aesthetic Suchephemeratontexs provide opportunites for the listener, through the ermer, to

perceivesoundscapes ways that they may not at other times.dtherefore, tilising prescribed
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musical content, written or improvised, wouwdntradictthe entire point of soundscape composition

i n which t heisiwéstefiam make sodnd if andowhen it feels right.

Francisco Lépez describes how a place can be perceived through acoustic illumination:

[ €] a sound environment itssoundpredugng commoupmts utasoofiadlt onl vy
its soundtransmitting and soundnodifying elements. The birdsong we hear in the forest is as much a
consequence of the trees or the forest floor as it is of the bird. If we listen attentively, the topography, the
degree of humidity of the air, the type of materials in theddpecome as essential and defining of the sonic
environment as the sowmtoducing animig that inhabit a certain spa¢edépez, Environmental Sound

Matter, 1998)

Oof equal i mportance rasananedf tiecspanedtdnbabits. orbis resenanicesis t h e
characterisethy environmentaklementssuchas geography, vegetation, humidity, temperatwied

speedand wind directiondistinctly colouring it by affecting the distance and speed at which sound
travels and hovit is absorbed or reflected. Different ways of understanding this process of acoustic
illumination arecrucial to soundscape compositidhen using musical instruments to acoustically
illuminate spacethe biofeedback loop described by saxophonist Evanké in Fred Hopkisd

documentaryAmplified Gesturecomes to mind

I made the analogy a few years ago in aeriiew with biefeedback andl you couple yourself to that

instrument and it teaches you, as much as you tell it whatit®sdd f y o u 0 & te how thenirstrumentv

is responding to your efforts to contradiByhear i ng t he way ités feeding bac
itbetterl t 6s a very dynami c Gbviodsly yoa have te leavessonte ikindeof gpal, 0o c e s s
something you artrying to d@ when practising, that can be a very specificthing[ youdr e refinin
sense of pitch, the accuracy of your timing, all of these thiwgd.the instrument at the same time seems to

be giving you additional informatioiso there are thgs that you have under your control, but evergfen

something will go wrongy o u & | | |l ose control but in that mo me nt
something else that the instrument can®wmthat sounds very nebuldus et 6 s gi ve layosipeci fic
brush a key unintentionally and the column is br oke
be broken and as a consequence instead of the fundamental note being produced you may produce an overtone

of that note, so you then try toilg that accidental thing under coniob Wh at was t hat ? What d
Why did the i ns tSotheneanetmanyways in whach thishnatior? obteiedback occurs

[é] |l etds say the saxophone ha $sinmits cktlatisnshiprwith youtaads a wi
you start to find it difficult to distinguish yourself and your intentions from the instruments inteiviaiis.

| et 6 s sedoundit dificult tol dé thafParkercited in Hopkins1999)



36

Suchbio-feedback progs®s aréntegralto metamusicwhenthe musical instrument itsetf considered
to bean agent in the musimaking.| consider the contextual element of the space into which sound is

beingprojectedto alsobe a part of this bibeedback loop.

Collabordion is afurther contextual element that is sometinmportantin soundscape composition.

4.3 Collaboration

Collaborationis important to most ofy soundscape compositigria that many of myfield trips
involve arnother personr peoplel consider anyonecaompanying me oa field tripto be a collaborator
because by default, thayepart of the recorded environmeRbr suchcollaborationto be a success

is essential that all involveshderstandnd appreciatthe procesandare willing to become a paof

it. Reason$or collaboration includeny requiring assistanceith travel or carrying equipment and my
calling upon guidance from s@ane who knows the location well. Some collaboraatsshappen to
be improviserswhose presence in the recordeglimnmentmight be foregrounde®ome of myearly
collaborative experiences durif@@utdoor Studiowere problematidecausehe concept of acoustic

illumination was not fully understodaly any of us

4.4 Constructing an acousmatic soundscape composition

Thedigital audio workstation (DAWprovides the tools with whichmy field recordings areditedinto

cohesivanusicalworks.During this phase of soundscape compositiosethe DAW toscrutinise and
enhancany field recordingsby exploringdifferent editing and filteringprocessesThe DAW is also
used to modifyihished works to suit particular contexts for their subsequent diffusiosedo make
reaktime acoustic adjustmentsvhen presenting works to aaudience Due to my pre-existing

familiarity with its interface and featurethe DAW usedn this body of work iCubase 5However

ot her DoAlovidage been used to achi¢glve same results.

