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Welcome
We could say that this conference has been nearly four years in the making, ever since
Carina, Jo, and I were crowded in a tiny graduate student room at Oxford – probably after
one of Dan's seminars – joking about how ambitious (and crazy) it would be to host three
intercontinental conferences. Two conferences deep, and soon to be three, not one of us
would have expected to get this far -- in one piece! And now it's our honored pleasure to
host the first North American node in the Hearing Landscape Critically network. We
express our warm welcome to all the presenters and participants, and our excitement for
your contributions.
I would like to exercise some “local privilege” and take the rest of this space to extend many
necessary thank yous. First goes to the network committee with Carina and Jo, Dan – our
seasoned landscaper – and most recently, Adam – our new administrator. Thank you as
well to William, our expert web designer. There has been a lot of groundwork that has
needed to happen here and I would like to thank Abby, Charles, Eva, Jean, Kaye, Les, and
Nancy at the Harvard music department. And thank you to the managers of Sever Hall and
Tsai Auditorium. I would also like to express my gratitude to the many graduate
student volunteers helping to make sure that everything runs smoothly during the
conference and to Bill, our photographer, for assisting with our official university
recognition. And lastly, to the members of the Local Organizing Committee -- Frederick,
David, Dominique, and our Local Coordinator, Tamar, who have been an amazing team to
work with. A very special thanks must go to Tamar – I would be absolutely lost and
despondent without her.
Finally, thank you to all of our invited speakers, presenters, respondents, chairs,
performers, and artists. This conference would not exist without you.
With best wishes,
Michael Uy, Local Chair, on behalf of the Network Committee

Cover Photo by Tamar Sella
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ARTISTS' INSTALLATIONS
Wednesday, 11am-5pm
Thursday, 9am-5pm
Friday, 9am-3pm
Music Building Room 4:
Betsey Biggs, Sonic Photographs: Lincoln Park
These works are a series of sonic photographs exploring site, sound, and the razor’s edge
between perception and memory. Lincoln Park was an abandoned amusement park near
New Bedford, Massachusetts, which has since been torn down. Photographs and field
recordings were made from climbing the derelict roller coaster, the Comet. The large
digital cibachrome prints are mounted and prepared with electronics and headphones
that plug into the surface of the photograph itself, allowing the viewer to hear
soundtracks made from bits of music, imaginary narratives, and field recordings of the
site.
Betsey Biggs is a composer and interdisciplinary artist whose work in music, sound,
video, and installation aims to expose the beautiful in the everyday, to actively engage the
audience, and to transform place into creative interface through psychogeographic
practice, often adapting the technology of our contemporary world – mobile audio, digital
video, interactive electronics – to engage meaningfully with the physical world around us.
The New Yorker’s Alex Ross has described her work as "psychologically complex,
exposing how we orient ourselves with our ears." She received her Ph.D. in Music
Composition at Princeton University, writing about public sound art, has held
postdoctoral fellowships at Brown and Harvard Universities, and is currently a fellow at
Harvard's Department of Music and an Artist-in-Residence in RISD's Digital + Media
program. Her most recent project is a large sound installation, Sunken Gardens, at the
Caramoor Center for Music and the Arts.
Michelle Y. Lee, La Nuit du Compass/La Compass du Nuit
I first encountered the phrase, “La Nuit du Compas,” around my Brooklyn neighborhood
of Crown Heights. Columns holding up a Long Island Railroad overpass were plastered
with posters advertising a Haitian music concert. The event was called La Nuit du
Compas. Prior to moving to Crown Heights, I had lived in several different international
cities. The practice of reading signs in foreign languages and the attempt to decipher them
had become a habitual practice. My interpretation of La Nuit du Compas was quite literal,
“The Night of the Compass”. The phrase, or rather my personal interpretation of it,
illustrated the existential need to orient and adapt to a place that is inescapably foreign.
Within this personal exposition, the compass serves as a metaphor to finding one’s
direction in life. And as for the backdrop of the night, Roland Barthes’ in A Lover’s
Discourse has defined it best: “Any state which provokes in the subject the metaphor of
darkness, whether affective, intellective, or existential, in which he struggles or subsides”.
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This chance encounter with a poster on the street led me to the conch shell as a symbol of
communication and declarations. The shell became the vehicle for a translated phrase
that was then transformed into an object that spoke back. However, the phrase was a
mistranslated one. Compas in Haitian Creole is the Spanish word for rhythm. The
disorienting effect of mistranslation on memory eventually points to the absence of a true
north.
Michelle Young Lee is an artist from Los Angeles, California. Her multidisciplinary work
transmutes personal and historical narratives into material forms. Photography, video,
ceramics, sound, and found objects are utilized in site-specific/site-responsive
installations. Through Lee’s direction, fabricated and found objects become actors in their
own right, implicating the viewer’s subjectivity in the process through deception via
familiarity and comfort. Resin cast seashells; ceramic sewage pipes and agitated seltzer
water ultimately serve to unsettle a viewer’s sense of certainty and comfort. These works
become agent provocateurs, luring the attention of the viewer towards identifying with
unsavory states of being such as rage, disorientation, and disembodiment.
Lee holds a Master of Fine Arts from New York University (2013). She received her
Bachelor of Fine Arts from the California Institute of the Arts (2006). Her works have
been featured in various international festivals, exhibitions and magazines including Boda
Center for Photography; 80 WSE Gallery in New York City; the Pingyao Photography
Festival in Pingyao, China; Wolgan Sajin: Monthly Photo Magazine Korea; and the 2013
Philosophy and Arts Conference in New York City. She lives and works in Brooklyn, New
York.

Throughout the conference, Sever Hall 211 and 212, Music
Department 4, Carpenter Center:
Teri Rueb and Alan Price, Listening Glass
This interactive sound mapping tool acts as a probe for conference participants to use as
they reflect on topics and themes raised throughout the conference. In counterpart to a
looking glass, these reflections resonate as audio sources embedded in windows at
specific sites where they act as a sounding board for discourse contributed by
participants usingtea the mobile web app.
Specific windows or 'listening glasses' serve as gathering points for conversation
encouraging participants to generate dialogue and exchange in more focused ways. The
app can be used by participants to explore the spaces of the symposium, recording their
own thoughts and listening to other contributor's recordings placed around campus,
acting as geo‐located audio traces through which the broader campus environment is
perceived.
Windows will feature recorded reflections by John R. Stilgoe, Harvard's Orchard
Professor of Landscape History.
To use the mobile web app, point your mobile browser to: accad.osu.edu/listeningglass
The web app includes a map that shows your location on campus. It also shows the
locations of listening glasses in rooms where you can meet with other participants and
listen to audio essays playing from the windows. Tap the icon on the map and you can
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listen to audio recordings created by other participants. You can also record your own
audio to share with others. More instructions are included in the app with the help
button.
You can also listen to audio recordings placed anywhere on the map. You can record
your own audio to be placed on the map at your current position. Just tap the map's
current location marker or the 'record audio' button.
Please note that audio streams over the network, requiring wifi or mobile data usage
while listening.
Teri Rueb is an internationally exhibiting artist who has created GPS-based interactive
sound installations since 1996. Her work has been recognized with numerous awards
including a Prix Ars Electronica Award of Distinction (Digital Musics) and nominations for
the CalArts Alpert Award, Rockefeller New Media Fellowship, and Boston ICA Foster
Prize. She has received grants and commissions from international institutions including
the LEF Foundation, Santa Fe Art Institute, Edith Russ Haus für Mediakunst, The Banff
Centre for the Arts, the Boston ICA and La Panacée Centre Pour L'Art Contemporaine. She
earned her doctorate from Harvard University Graduate School of Design in 2011 where
her research examined constructions of landscape, wilderness and subjectivity in mobile
network culture.
Her most recent work, "Other Order", is a GPS-based sound walk set in the Bussey
Brook Meadow of the Arnold Arboretum / Harvard University (free downloadable app is
available via AppStore and the GooglePlay store). http://www.terirueb.net/other_order
Teri Rueb is a Professor and Director of Graduate Studies in the Department of
Media Study at the University at Buffalo where she is Founder/Director of the Open Air
Institute, a platform for connecting field-based learning and collaborative partnerships at
the intersection of landscape, ecology, media, art and design.