As ny recordingsvereplayed back througtihe DAW, preliminaryadjustmentgould be madéo gain,
dynamics ancequalisation in order tenhanceparticularacoustic characteristickor example the

frequency response curvetbe DPA 4060 microphonelshad used in some of my fieldworleatures
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a boat of about3dB between 5 and 1kHz. This gives their recorded wad a bright, airy and
sometimes even brittleharacteristicWhen necessarthe DAW allowed me to attenuate tiigrticular
frequency range, thereby achievingnare neutrabr darksound Other tchnicalissueswere also
addressedluring this initial payback stagefor example gxcessiveanfra-sonicinterferencethat had
beencaused by wind could beduced by applying a higbass filterat a point betwee®0 and60Hz
Whena section within a recordingasperceivedasan already finished soundscapenposition the
only necessarinterventiors wereto create a temporal frame arounty defining start and finisbues
in the DAWand preparing it for diffusiarBometimesuch sectiongrerenotidentifieduntil evenmore
than ayear after my field work this | attribute tomy having, by thena fresh perspective ae
recording Othercompositionevolvedthrougha process oéxperimentatiorn which recordings were
fragmened combined amplified, compresed or equalisedMany of my recordingsdo not corstitute
completel works but are nevertheles®f value as experimental artefacts and personal histories of

listening.

4.4.1 Manipulating perspective

My soundscape compositiopsrceiveperspective irspatial and temporabntexts These prspective
can be manipated for examplerecordingsnade frondifferentlocationsor at different timesan be
combined in order tpresent contrastingerspectivesogether in a compositio®ther ways in which
perspective can bmanipulatedncludethe slowing dowrof arecading in order taexposepitches and
rhythmsthatwere hithertdeyond the scope abrmalhuman hearingalso removingegmentdrom a
recordingin order totemporally condense a sequence of eveldg re-contextualisingparts ofa

soundscapthrough suchmanipulationit canbe perceived in ways nqtossible in the field.

A further,inevitable and profound shift in perspective occurs every time my soundscape compositions
are played bacK his shiftcan be highly unpredictabie naturebecause it is defed by the context of

diffusionin whichaudiencelocationandtheloudspeaker systeail play a part.
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4.5 Diffusion

All musicianshave tonegotiate space, including thasbo use loudspeakeiGomposer Michael Chion
describeghis challenge
Recordings andhte i r sound sources (combined with their S pa
loudspeakers. The loudspeakers themselves are placed in, and interact with, a playback endisarghent
as a living room or automobile. The playback environment is yaaslays quite unrelated to the spaces on

the recording. Thus, the listener ultimately perceives spatial characteristics applied to the sound source after
they have been alter¢@hion, 1994, p. 23)

Many commercial readings are producei be played back environmentghat might have high

level of background noisend/or through low powered speaker systéforsexamplethose irtransistor

radios smartphoneandpersonal computerspne such environmentiissidea car wherebackground
noisefrom its engine andyres presents aignificant noise floor (85dByvhich severelylimits the
dynamic rangeavailablefor listening to musicln such an environment is arguablynot possible to
properlylisten tomanyrecordngs becaustheirlow to mid amplitude level soundsould be inaudible
Neverthelesghese are popular listening contexts and as such are a contributing factor to the tendency
of recorded musidilm soundtracks, radio and TV broadcastsoe presentedith areduced dynamic

range By contrast, a importantaspect ofmy soundscape compositioisstheir wide dynamic range

which necessitatetheir diffusion in quiet environments usinguitableloudspeake or headphone

systems

Part | has provided a nuamtenderstanding of soundscape compositioough an examination of
different approaches to improvisation and field recordivtych are fundamental ta iferms necessary
for discussing theoretical and practical aspects of soundscape composition hawkefiresh and
different ways of perceiving and negotiating soundsefipen the perspective difothlistening subject
and acoustic agerttave been presentethe stagés now set foshowing,in Part 1l,howthe listening

subject and the acoustic agent ggineto produceny own soundscape compositians
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5 Poranui : Sea voices

Poranui reveals the voices of the sea at a place otherwise known as Birdlings Flat. Because of its
exclusive focus on sounds coming from the sea and also bedahseways in which these sounds
have been reontextualised, this composition can be appreciated in ways both referential and abstract.
Poranui combines recordings made from different sites within the location using various recording
techniques in ordeotchoreograph its many voices in wayat conveyheir visceral powernn order

for its dynamics to be experiencetbst fully, Poranuishould be diffused at high volume.

Field trips were taken during the afternoonsl@® Novembey 2010, shortly after # high tide; 17"
January2011, just before the high tide; a@¥ July, 2011, as the high tide was turning. The summer
days were mild with light northerly breezes and the winter day was still and cool. Field reclriting

the first two visits focusedn different spatial perspectives encompassing sounds coming from many
sources. As selectiongere extractedrom these recordings, variationsthreirtimbre, texture, density

and rhythm were further revealed; for example, frompespective of thbackshore, the infrasonic
rumble produced by offshore waves is perceived as being more enveloping thaimoih ithe
perspective ofhe nearshore, where the sounds of individual waves breaking dominfisetreund

As these various selections were combiimedifferent ways, a spatial narrative structure emerged in
which the listener is transported from the backshore, across the foreshore and finally down into the
crashing water and shifting pebbles on the nearshore. In order to achieve this illusiotiabf spa
modulation, the various selections had to be seamlesshpined The third field trip focussed on

recording specific acoustedementavhich | felt wererequired to completthe composition.

5.1 Location

Poranuiis located in Canterbury, New Zealand beg¢w Christchurch and Akaroa at {hlacewhere
Lake Forsythenters the sea¢eMap 1). Its main feature is the particularly hostile beach with a heavy
swell and undercurrents that have claimed the lives of people attemptingmaswander too far

down its steep bankvhich ishazardoubecausdarge waves can appeamexpectedlyThe landscape
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is harsh, bleak and exposeéte sound of the sea being always present and human activity limited to
grazing stock and a small settlerhefhless than 200 peop{seeMap 2). Banks Peninsula can be seen

to the North and East, Kaitorete Spit stretches 25 km to the West and to the South is the Pacific Ocean.

Map 1. Banks Peninsula, Canterbuy. Birdlings Flat is marked with a red star. Source: Google Maps.
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Map 2. Satellite image of Birdlings Flat showing the South Pacific Ocean, the beach, the settlement and L&kesyth.
Source: Google Maps.

Y
Photograph 1: The sea at Birdlings Flat, shown from the northern end of the beacliPhoto: Chris Reddington.

The beach stretchesof the settlement about 800m to tBast where it reachdsgh cliffs. Walking

slowly along the shingle one may discoveashied up seaweed, driftwood and elephant fish eggs, along
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with plastic waste, worn by the sea until it becomes part of the envirorifilenpresence of the sea is

relentlesseven during calm weather its ominous power is felt through-gtnéc vibrations

5.2 Acoustic elements

Poranuifocuses on three fundamental natural elemevater, stone and air, which combine in different
ways to producenanydistinctivevoices From the backshore and a little wiajand one can heathe
distant blurred keynotef water against waté thousands of tons falling in wave cycles, all along the
beach and out to s@grodudng a low frequency rumbleOn the foreshoréhe wave cyclearemore
clearly definedandtheir dynamicchurningandcrashingdominateghe middle frequencyange Along
theneashorethehigh frequencyoaming, frothingandfizzing of saltwatercombiningwith air isheard

this occurs immediately after a wave breaks on the slitsramplitude determined by the force of the
swash.The sound of millions of tbbles burstingbruptlyfades giving way to the sound of pebbles
being sucked down the beach by the backywéss ischaracterised by a granular and resonant sweep,
rising in pitch slightly as the pebbles accelerBticularly powerful waves ploughdse pebbles up

the beach, propelling some into thewahichthenland on the beackith a short scattering sound