Alan Price creates networked virtual environments and real time animation for
interactive art, games and performance. His work is exhibited internationally and on
permanent display in museums of art, culture, science, and history, including an
international MUSE award for technology in museum exhibits, Prix Ars Electronica award
in interactive art, and inaugural opening of the Deep Space VR theater. His background as
an animator and filmmaker influences his work with immersive and interactive
storytelling, with his time-based media work awarded and exhibited at numerous film
festivals including Black Maria, Transmediale, Humboldt, Anima Mundi, and Ann Arbor,
among others.
Price's most recent work, ConstructAR is an augmented reality multi-user networked
mobile app for collaborative making, available for free personal use from Google Play or
AppStore.
Price is currently at The Ohio State University's Advanced Computing Center for the
Arts and Design, where he conducts research and teaches interdisciplinary courses in
game design and animation.
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ABSTRACTS
(in programme order)
WEDNESDAY JANUARY 14th
9am, Sever Hall Second Floor Atrium: Registration
9.20am, Sever Hall 213: Welcome

9.40am, Sever Hall 213:
1a – Gould's Landscapes
Chair: Daniel Grimley (University of Oxford)
Sherry Lee (University of Toronto), 'Gould's Sonic Landscapes, In Time.'
The three documentaries that comprise Glenn Gould’s “Solitude Trilogy” were broadcast
over the span of nearly a decade. 1967’s “The Idea of North” has received the most
attention, as an articulation of Gould’s conception of “contrapuntal radio” in the context of
an expression of his ideals of solitude, creativity, and subjectivity in relation to both
physical places and social surroundings. Although Janet Somerville describes the second
and third documentaries, 1969’s “The Latecomers” and 1977’s “The Quiet in the Land,” as
“growing naturally out of the first,” the CBC’s move from mono to stereo in 1968
contributed to Gould’s changing conception of the creatively-conceived relationship
between geography, sonic space, and movement within and between them. Lorne Tulk
emphasizes, somewhat poetically, the journeys required to reach the sometimes-remote
sites for recording documentary materials; notably, none was made by airplane. Arguably,
the Trilogy is as much about traveling in places and spaces that are variously
geographically, historically, socially, politically, and technologically defined as it is about
isolated existence.
Much reception of the Trilogy follows Gould’s own statements in giving more weight
to their technological expression of a creative ideal than to the specifics of their content.
This paper attempts a layered consideration of the historico-political content of each
documentary and the potential significance of its sonic mapping into composed and
temporally-articulated spaces expressive of a subtly changing vision. Gould’s listening
exercises are aware of the socio-political dimensions of people’s varied, changing, and
circumscribed relationships to landscapes, and critical of the authority structures that
seek to control subjects in place, even as they enact creative authority over their subjects’
self-articulation. Their oft-cited musical dimension incorporates not only the ideas of
counterpoint and spatial layering, but the temporal dimension that maps the experience
of moving in and traversal of the landscape onto the compositional elements of duration
and form. Over the course of a decade, landscape sounds as a capacity for shifting
conceptually between geography/situatedness and community/self-definition, on a path
that crosses spatial and political boundaries in historical and musical time.
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Lucille Mok (Harvard University), 'Glenn Gould's Solitude Trilogy: Experimental
Radio Broadcasting and a Conflicted Soundscape.'
Although Glenn Gould was best-known as a pianist, he also channeled his creative energy
into other sonic pursuits including a trio of experimental radio documentaries known as
the Solitude Trilogy. Originally broadcast on the Canadian Broadcasting Corporation’s
national radio service from 1967 to 1977, the series explored the theme of solitude as it
pertained to different Canadian communities: a group of southerners living in the Arctic
in “The Idea of North,” a Newfoundland outport community in “The Latecomers,” and a
Mennonite congregation in “The Quiet in the Land.” The trilogy’s most striking sonic
feature was Gould’s use of what he termed “contrapuntal radio.” Using this recording
technique, Gould broadened the texture of the radio documentary by layering multiple
voices simultaneously, often with additional sound effects and music. In doing so, he
challenged the listener to actively attend to the multiple meanings of the interviews
themselves, much like the listener engagement he aspired to evoke with his piano
recordings.
Arguing for a sound-centered study of Gould’s Solitude Trilogy, I analyze the
multiple sonic layers of the documentaries alongside a rich collection of scripts, interview
transcripts, and correspondence from their production held in the Glenn Gould fonds at
Library and Archives Canada. I locate the source of Gould’s creative inspiration in the
intellectual discourse on sound and the environment during the 1960s and 70s in Canada
by such figures as composer R. Murray Schafer and media theorist Marshall McLuhan.
Like Gould, they took an interest in sound as part of a greater awareness of
environmental noise and its relationship to the human sensory experience. Borrowing
Schafer’s concept of the soundscape, I contend that Gould’s trilogy was a “conflicted
soundscape,” exemplifying a clash between the sonic cacophony of Gould’s contrapuntal
radio technique and the trilogy’s central theme of solitude. Less of a meditation on
physical and cultural isolation in Canada, Gould bridged the themes of solitude and
landscape by embracing a variety of influences including the radio documentary genre,
film production techniques, and technological advances in radio broadcasting.

9.40am, Sever Hall 214:
1b – Engagement and Estrangement
Chair - Aaron S. Allen (University of North Carolina at Greensboro)
John Drever (Goldsmith's College, University of London), 'Topophonophobia: The
Space and Place of Acute Hearing.'
Ten years ago I waxed lyrical on the deep, indelible ties of the sounds of Dartmoor with its
inhabitants (Drever 2002), betraying an inclination towards what Sterne’s has called the
audio-visual litany (Sterne 2003). In this endeavour I added a sonic turn to Tuan’s
concept of topophilia (Tuan 1974): “fleeting visual pleasure; the sensual delight of
physical contact; the fondness for place because it is familiar, because it is home and
incarnates the past, because it evokes pride of ownership or of creation; joy in things
because of animal health and vitality." My notion of topophonophilia stressed the
affirmative relationships between place, the sensation of sound and sentiment.
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Those of us who research and practice soundscapes, tacitly extol the positive
attributes of sound and hearing with relation to space and place. We talk of how through
sound we connect, locate, embody, discern and immerse. Through my recent research I
am urged to propose that the opposite is also a reality: sound isolates, excludes,
disconnects, disembodies and dislocates from the material and social world.
Through a study of the impact of noise from high-speed hand dryers, my research
uncovered a wide range of vulnerable groups that due to the sensitivity of their hearing
or particular hearing requirements led to elevated anxiety, fear, pain and confusion and
were in some cases exacerbating their social avoidance. These groups included infants;
the elderly; partially sighted people; hearing aid users; and people with dementia,
cerebral palsy, Ménière's disease, phonophobia, hyperacusis, or hyperacute hearing in the
context of autism and Asperger's syndrome. In the case of autism exposure to noise can
even lead to a shutdown. Following on from this study I came across an extensive range of
environmental sounds that are causing suffering to these groups: bird scarers, mosquito
alarm, classroom noise, traffic noise, waves on a beach and even the dawn chorus.
With reference to Grandin, Canetti and Kafka, as well as new interview material, this
paper will explore the sensory threshold shift of the sensitive hearer, and the sensitising
of hearing, including the use of sonic thresholds to control subgroups.
George Revill (The Open University), 'Landscape, Sound Art, Sonic Engagement and
Environmental Practice.'
Based on examples from contemporary practice in the UK this paper examines some of
the strategies and methodologies being employed by sound artists and composers to
engage with environments, environmental processes and publics as co-producers of
works. The paper takes as starting points both a politics of sound generated within a
process based conception of ontology and an understanding of sound and landscape
informed by critical phenomenology experienced within a tripartite formulation
conceived as medium, method and modality.
The paper is based around an interview with Devon based composer and sound
artist Sam Richards undertaken in Summer 2013. Richards work bridges issues of
landscape, environmental processes and democratic participation. It critically examines
his compositional strategies including translating and sampling environmental processes,
making works in and with specific spaces, places, landscape and engaging audiences as
active participants in the production of sound works. The paper develops its conception
of an aesthetics of connection in terms of strategies and possibilities for sonic
engagement in dialogue with some or Richards own published work, specifically his book
Sonic Harvest: towards a musical democracy (AmberLane Press 1993), Richards self-styled
‘Unmanifesto of Music’ and his most recent book The Engaged Musician (CentreHouse
Press 2014).
The paper considers Richards work in the context of other environmental sound art
and composition from UK based practitioners. The paper examines the implications of
this work for ways of theorising landscape in terms of sonic spaces of voice, intimacy and
distance. It also considers the ways in which landscape and sonic landscapes in particular
provide a medium for developing an aesthetics of connection between heterogeneous
publics, materials, process and practices.
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(11am, Sever Hall Second Floor Atrium: Tea and Coffee.
Sever Hall 211 and 212, Music Department 4, Carpenter Center: Listening Glass)

11.20am, Sever Hall 213:
2a – Time and Space

Chair – Emily Richmond Pollock (Massachusetts Institute of Technology)
Stephanie Vos (Royal Holloway, University of London), 'The Grid and the Circle, the
Clock and the Cycle: Spacing Time in the Music of Abdullah Ibrahim.'
Time is an important mode of discursive engagement in South African jazz pianist
Abdullah Ibrahim’s musical thought and practice. Ibrahim’s thesis of time, reiterated in
his writing and interviews throughout his career, first appears in a poetry cycle Africa,
Music and Show Business written in his early years of exile in the mid-1960s. The clock,
according to this thesis, connotes the regulated time of the northern city, as opposed to
the ‘natural’ cycle of the seasons and livelihood associated with southern village. Several
tropes of time and place are at play in this binary: the violence wreaked by the onset of
regulated time, understood as concomitant with colonization; the bifurcation of exile in
notions of here and there, lived experience and memory, a fractured and holistic
existence. But time also acts as metaphor of place, imbued with contrasting landscapes of
the four- walled urban, gridded space, as opposed to the circular construction of the hut
and the village in rural space. How might clocked time, the gridded city, or the natural
cycle of time, the circular village, be heard in Ibrahim’s music?
Combining approaches from ethnomusicology, jazz studies and cultural geography,
this paper develops Ibrahim’s heuristic through the analysis of form and metre as an
organisational principles of time, and by extension spatiality, in his music. It
demonstrates and also problematizes Ibrahim’s binaries through analyses of
compositions such as ‘Anatomy of a South African Village’ and ‘Pye R Squared’ (or πr2, the
formula for calculating the area of a circle), or Ibrahim’s renditions of jazz standards such
as Fat’s Waller’s ‘Honeysuckle Rose’. More than referents to the panoply of cultures that
shaped the soundscapes of Ibrahim’s Cape Town upbringing or markers of the influences
of American jazz, as other authors have remarked, I argue that in Ibrahim’s music, form
and metre become sites of intervention and critical engagement with constructs of ‘Africa’
and the ‘West’.
Timothy B. Cochran (Muhlenberg College), 'Experiencing Messiaen's Landscape
Sublime.'
Birdsongs hold a prominent position in studies of music by Olivier Messiaen, but the
composer’s representations of landscape--the inanimate yet resonant geographical
spaces in which the birds sing--has received little attention. Although Messiaen’s nature
depictions are free of human agents, they invite listeners to engage with and interpret
landscape from diverse emotional, intellectual, and spiritual perspectives.
Drawing on work by Daniel Grimley and Eric Clarke, this paper focuses on the varied
subjective experiences afforded by Messiaen’s representations of Utah in Des Canyons aux
etoiles. First, I unpack Messiaen’s comments on the relationship between self and
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landscape, which he describes in terms of memory, intimacy, and health. I then analyze
ways that Messiaen creates encounters with the sublime immensity of Bryce Canyon in
the seventh movement of the work. A recurring chordal theme, featuring Messiaen’s
invented resonance chords, portrays the colors of the national park and invokes
monumentality: loud brass orchestration culminates in a fanfare topos and an E-major
resolution that signify the massiveness of the rocks, inviting listeners to recognize the
sublime through musical convention. But if this theme represents the sublime in idealized
and archetypal form, subsequent intrusions of cluster chords and micropolyphony
overwhelm the senses, exposing the audience to the shock of sublime illogicality
firsthand. The chordal theme reappears in retrograde canon, creating a modernized
version of the landscape’s vastness that invites the audience away from topical
recognition and visceral reaction toward contemplation of rational structure. Subjective
experience with the magnitude of Messiaen’s canyon is constantly in flux as each
perception of the rocks challenges the logic of the others. A comparison with canyon
imagery in works by American composers will set Messiaen’s approach in relief.
Time-permitting, I will conclude by questioning these experiences of landscape as
encounters with physical places. Messiaen locates the canyons through sights (coloristic
harmonies) and sounds (native birdsongs) of Utah, but he also displaces their geography
through an eschatological narrative and techniques associated previously with heaven in
Couleurs de la cité céleste--a work Messiaen described as “out of all place.”
A richer understanding of Messiaen’s landscapes as sites of representation and
subjective engagement will result.

11.20am, Sever Hall 214
2b – Mendelssohn and Melodrama
Chair – Lucille Mok (Harvard University)
Benedict Taylor (University of Edinburgh), 'Seascape in the Mist: Lost in
Mendelssohn's Hebrides.'
One of the many paradoxes present in the Romantic aesthetics of music is that at the same
time that music’s separation from worldly phenomena was most stringently insisted
upon, that music became perceived as the ideal subjective art owing to its supposed pure
aurality, the idea of musical landscape first becomes pronounced. Such an apparent
contradiction points to an aesthetic puzzle which requires untangling, for if instrumental
music is seen as truly emancipated from all that is worldly, how does the visual creep
back in?
Mendelssohn’s overture The Hebrides or Fingal’s Cave is regularly considered the
musical landscape (or seascape) painting par excellence. Scarcely another work has such
an unerring capacity to suggest the wide horizons, delicate nuances of changing colour
and light, the ceaseless rolling of the ocean breakers and freedom of the sea.
Nevertheless, it is far from clear how non-representational music can paint a landscape:
certainly not by mimesis, by any direct representation. This paper explores
Mendelssohn’s archetypal example of the musical seascape in order to unravel these
concerns. After briefly charting the philosophical reefs that encircle this issue, I examine
how the aural may nevertheless translate to the visual, and thus how music might create
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its own, virtual landscape. Travelling beyond this, however, we reach the limits of
mimesis and the visual for explaining Mendelssohn’s overture, uncovering his music’s
implications for mythic-historical and personal memory, synaesthesia, and the embodied
subject. I suggest that over and above its evident aural quality and more metaphorical
visual properties this music is bodily, working on the audience through a mixture of
senses and modes of apprehension which may not be entirely reduced to the passive
cognition of sound. Ultimately I argue for a more ecomusicological understanding of
Mendelssohn’s work as embodying a critical reading of a fragile human subjectivity
within nature, an immersive projection of the wild, northern sublime. Indeed, my paper
might be said to take its bearings from Daniel Grimley’s recent assertion that what may be
“commonly heard as exemplars of the picturesque, or as evocative local color, images of
nature in Nordic music invite more radical interpretations that pose questions about the
relationship between humans, sound, and nature.”
Jonathan Hicks (King's College, University of London), 'Fingal's Basaltic Cavern.'
It has long been observed that early-nineteenth-century melodrama drew heavily on the
forces of nature: earthquakes, floods, volcanoes, and precipices were all prominent
features of this famously sensational form of theatre. In this paper I make a more specific
case for a correspondence between the concerns of early geology and what I call “Ossianic
melodrama.” I take my cue from a stage direction in Charles Nodier’s 1820 mélodrame, Le
Vampire: after an overture “expressing a storm” the curtain rises on a dimly lit stage,
which brightens to reveal “a basaltic cavern whose long prisms end in unequal angles
facing heaven … the cavern is strewn with tombs and diverse shapes, columns, pyramids,
cubes of rough and clumsy workmanship.” For those who might not recognise this setting
on sight, the first speech makes the mysterious location explicit: “Of all the lugubrious
scenes of the night … none fills me with such horror as the approach to the cave of Staffa.”