With the exception of ahancdone seagullat 04:55 Poranuiconsists onlyof sounds produced by the
sea These sounds were recorded froranydifferent positionsfrom beyond the backshorear the
edge of the acoustic horizaw within a metre of grinding pebbles and hissing fagtrtihe nearshore
In theselectionsecordedelow the tidal markhe foaning watercan beneardall around, gerspective

thatmost visitors to Birdlings Flatould not experience because asociated discomfort and danger

An early versionof Poranui (January 201) features Richard Nunn& sonch playing on location
togethemwith musical instrumentshadmadefrom objects found on the shqiiecluding dephant fish
egg capsules, dried seaadeand sea worn shpin shells These fragilesoundinginstruments were
recordedindoors but as | had anticipatedheir presence in the piessunded contrivedbecausdhe
continuity of locational context was prejudideg theperformancedkingplace in an entirely different
environment.In particular the sound of these instruments was estranged by room resaviginbe,

could not be eliminated evday recording thenmin moro at very close rangdll of this confirmed my
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conviction thatperformancemust take place within the featuredenvironment becausemy work
necessitatedirect physical engagement with the locatlwth asa listening subjectand anacoustic
agent Although the locational recording o$trident conch playingad beeredited in a dramatic way
whichallowedt h e weatd @ecomeit, without otheranthrophonielements its brief presence
wastoo suddenl thereforedecidedo featurethevoices of thdocationalone byfocusingits eerie and
inhospitable characteristictherebyexposing the listener more directly to ithmtensity Thus my
presence as a listeneldth@mugh notacoustially discernible manifeststhrough the compositional

narrative

5.3 Field recording

On thefirst two field trips aR@DE NT4stereo microphoriémountedn a hand held windshieldith

a wind coverwas usedo recordall sound sourcesfrom locationsbeyond the backshor® the
nearfiore The selectiondeaturing thedistant pergectivewere recordedrom the carmparkas well as
from the eastern foreshosmmetimedacing the cliffs in order toaptureambientsoundreflected from
them.Soundsoccurring at the nearshonagroduced bybrokenwaves fizzing around my feet and then
retreating acrosthe pebblesvereforegroundedy locatingthe stereamicrophone as close as possible
to the these sourceédn thethird and finakrip, sound vasrecordedisinga pair oDPA 406Q miniature
omnidirectional microphoneswhich had beemmounted on awire coat hangef. Although the
previously used XY stereo technigue had achieved greater spatial defihiaise of omndlirectional
microphones alloedthe full spectrum ofrequencies to be conveyadwaysthatthe NT4 sardioid
capsulegould not have donell microphone sotces were recorded to a MarafkD661 at44.1

kHz, 24-bit.

2The RIDE NT4 microphone features a pair of cardioid
13 During the wildlife sound recording course at Reeph@hrjs Watsordemonstratedhis particular technique
which usesniniature omnidirectionalmicrophonesn AB formation
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5.4 Editing techniques

Whentheserecordingswere later examinedselectionswere extractedfrom themaccording tatheir
soundscapelement@ndspatialperspedtes. The process ofualitioning anccomparinghese recorded
selectionsstrongly evoked seraions| had experiencd while exploringPoranuj suchas the briny
smellof the seathe feeling ottold wet feetind theheightenedtate ofalernessprovokedby its hostile
environment The compositional narrative closely follows these exploratiors, beginning at the
backshoreclose to the acoustic horizoprogressingcross the foreshotewards the cliffsmoving
gradually closer to the breaking waweghelongshoreandfinally finishingamongst the pebblegere
the backwash grinds them down thenk The editing techniquesppliedserve toeenhanceindexpand
my experienceby focusing on specifisoundscape elemerdasd making thenshift around and into

one another

5.4.1 Multitracking

In Poranui different spatial perspectives are made to permudggteombining different recordings
Multitrackingwas usedo combinetwo or morerecordedselectionsthusallowing them to béeard
simultaneouslyThis first occursat 05:00whenthe perspectivdrom theforeshoreis combined with

thealready established perspective from the backshore.