Unlike the Grand Tourist of Poldiori’s 1819 The Vampyre—or the first French spin-off,
Cyprien Bérard’s 1820 novel, Lord Ruthwen—Nodier’s melodramatic villain is drawn to
Fingal’s Cave, one of the northernmost shores of Christian civilisation. This latest iteration
of the age-old bridal-rape fantasy was thus played out amidst the supernatural landscape
of Ossianic lore. For the best part of a decade this combination of place and genre proved
remarkably successful. James Robinson Planché’s 1820 London adaptation, The Vampire;
or, the Bride of the Isles, maintained the same Staffa setting while incorporating Scotch
songs into the orchestral score. Heinrich Marschner’s 1828 Leipzig opera, Der Vampyr,
was also set in Scotland, complete with cave and kilts. Later in the century, the geography
of vampirism migrated to other marginal regions: southern France, bohemian Spain, rural
Cornwall and, most famously, the Carpathian Mountains and North Yorkshire Coast. Yet
the distinctive “Scottish moment” in the 1820s bears further scrutiny. By taking seriously
Nodier’s interest in the fabric of Fingal’s Cave, I propose that rocks formed an active part
in the production of melodramatic meaning. It is well known that contemporary
arguments over the age of the earth had brought the fledging discipline of geology into an
uneasy dialogue with biblical theories of human origin and temporality. But it is less well
understood what role melodramatic performances played in providing a stage for such
debates, through spectacle, shock, and Scottish song.
(12.40pm: Lunch - not provided)
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1.40pm, Sever Hall 213:
Artists’ Panel
Chair – Betsey Biggs (Independent / Harvard University)
Sandra Volny (Paris-Sorbonne University), 'Silence starts at -425m'
On a journey from the Dead Sea Valley down to the Dead Sea’s bedside, Silence starts at 425 m follows a man wondering with his sounding line, pursuing the aural traces left by
the memory of a sea that once used to cover the whole valley. When I started this project,
I had a fantasy that absolute silence might exist on earth and be trapped somewhere.
Could that place be the Dead Sea? Could silence be stored at the lowest point on earth?
What does it sound like in a place where no life can survive? What would I hear, plunging
my microphone into the Dead Sea’s dark viscosity, hundreds of metres below sea level?
During my Braunschweig Project Art Residency in Germany, while researching sound in
the individual and collective imagination and gathering testimonies from the elderly, I
was told by a hospice nurse in a palliative care centre that sound was the final sense we
lost before dying. What sounds would I hear the day I die? What does it sound like when
there is not even our heartbeat or nervous system to listen to? With a hydrophone at the
end of a thin rope, I went to the Dead Sea to measure the silence of the lowest point on
earth. I wanted to capture the testimony of the Dead Sea’s mysterious voice before it
disappeared forever.
Kate Clark and Samuel Dunscombe (University of California, San Diego), 'Parking
Lot Park: Mapping Human Geography through Site Responsive Sound Art
Installation.'
Parking Lot Park is a performance event that maps the various geographies (geologic,
political, social, and sexual) which intersect within the space of San Clemente Canyon, in
San Diego, California. Currently known as Marian Bear Memorial Open Space Park, the
land has undergone many transformations: a harvesting point for the Kumeyaay Indians
and later grazing territory for Mexican cattle ranchers, the presently U.S.-owned canyon
was protected from highway expansions in the 1970s by its namesake, Marian Bear. Since
this period, rampant urban development has hemmed the canyon, creating an island of
green in an otherwise suburban landscape. In recent years, the park has become a
popular cruising spot for homosexual encounters, sparking a backlash of plainclothes
arrests and police surveillance.
Part site-specific installation, part aural and visual ethnography, and part
fictocriticism writing, Parking Lot Park unfolds November 2014 as a sound promenade
and drive-in theater within the canyon itself. Staged over multiple evenings for audiences
of 60, participants traverse the canyon to discover six sound art installations. Each sound
promenade station gives voice to an individual layer of the human geography of Marian
Bear Park. Projected through a set of custom-built speakers, stories are told through
recorded vocal narration, interwoven and counterbalanced with processed and
manipulated field recorded sounds from the canyon. Cast in concrete, buried under soil,
hanging from oak trees, or projected from institutional horns, the sound promenade
speakers respond both aurally and visually to the park trails and its subject matter.
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The evening concludes with a drive-in theater, where participants return to their
cars in the parking lot and watch a 15 minute film about the origin myth erotics of the
geologic birth of the canyon, including a sound composition designed for the insulated
intimacy of a car cab (and broadcast via low-powered FM transmitter).
By drawing out individual threads of material and social engagement in San
Clemente Canyon, the project proposes that landscape is a constantly shifting expression
of emergent, dominant, and residual patterns. Parking Lot Park presents geologic time as
both erotic and contingent as the dynamic between lovers, and conversely, that human
environmental influence is as much of a layer as sedimentary rock.
At the Hearing Landscape Critically conference, we will deliver a hybrid
presentation focusing on three of the seven works. We will present the story of Wyatt, a
veterinarian who has been using the space for public sex since the late 1980’s; Yoli, an
indigenous Kumeyaay captain who used the canyon as a harvesting site in 10,000 BCE;
and finally an excerpt from the drive-in theater film dealing with the canyon’s geologic
inception 5 and a half million years ago. We will present an excerpt from each piece
accompanied by a discussion of the research behind the stories, their accompanying field
recordings, and design of their physical installation.
Sound samples: https://soundcloud.com/parkinglotpark
Project documentation: http://parkinglotpark.tumblr.com
Christopher DeLaurenti (Independent / College of William & Mary), 'A Length of
Sound: Corporeal Improvisation Beneath the Satsop Nuclear Power Plant.'
“Look on my works, ye Mighty and despair!” crows Ozymandias in Shelley's poem;
tellingly, the rest of the famed sonnet mutes the “boundless and bare” soundscape
surrounding the giant fallen statue. “Nothing beside remains,” Shelley avers, with nothing
to hear and only near nothingness – “lone and level sands” – to see.
Majestic projects and monuments inspire silence to cow and control; silence can cast
an illusion of conformity and consent. Yet some abandoned monuments dare us to
discover an unusual soundscape worth exploring, hearing, and preserving.
In this presentation, I will employ my performances in abandoned tunnels beneath
an unfinished nuclear power plant as a conduit to: examine how different modes of
presence elide into performance; cope with inevitable disparities between performer
memory and what microphones capture; and trace the allegorical power of performing
within an abandoned monument.
In 1972, Washington Public Power Supply System (WPPSS) proposed building two
nuclear power plants at opposite ends of Washington state, one in Hanford, the other at
Satsop, near Elma. Due to construction delays and cost overruns, WPPSS was soon
mocked by its acronym, pronounced “Whoops!” Neither plant was completed. In 1982,
WPPSS halted construction, defaulting on $2.25 billion in bonds.
Satsop's two cooling towers and an attendant network of tunnels remained for 25
years, fenced off. Tunnels were buried or blocked. In 1999 at the behest of local and state
officials, the facility was renamed Satsop Development Park. As more small
manufacturers and warehouses moved in, the area was rechristened Satsop Business
Park in 2011. No despair here: the Park's current promotional materials chirpily tout an
“environmentally friendly business park with international connectivity and in a low
density, employee friendly, rural environment.”
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But the tunnels and towers – as well as their unique acoustic signatures – survive to
this day. Wiggling under the fence, I have visited, investigated, and performed within the
tunnels beneath Satsop three times. Designed for delivering water to cool the reactor
core, each tunnel is a perfect tube. Yet the debris, pools of water, boxy alcoves, and the
occasional turning passageway all contribute to a soundscape where sounds near and far
reverberate, echo, and smear.
My journey and the tunnel's architecture co-compose the soundscape. Mere
presence becomes performance: With eyes often shut, I walk through the tunnel.
Performing blind belays most of the habits I have developed with other instruments as an
improvisor. With no light, I cannot know how the tunnel – my instrument – will change, or
even where I/it will go. So I navigate (bypass, stumble over, probe, kick, step on, jab,
echolocate) obstacles and small
dangers with focused listening. My ears map the walls, the floor, the ceiling. I listen to the
drones ahead and what flutters behind. Detecting changes in air pressure, my eardrums
bend as oxygen thins. Sounds feel different inside and against me.
Sonically, these performances manifest the original intent, function, and attempted
majesty of the Satsop Nuclear Power Plant: contemplative, dramatic, peaceful, dynamic,
uncertain, and dangerous.
(3.40pm, Sever Hall Second Floor Atrium: Tea and Coffee.
Sever Hall 211 and 212, Music Department 4, Carpenter Center: Listening Glass)

4.00pm, Tsai Auditorium:
Plenary Session 1
Chair – Sherry Lee (University of Toronto)
Daniel Grimley (University of Oxford), '“Once Paumanok”: Delius, Landscape, and
the Subjectivities of Sea-Drift.'