5.4.2 Crossfading

In order to creatéor the listener thesensatiorof moving throughthe soundscapselectionghat had
beenrecordedfrom onepositionare crossfadednto selectiondrom anotherFor example between
03:15 and B:15, whenthe listener iseamlesslyelocatedrom the backshort the foreshoreln order
to create the effect démporal continuitypetweentheseseparatelyeécorded selectionsvave cycles

arealignedvisually by usinggraphical representations$ their recorded selectiorfseeFigurel).
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Figure 1. Screenshot fromPoranui in the Cubase DAW, showing stereo waeforms, which had been recorded from
different spatial perspectives, placed on separate audio channels. The oscillating wave cycles in each recording have
been aligned visually in order to create an illusiorof temporal continuity as one perspective isrossfaded into the

other.

5.4.3Gain

Gain is set for each selection in order to precisely balance amplitude levels between different
soundscape elements. Sometimes thihinique is used to distort this balatyesetting particular
foregrounded sounds to a hay gain level than those representing ambience; for example, between
06:10 and)7:0Q when soundsomingfrom thenearshore@re made to overpower souratsningfrom

the backshore. In this wayicro-sound are further enhanced by making them louder, thawiag

the listener to be enead by them in a way that might not be possible on location; for example, when

pebbles are heard being sucked down the bank at 08:50.

5.4.4 Equalisation

As has been describeabultitrackingwasused to juxtaposdifferent spatiaperspectivedy allowing
them to be heard simultaneousiowever,when different perspectivesre combinedin this way
certain shared elements, especially those which change over time, ctreiosgectral definitionlt

is thereforesometimesiecesary toattenuat®r enhancéheseclementdy using equalisatioto change
the amplitude of the frequency rangeshey occupy Different recordings can then become
complimentary to each othethen they are played back simultaneoufdy examplefrom 08:47until

the end a recording featuring the near fietdcro-sound of pebbles and foam was combined with an
ambient recording of the offshore wawskich had beemrmade from further up the beadBn the
nearshore recordingla8 kHz high-pass filterwas usedo isolate he sounds of pebbles and fofrom

the rumble of offshore wavesherecording made from the backshore provided a richer source for the
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offshore sound; thigasisolated by applying 8 kHz low-pass filtetto the recordingThustheambient
and envelopinginfra-sonic elementasit is perceived from one positipis combinedwith the high

pitched foregrounde@lementsasthey areperceived fromanother

A recordingthat had beemadewhile the swash surrounded rae the longshorerascompromisedy
infrasonic interferencghiscausedby he mi cr ophoneds wobbling from
to retain my footing on the unstable grouiitiis sonic artefactvould have putinnecessargtrain on

loudspeakers during playbabkd it not beememoved by applying a higpass filter at 20Hz.

As has been shown, specific acoustic components can be presented by combining two or more recorded
selectionconveyingdifferent perspectives, applying gain and equalisation to them where necessary.
These intrventionserve to engadestenergfocusby taking thenon a journey in which environmental

sounds are interchanged or set agae@thother, thusabstractingthem while at the same time
sustainingheir locational contexPoranuiconveys the overwheling power of the seavhichis felt

as well as heardy transmittingits acoustic vibrationsThe piece begins with the distant rumbling of

t he seads c¢ombiwhese indvidualiparts argradually foregsounded ag builds

towards arunsetling climax. For this reasofPoranuiis bestdiffusedthrough aloudspeaker system
capable of reproducing very low frequencie®wever it canalso bediffused but to lesser effegt

through a domestic Hi system orthroughheadphones.