Delius’s most critically acclaimed American work is the orchestral cantata Sea Drift,
premiered on 24 May 1906 at the Tonkünstlerfest in Essen and dedicated to the
Wagnerian impresario Max von Schillings. Sea Drift is a setting of ‘Out of the Cradle
Endlessly Rocking’ from Walt Whitman’s seminal collection Leaves of Grass (1855, rev.
1870), a work that dwells extensively on the acoustic qualities of landscape and place.
Conventionally read as a nostalgic maritime Liebestod—a Tristanesque study in surging
waves and wistful chromatic lines—Delius’s Sea Drift properly reveals a more complex
and ambiguous relationship with its text and with the idea of landscape. Borrowing from
Beth Jensen’s rich post-Lacanian reading of Whitman’s text, I shall interrogate the notion
of landscape in Delius’s setting as, on the one hand, tracing an agonistic process of loss
that accompanies the self’s emergence from what Kristeva terms the comforting chora of
the semiotic into the adult world of symbolic representation—corresponding, I will argue,
with what Stephanus Muller recently described as landscape’s ‘excess’. On the other hand,
I shall draw on historically contemporary writing on coastal morphology, especially the
work of early twentieth-century English geographer Vaughan Cornish, to describe the
music’s shifting formal processes of transformation, renewal, and ‘drift’. It is here, I shall
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conclude, that the complex layered, sedimentary landscapes and subjectivities of Delius’s
work reveal a more decentered sense of time and place.
Daniel M. Grimley is Professor of Music at the University of Oxford. Dan’s research is
concerned with music, landscape, and cultural geography, with particular reference to
Scandinavian music and early twentieth-century English music. Drawing widely on
analytical, historical and critical theoretical models, Dan’s writing examines landscape
both as a medium of representation or description and as a mode of embodiment or
performance. His work is concerned with the ways in which particular landscapes shape
our responses to music and sound, and equally the extent to which our sense of landscape
and environment responds to patterns or fields of acoustic perception. Dan’s first
monograph, Grieg: Music, Landscape and Norwegian Identity (Boydell and Brewer , 2006),
developed a critical reappraisal of cultural nationalism through analysis of the role which
music and landscape played in the formation of Norwegian identity in the nineteenth
century. His second monograph, on Carl Nielsen, considers landscape as part of a complex
engagement with musical modernism, in dialogue with received traditions of identity,
structure and narrative. Dan is Principal Investigator of the Leverhulme Network, Hearing
Landscape Critically.
Kay Kaufman Shelemay (Harvard University), 'Hearing Geography in Motion:
Processes of the Musical Imagination in Diaspora.'
Discussions of musical mobility and geographical border crossing have long provided
challenges to musical scholarship in part due to the strong grounding of music disciplines
in specific geographical areas and bounded national settings. In this paper, I will query
what transpires when musicians and their music travel, especially under circumstances of
migration and resettlement abroad. Building on the concept of imaginative geographies
originally proposed by Edward Said and extended to performance by Derek Gregory, I
will explore how mobile musicians imagine and represent multiple landscapes through
their music. In contrast to most discussions of the geographic imaginary that emphasize
visual mapping and cartography, I will write against conventional understandings of the
word “imagine” as a process of forming a mental image of something not present, instead
highlighting the auditory imagination. I suggest that music offers a striking case study of
sound’s imaginative capacities and that it provides models for interrogating its own
geographic circulation. Although this paper will draw examples primarily from the life
and work of the Chinese-American composer Lei Liang, imaginary landscapes are
common to musical creativity and performance across many diaspora settings.
Kay Kaufman Shelemay is the G. Gordon Watts Professor of Music and Professor of
African and African American Studies at Harvard University. Her books include Music,
Ritual, and Falasha History (1986; ASCAP-Deems Taylor Award 1987; Prize of the IMS
1988); A Song of Longing: An Ethiopian Journey (1991); Ethiopian Christian Chant: An
Anthology (3 vols., 1993-97, with Peter Jeffery); Let Jasmine Rain Down: Song and
Remembrance Among Syrian Jews (1998); and Soundscapes: Exploring Music in a
Changing World (3rd ed., 2015). She has edited several other volumes, including Pain
and its Transformations (2007, with Sarah Coakley) and Creating the Ethiopian Diaspora
(2011, with Steven Kaplan). Shelemay has received fellowships from the John Simon
Guggenheim Foundation, the National Endowment for the Humanities, the American
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Council of Learned Societies, and the Radcliffe Institute for Advanced Studies. A past
president of the Society for Ethnomusicology, Shelemay was elected to the American
Academy of Arts and Sciences (2000), the American Academy for Jewish Research (2004),
the American Philosophical Society (2013), and the Ethiopian Academy of Sciences
(2014). At Harvard she has won the Gerald R. Levenson Memorial and the Phi Beta Kappa
Teaching Prizes (2006), and the Everett Mendelsohn Excellence in Mentoring Award
(2013).
(5.40pm, Tsai Auditorium, CGIS South: Reception)
(7pm, Grafton Street Pub and Grill, Cambridge: Conference Dinner)
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THURSDAY JANUARY 15TH
9.00am, Sever Hall 213:
3a – Religious Experience
Chair – Frederick Reece (Harvard University)
Nicole Reisnour (Cornell University), 'Making Sense of Religious Space in
Contemporary Bali.'
Over the last decade, a strong current within the anthropology of religion has turned
away from belief, and toward materiality and mediation, as its primary object of study
(Engelke 2007, Hirschkind 2006, Keane 2007). If, following this turn, we define religion as
the set of objects and practices that mediate human relationships with spirits and the
divine, then the materialities of both sound and landscape emerge as central components
of religion across many geographical and historical contexts. This paper explores some of
the intersections of sound and landscape that constitute the religious in contemporary
Bali, Indonesia. I begin by discussing Balinese discourses and practices that locate the
invisible within landscapes. Through a range of examples, I show that sound is a key
medium through which Balinese Hindus engage with the invisible beings that dwell in
places, and that the contours of landscapes are formative of their religious experience and
practice. I then discuss the Puja Trisandhya, a thrice-daily prayer introduced to Balinese
Hinduism in the 1950s, which is now broadcast on loudspeakers in neighborhoods
throughout Bali. Drawing on interviews with residents in several of these neighborhoods,
I show that the amplification of the Trisandhya has been embraced, in part, as an effort to
maintain the identifiably “Hindu” character of Bali’s soundscape at a time when changes
in demographics and land-use seem to threaten the island’s cultural distinctiveness and
touristic appeal. Although it is seen as a means of preserving a Hindu sense of place in a
rapidly changing environment, I argue that this practice in fact reconfigures the
relationship between sound, place, and the invisible that has traditionally characterized
Balinese Hinduism, bringing it into line with religious agendas of the Indonesian state.
Imani Mosley (Duke University), 'Britten's Churches: Acoustic Space, Mysticism,
and Community.'
Composer Benjamin Britten's association with East Anglia and Suffolk invokes imagery of
fenland, shingle beaches, and the cold air of the North Sea. That association is as much
symbolic as it is tied to a very specific location and soundworld, one Britten immersed
himself in while living in Aldeburgh. Much of this comes from Britten's upbringing in
Lowestoft and his immediacy to the sound and ecology of the North Sea. The need to
locate many of his pieces in a specific place reminiscent of his childhood extends beyond
the natural landscape and into the interior of Suffolk's many churches. These churches
not only provide a distinct acoustic space but speak to Britten's young parochialism and
represent a place of community and communal worship.
Suffolk’s churches — Orford, Blythburgh, Aldeburgh, Lowestoft — were not only the
stages and inspiration for many of Britten's works but inform the very performances and
reception of his pieces. For works tailored to a specific acoustic space, the churches also
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impart aspects of worship and communal listening. Britten himself spoke about imagined
auditory landscapes like the “big, reverberant acoustic” he envisioned while writing the
War Requiem. [Britten, Upon Receiving the Aspen Award] While the pieces have a
performative life outside of the church, the connection each of these church-based works
has with its original location is vital to a more comprehensive understanding of them.
This paper will look at some of Britten's works designed for church spaces: the three
Church Parables which include Curlew River, The Burning Fiery Furnace, and The Prodigal
Son, Noye’s Fludde, and the War Requiem. In looking at their premieres as well as recent
performances of Curlew River and Noye’s Fludde, I argue that the nexus of acoustics,
religiosity, and community within each work instructs the audience on how to listen,
respond, and participate. By drawing upon work on medieval, and specifically, medieval
East Anglian theater, ritual and the performance of ritual, church architecture and
acoustics, as well as opera studies and Britten studies, I will discuss how various
acoustics, both real and imaginary, are fundamental to a knowledge of Britten’s church
music.

09.00am, Sever Hall 214:
3b – The Otherworldly

Chair – Jonathan Hicks (King's College, University of London)
Jason McCool (Boston University), 'Remembering through Sound: Sebald, Schubert,
and Signified Nostalgia.'
Few have written more cogently about the topics of walking, remembering, and “tuning
in” to the sounds of nature, history, and landscape than German author and critic W. G.
Sebald. Sebald’s novels, which stand at the intersection of memoir, novel, and travel
writing, reveal a concern with seldom-explored corners of European cultural and literary
history, the catastrophes of modernity, and the idea of place and itinerancy. This unusual
combination of concerns also reveals a number of unexpected resonances with the nature
and history of recorded sound.
In 2012, British documentary filmmaker Grant Gee released Patience (After Sebald),
inspired by Sebald’s book The Rings of Saturn. Gee commissioned James Leyland Kirby to
create a soundtrack for this film prominently featuring a 1927 recording of Schubert’s
Winterreise. In this paper I will argue that Kirby’s technological manipulation and remediation of Schubert’s celebrated song cycle of “wandering” offers what might be called
a “Sebaldian” treatment of sound, freewheeling and discursive, yet firmly “grounded” in
an attempt to come to terms with the troubled ghosts of 20th-century Europe. Drawing
on recent scholarship in sound studies, literary criticism, film studies, and ecomusicology, I will examine how sound can be used to evoke the passage of time and
“remembrance of things past,” and how a Sebaldian notion of place shapes this equation.
Kirby’s cut-up Schubert can be viewed in the context of both film music and
environmental music as sound that acts upon its own historical presence, functioning as
an integral component of an aesthetic whole.
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Janine Stockford (Yale University), 'Negotiating the Ghostly Landscape of Le Petit
Trianon in An Adventure (1911).'
In the summer of 1901, Charlotte Anne Moberly and Eleanor Jourdain—two early female
academics from Oxford University—visited Versailles. Their trip quickly took a surreal
turn when they set off for Le Petit Trianon, Marie Antoinette’s private château. They got
lost along the way, became drowsy and dreamy, and ultimately encountered
anachronistic people and objects. Some months later, Jourdain had similar encounters at
the queen’s nearby farm as well as an acousmatic experience in the surrounding forest.
After a decade of research into the matter, the pair published An Adventure in which they
claimed that they had travelled back to Marie Antoinette’s time.
Moberly and Jourdain are far from the only visitors to have had uncanny experiences
at Versailles, suggesting that there is something imbued in the buildings and gardens that
gives rise to them. Their scholarly negotiation between the physical site and their
phantasmagorical experience of it blurs the boundaries between real and imagined
landscapes. It also illustrates how one’s conception of a landscape, and in particular the
sounds one hears and doesn’t hear in it, can have gendered undertones.
The gendered landscape of Marie Antoinette’s life—in which she was expected to be
self-effacing—mirrored their own experiences as marginalized female academics. Male
ghosts directed them around the grounds of Trianon. When Moberly encountered Marie
Antoinette, she merely stared on in silence. It was only in the forest that Jourdain heard
women’s voices alongside the rustling of silk dresses and violins, as though such feminine
sounds could only exist on the periphery of their own landscape.
The pair’s research was similarly haunted by shadows of male dominance. They
sought scholarly legitimation through mimicry of what were then masculine conventions,
for instance poring through the Conservatoire de Paris archives in an attempt to link the
ghostly music to ‘works’ from Marie Antoinette’s time. Yet their passionate defense of
their phantasmagorical experiences also suggests that they in many ways found their
voices through the queen’s lack thereof. Their consideration of her private life in turn
gave her voice posthumous resonance in Versailles’ historical soundscape beyond “Let
them eat cake.”
(10:20am, Sever Hall Second Floor Atrium: Tea and Coffee.
Sever Hall 211 and 212, Music Department 4, Carpenter Center: Listening Glass)

10.40am, Sever Hall 213
4a – Here Today, Absent Forever
Chair - Alexander Rehding (Harvard University)
Timothy Coombes (University of Oxford), 'Baudelaire’s modernité, Benjamin’s
Baudelaire, and Ravel’s urban subjectivities.'
In his 1863 essay ‘The Painting of Modern Life’, Baudelaire famously advocated an
aestheticization of urban existence, developed through the well-established figure of the
flâneur. The vast urban spaces thrown open by Haussmannization in the second half of
the nineteenth century became, under the influence of this contagious self-mythologizing,
a kind of stage, for the city’s social elite, bourgeoisie and poetically inclined. Music played
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several kinds of role in this widespread theatricalizing of urban spectacle. Art-music
could involve itself through the ‘synergy’ that, as Watkins suggests, exists between
environments musical and environments physical, and through the shifting of aural
distinctions between music and noise. Critics have often noted Maurice Ravel’s
Baudelairean sensibilities, but rarely his propensity for ‘flâneuring’, or preoccupation
with Paris’s ‘counterpoint’ of sounds. The title of an early two-piano work, ‘Sites
auriculaires’, may bring other compositions to life, as experiences of place manifested to
and through the ear.
Baudelaire famously dreamt of a ‘poetic prose’ derived from, and expressive of,
urban modernité – ‘born of giant cities, of the intersecting of their myriad relations’.
Following Ross Chambers’s discussion of ‘intersection’ and ‘collision’ in Baudelaire’s
poetry, I interpret the final movement of Ravel’s Gaspard de la Nuit as evincing a
comparable sense of ‘being-in-environment’, through its melodic deformations, gestural
fragmentation and artifice of illogicality. Embodied in the ‘physiognomies’ of Ravel’s
writing is, I suggest, a way of hearing soundscape, of imbuing an environment with fictive
subjectivity, that draws from contemporaneous conceptions of Paris as theatrical space.
For Walter Benjamin (the twentieth century’s paradigmatic flâneur), reading Baudelaire
was a means of dealing with ‘modern’ urban existence, transforming his notion of
‘Erlebnis’ (momentary experience, inclined to anaesthetize the urban subject to sensory
bombardment) into ‘Erfahrung’ (‘long’ experience, to be retained and re-used). The
‘kaleidoscopic’ subjective state into which Ravel’s music draws its listeners can, likewise,
be heard as facilitating a comparable transformation, through which to contain and
transcend urban chaos and alienation. Conceived as such, this music perhaps forms a
means of celebrating – in the face of Haussmannization’s ordered, rationalizing urge –
what de Certeau describes as the individual’s dis-unified, creative, ‘tactical’ experience of
the city.
Julian Johnson (Royal Holloway, University of London), 'Nothing Other Than The
Place.'
Music is most like landscape in its capacity for presentation not representation, as a site
of powerfully significant encounter without signification. Both take place but, in a
linguistic sense, say nothing. My enquiry thus employs a process of triangulation whose
third term is language, a three-way mapping that avoids the binary opposition between
(linguistic) meaning and (non-linguistic) ineffability by which music and landscape are
considered as sites of pre-rational plenitude (Rousseau to Proust to Jankélévitch).
Since music stages a play of signifiers without signifieds, it epitomises Gumbrecht’s
idea of the interference between ‘presence effects’ and ‘meaning effects’. In its ‘production
of presence’, significant without signifying, it reconfigures the world as understood by
language. Like landscape, it occasions an encounter whose potency hinges on the
presentation of a linguistically-mute meaningfulness. Unlike landscape, however, music
constantly grazes the edge of language. My focus is therefore the overlapping of music,
language and landscape as it occurs most transparently in song.
Schubert’s Die Winterreise (1827) inverts the romantic promise ascribed to
landscape to parallel Derrida’s sense of a language in which ‘the sign is determined by the
trace or track of that which is forever absent’. These songs reflect on the gap between
world and word that joins 16th-century pastoral to the ‘imaginary landscapes’ of 20th20
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century music. The idea of landscape, modern music and the crisis of language offer
triangulation points of modernity and (from Montaigne to Merleau-Ponty) of the dialectic
of the body that is at once the vehicle of the autonomous subject and the site of desire to
overstep its bounds.