5.5 Concluding commen ts

Poranui is a meticulously structured piece in whisbhundscapey oi ces are all owed
themselves, therebyighlighting the uniqueness of the locatidime sound of the sea in the distarate

the beginnings an easily identifiable but not nessarily distinctivesonicimage However, individual

voices emerginfrom this keynotegradually envelophe listenertheir visceral proximityprovoking a
sense of un e aestablished patern$ df Eetcaptior tehconfronted by their auttiry

system insisting that they are being taken deep into a hazardous envirofimespressive nuances

of these voices arregroundedand recontextualised irvariouspermutations, thereby allowing the

l' i stener 6s initial undscamedgshiittowardstliat o an rakestraet masicdl i a |

t
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encounter, asoundscapelements become hypezal. Because these voicéad beerexposed to the
6acoustic |l ens6 of the microphone, |l isteners are

in ways they could not otherwise have chosen.
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6 Hinewai Reserve : Serendipity

| found Hinewai Reserve to be the most challenging location for soundscape compasititms |
attribute to several factarglinewaiis often very quietexcept during the summenonths wherits
soundscapes are dominated by the stridulatimicaflas during the day aegien on warnmights The
resonant characteristics it open locations are oftattenuatedby typically windy conditions, while
sound coming fromafast flowingstreandominateshe bush ambienaown the sheltered main valley
In spite of rigorous pest contri the reservecloseencounters with native bird species araisual

outside their most active periods during dusk and dawn

I have visited Hinewai sewetimes during the past three yearsuallyspeming two nights therat a
time in order toaccessts soundscapgat dusk and dawmlthoughevery visit has providedewarding
listening experiencesyery few of these stood up to the contrivance of fieddording On such
occasions thewveatherand wildlife coincidedto produce complexintriguing and spectrally rich
soundscapesheseincludeda c i ¢ a d a 6 sat gioserrangssn emaonnteewith aow rarewild

bee colony a performance irthe still, damp bush following a summer storamd recordingthe

acoustically illuminate@gpace aroundfarm pond on a summer afternoon

6.1 Location

Hinewai Reserve is a privately run conservation area of 1250 hectares lacaBahks Peninsula,
Canterburyabout 10 kn northeast from the Akaroa harbour iflegeMap 3). Since being established

25 years ago it has expanded substantially and native flora and fauna are regefsexitiag 4).
Although visitors are webme, conservation is the primary function of the reserve, with pest control
taking priority over track maintenand@ccupying most of three catchments, valleys stretch from close
to sea level up to subalpine peakd¢anerito By is accessible via a publealkway through a farm.
Hinewai Reserve is not on the way to anywhere, does not serve thd boduistry and is far from main

roads and flight path$hus avoidinglomination of its soundscapes égctromechanical anthrophany
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Map 5. Recording locations at Hinewai Reservenarked with coloured stars Source: Hugh Wilson (unpublished).

This series otompositions focuses ahreerecording sitesat Hinewai ReserveséeMap 5). The
chapter ighereforedivided into three main parts, each relating to one of the three Hitedirst two
siteseachfeature one composition and the third site features three compostiahgshe exception of
Cicada these compositiaoccurredspontaneoug and involval little interventional editingl have
thereforenot used separate headingslfmration acoustic elementperformancefield recordingand
editing techniquesas | have done in chaptdhatfocus on only one compdiin. | insteadencompass

these themesollectivelyas each composition is discussed.

6.2 Cicada

Cicadaabstracts and foregrounds a summer keynote sound aigsiastbient soundscape elements
using recordings made in the bush at Hinewai Reserve duringé¢haft@rnoon of 18 February 2012.
The recording site is marked with a green star {dap 5). The hypnotic stridulationof a cicada

obfuscagsthe goings on of other wildlifehe acousticspace around and behiitds filled with many

































































































