The importance of hearing landscape through music lies in the way it reconfigures
linguistic and philosophical constructions of self and world, and thus critically reshapes
‘the sense of the world’ (Nancy). The quality of an epiphanic encounter with landscape, in
which ‘nothing other than the place will have taken place’ (Mallarmé), is taken up by
music that presents itself while saying nothing, a mute articulation that nevertheless
borders language the more meaningfully to depart from it.
James G. Mansell (University of Nottingham), 'Everyday Aurality and National
Belonging in the Second World War.'
In their now classic 1942 film Listen to Britain filmmakers Humphrey Jennings and
Stewart McAllister painted a vivid sound picture of Britain at war on the home front. They
‘blended together in one great symphony…the music of Britain at war’ to borrow the
words of the film’s own commentary. Jennings, a co-founder of social survey movement
Mass Observation, had long been fascinated by the social significance of everyday sounds.
In Listen to Britain the noise of airplanes, of factories at work, of bombs falling, of quiet
English fields, and of everyday music-making, were intended to encapsulate the spirit of
the ‘people’s war’ more powerfully than words or images ever could. This paper argues
that both within and beyond the filmic efforts of the Ministry of Information, national
identity and everyday sound were deliberately and powerfully bound together during the
Second World War in Britain. The paper offers an auditory perspective on the politics of
nationhood by identifying the ways in which certain sounds were designated as sources
of authentically national culture and how certain habits of listening were re-codified as
essential to good citizenship in wartime Britain. Sonya Rose has argued that, during the
war, depictions of the city tended to signify the nation-at-war, whereas the countryside
came to symbolize its ‘historical permanence’. While she notes that the sound of rural
church bells featured in the imagination of the countryside as the permanent essence of
the nation she does not go on to discuss in any detail the prominent role which aurality
played more generally in the experience and representation of the war and in defining the
wartime nation. The reservation of church bell ringing to indicate enemy landings
prompted a debate about the sonic essence of the nation in which the loss of rural church
bell ringing in particular, as a signifier of the nation-at-large, was mourned. This paper
examines debates about the aural significance of church bells alongside the question of
adoption or otherwise of earplugs to block out the noise of air raids, among other
examples, in order to critically evaluate the role of everyday soundscapes in Britain
during the Second World War.
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10.40am, Sever Hall 214
4b – Rough, Smooth, Film
Chair – George Revill (The Open University)
Thomas Peattie (Boston University), 'Audio-Visual Mapping in Monte Hellman's
Two-Lane Blacktop.'
Monte Hellman’s 1971 feature film Two-Lane Blacktop has attracted only passing
attention from scholars. Equally surprising is how little emphasis has been placed on its
unconventional sound design, which employs a diverse range of sonic markers that
alternately map and resist the film’s traversal of landscape. Part road film and part
existential journey, Hellman invites us to share the road with three unnamed characters
whose reluctant wager to race from Los Angeles to Washington D.C. sets in motion a
journey that tells no story and follows no obvious path. And while our attention is
constantly drawn to the dramatic vistas of the rural Southwest—vistas that only rarely
capture the interest or attention of these characters—the experience of this everchanging landscape is shaped not by what we see but rather by what we hear.
In this paper I argue that what distinguishes the film’s rich sonic tapestry is
Hellman’s creation of a unique audio-visual landscape that is determined almost
exclusively by the automobile and its associated technologies: namely, the sound of the
engine, the radio, and the occasional fragments of music from the car’s cassette player.
Yet in each case these sounds are exploited to entirely different ends. The radio, for
instance, often functions as a sort of geographical guide that maps territory, identifying by
means of “call letters” specific locations, which in turn orient the viewer as we travel
slowly East. More significantly, sound is often used to obliterate the passing landscape
itself. In the film’s opening scene, for example, we are oriented not by vision but by sound.
For by emphasizing so forcefully the mode of conveyance through which landscape is
traversed, the viewer is already overwhelmed at the outset not by the image but rather by
the sound. Indeed, for much of the film we hear only the constant high-pitched drone of
the engine, a sound that on more than one occasion calls to mind the unmistakable soundimage of film running through a projector.
William Fourie (Stellenbosch University), 'This is Our City.'
‘Why are we having a discussion about whether or not we are welcome in the city? This is
our city… Tell us we can’t be here and we will hit you with our guitars.’ These are the
words of Stephen Hobbs, co-director of one of South Africa’s largest providers of public
art, the Trinity Session, describing two different perspectives of Johannesburg. One is the
perspective of the fearful suburban resident, who sees the city as a dystopian ‘mirage’ and
would question their (and any-like minded individual’s) sense of belonging there. In
contrast, those who’s views are directly voiced by Hobbs here, would violently arrest
their belonging in the city. The latter is a new generation seeking to reconstruct their
ownership of the city.
The present paper will attempt to understand how Mocke J van Veuren’s Jozi
Rhythmanalogues represents the above-mentioned reconstruction. The work
incorporates various sites in Johannesburg captured in time-lapse films. Through
speeding up the replay of images, a certain rhythm arises out of the movement of the
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occupants of these spaces. This movement is captured by the graphical inscription of the
luminance value of each frame of the films, rendering a representation of the movement
in the film similar to a spectrograph. The graph produced can be seen as a trace of the
city, the trace that, in turn, becomes a score for musicians to play in synchronicity with a
screening of the original time-lapse films. Through this process, the work presents a
distorted image of Johannesburg as the grounds for a new interpretation in sound.
Construction of the identity of place, by the distortion of an erstwhile identity, I hold,
serves as the means by which the work attempts to challenge ownership of place.
Through investigating the works construction and distortion of place through modes of
tracing, I seek to understand how tracing serves as a form of inscribing, a key facet in the
shaping of subjective constructions of place. As such, this paper will aim towards
unlocking certain new compositional practices in Johannesburg that seek to challenge
accepted forms of social space.
Marietjie Pauw (Stellenbosch University), 'SAGA 631: Exploring the Gaps of Smooth
Space in Johannesburg.'
Smooth space is a theoretical underpinning that architect Lindsay Bremner applies to
Johannesburg in Writing the city into being (2010). In this paper I will present Bremner’s
notion of smooth space, which suggests ‘looseness, deregulation, de- and reterritorialisation’ and which serves to portray a Johannesburg of ‘radical uncertainty,
unpredictability, ethereality and insecurity’. I suggest that characteristics of smooth space
are found in SAGA 631: Road landscape (2008), a work for chamber ensemble and film.
This collaborative work by composer Angie Mullins and filmmaker Eduardo Cachucho
makes use of mirroring and warping, gliding, echo, tempo changes, abrupt endings and
hoverings. In my interpretation these aspects of continual flux, change, non-closure and
sense of indeterminacy that drive SAGA 631 perform Bremner’s notion of ethereality and
unpredictability. Through this analysis the music and film (experienced through notions
of smooth space) allow for access into multiple layers of the experience, imagination and
becoming of a city.
I then engage with one of the underlying layers in particular and assign the term
‘gaps’ to SAGA 631. I suggest that smooth space operates against the background of
striated space (from Deleuze and Guattari, 2004), and that the presence of an audience
during the performance of SAGA 631 allows the tropes of striation that are seemingly
amiss in the music and film, to emerge. Tropes such as well-known scenes of inhabited
but derelict Hillbrow apartments versus elaborate Tuscan enclaves; sidewalk vendors
and trolley pushers versus themed shopping malls; and gold mine digging versus Sandton
business sleekness are not shown or sounded. SAGA 631 shows notably little human living
in the city itself, other than a brief screening of two persons walking. I propose that the
composition invites an audience to fill in the gaps of human living. The gaps in the film
and composition are therefore not evasive or elusive, but crucial to the activation of the
audience’s imaginative perceptivity, as Wolfgang Iser’s classical reception theory also
reminds. The open-endedness of smooth space —its notions of flux, possibility and risk—
enable such creative participatory completion.
I will illustrate my suggestions with the screening of videographed material taken at
a live performance of the music and film of SAGA 631, in which I performed. Through this
material I will engage self-reflexively on my experience of the activism, performance and
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performativity of an urban landscape.
(12.40pm: Lunch - not provided)

1.40pm, Sever Hall 213:
5a – Identity and Community Politics
Chair – David Blake (Stony Brook University)
Sarah Eyerly (Florida State University), 'How the Moravians Sang Away the
Wilderness.'
Eighteenth-century Bethlehem, Pennsylvania, was bounded on all sides by trees so tall
they blocked the sun. Passage through the forest from Philadelphia or Pittsburgh was
made on existing trails created by Native Americans, rudimentary cart-ways, or on water.
It was a world of virgin forest, and wild, rocky rivers. For the German-Moravian
missionaries who founded Bethlehem and their Delaware converts, the aural boundaries
of the community were intimately connected to the physical barriers of the surrounding
wild-lands. Moravians sang to keep out the wilderness, to carve a human space in a vast
landscape that threatened to engulf them. They sang in the morning, afternoon, evening,
and through the night; in work, prayer, conversation, and worship. On their deathbed,
countless Moravian Lebensläufen [spiritual biographies] record that the dying person’s
last act was to sing. Spiritual elders walked the streets at night, singing hymns that
protected the unconscious minds of fellow congregants. However, it was not just the
regularity of singing that kept the wilderness at bay. Eighteenth-century accounts
describe Moravian singing as “soft, reverent, beautiful, highly emotional, felt, experienced,
heart-rending.” Countless travelers wrote of their tearful reactions. There was something
about the way that Moravians sang that marked the aural boundaries of the community.
You were Moravian if, and when, you sang as a Moravian. In eighteenth-century European
and American towns, both Moravian and non-Moravian, the boundaries of a church parish
did not in general exceed the sound of the church bell. Church bells carved a civilized
space from the wilderness, separating those within earshot from those without, much as
the church bells of Elizabethan England separated mankind from their “others,” the
fairies, and Italian church bells defined the political and cultural boundaries of
campanilismo [local patriotism]. In just such a way, Moravian singing defined the
boundaries of the Gemeine [community]: binding together those who “belonged,” both in
terms of physical community, Bethlehem’s crafted landscape of barns, houses, fields and
fruit groves, but also in terms of the spiritual community of past, present, and future
Christians. In the diverse world of colonial America, Moravian identity was negotiated not
just with surrounding communities, cultures, and religions, but also within the aural
boundaries of the singing voice. This sung boundary pushed back the untamed edge of the
eastern Pennsylvania wilderness. If Bethlehem fell silent, the wilderness came creeping
in. So, Bethlehem sang on.
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Charitie Hyman (University of Wisconsin-Madison), 'Music, Mountains, and
Minorities: The Carpathians in the Ukrainian Imagination.'
In geographic and political terms, the Carpathian Mountains make up the western border
of Ukraine. The closely related communities of Rusyn, Hutsuls, and Lemko live here. In a
land once ruled by several empires and bordering states, national symbols can be fraught
with divergent meanings. Given their distance from the Crimean Peninsula, and recent
conflicts with Russia over territory, history, and ethnic identity in the east, the
Carpathians seem to be a safe symbol within the Ukrainian nation. But in the early 20th
century, the Rusyns too experienced their own national awakening in a bid for an
independent Carpatho-Ruthenian state. Today several neighboring states recognize the
Rusyn as an ethnic minority with their own distinct language, but not in Ukraine. Rather,
the Carpathian Mountains serve as a site of Ukrainian authenticity imagined as a
landscape infused with musical traditions and populated by communities who are
categorized as Ukrainians rather than ethnic minorities.
In ethnomusicological terms, the soundscape of the Carpathians is shaped by the
trembita, the shepherds' deep call across the mountain valleys, and by the drymba or jaw
harp resonating through the dark forests. The Carpathian Hutsuls have a unique and
varied musical tradition, but most commonly the kolomyjka—improvised often satirical
rhyming couplets—is associated with this region. The mountains, their people, and their
music are taken to be an integral part of the Ukrainian landscape, within the borders of a
nation-state legitimized through folklore, history, and even modern art. But even on the
everyday level the Hutsuls and their music are romanticized in a process of internal
exoticization. Youth travel here on amateur ethnographic expeditions, gathering songs
from local elders and participating in the carnivalesque celebration of New Year.
Based upon anthropological ethnographic research, in this paper I begin to
complicate the Ukrainian conception of the Carpathians: who is included in this vision,
who is excluded as Carpathian performances become Ukraine ones? How does the
process of laying claim to Carpathian music as a source of Ukrainian authenticity both
romanticize and marginalize the Rusyn, Hutsuls, and other Carpathian peoples?
Katherine Brucher (DePaul University), 'Sounding Out Community at Portuguese
Feasts in New England.'
This paper explores how sound figures in the configuration and experience of festive
space at religious feasts in Portuguese diaspora communities in southeast New England.
Sounds that encompass community bands, church bells, hymns, pop bands, recorded
music, and noise makers play a critical role in a multi-sensory experience that
participants consider indexical of “Portugueseness” within the context of a feast. These
sounds are heard within two key soundscapes of the feast – the religious procession that
consecrates the community and the arraial, or festival grounds. Bandas filarmónicas –
community wind bands – sound out the boundaries of community both literally and
figuratively in a religious procession that begins at the local Roman Catholic church,
winds through the parish, and culminates at the arraial, where community members
gather to eat, drink, dance, listen to music, and socialize. In Portugal and in diaspora
communities, participants organize the feast around natural and manmade elements that
constitute the communal space. Many of the traditional rituals developed in rural
Portuguese villages and towns with cobblestone streets and closely built stone and stucco
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buildings that amplify sound, which travels across the comparative quiet of nearby fields
or forest. By contrast, in places like Fall River, Massachusetts or Cumberland, Rhode
Island, community stakeholders such as the bands, feast planning committees, and
Portuguese social clubs find ways to adapt these traditions to a radically different urban
environment with highways, parking lots, wooden houses, former textile mills, and sound
ordinances. This project draws on ethnographic fieldwork conducted at feasts in northern
Portugal and in southeastern New England over several years as well as interviews with
festival attendees, musicians, and planners. This study offers an opportunity to consider
how diaspora communities use sound to reclaim urban spaces, and at least momentarily,
transform and re-imagine these spaces as evocations of homeland.

1.40 pm, Sever Hall 214:
5b – Music, Poetry, and Transition
Chair – Adeline Mueller (Brown University)
Aaron F. Judd (Yale University), 'Li Bai, Guo Wenjing, and the "Dangerous"
Landscapes of Sichuan.'
In 1987, the young Chinese composer Guo Wenjing, a native of Chongqing, produced a
grand choral-orchestral setting of “Shu Dao Nan” (“Treacherous, the Ways of Shu”) by the
Tang poet Li Bai (701-62 CE). The poem depicts the severe topography of Sichuan (also
known as Shu). In this paper, I will examine Guo's setting as an interpretation of the poem
and the landscapes that inspired it. First, the piece will be contextualized within the
flourishing of landscape-music during the Early Reform period of the People’s Republic of
China (1978-89). I will argue that whereas writers and filmmakers of the period, indebted
to the example of Lu Xun, often saw the remote countryside as a place of staleness and
repression, musicians (including Guo in his earlier music) were more likely to focus on
the transcendent and dynamic potential of rural and wilderness landscapes. Therefore, a
key question about Guo's setting is the following: how does Guo navigate Li Bai's
divagations between release and suffocation, exhaustion and ecstasy, freedom and
danger? In the second part of the paper, I will propose an answer to this question with
special reference to the poem’s refrain. Finally, I will turn to general reflections. Guo
represents a generation of Chinese musicians broadly concerned with rural and
wilderness places and identities, despite their diverse perspectives. At the same time,
their work coincided with the beginnings of China's ongoing, and historically massive,
urbanization and industrialization project. What do compositions such as Guo's mean for
those of us (given global ripple-effects, perhaps all of us) who are involved in this vast
shift and its environmental consequences?
Philip Ross Bullock (University of Oxford), 'Landscapes and Lyric in NineteenthCentury Russian Song: The Case of Rimsky Korsakov.'
Scholars of nineteenth-century Russian culture have examined how newly acquired
territorial space (the Caucasus and Central Asia) was transformed into Imperial place
through processes of artistic representation. In this paper, I propose to explore the role
played by music in this process, focusing in particular on how music participates in the
evocation of oriental landscape in this period, and drawing on scholarship on visual
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culture as a way of rethinking the relationship between national identity and landscape. I
will examine a corpus of songs by Nikolay Rimsky-Korsakov, a composer whose memoirs
and letters reveal a particularly acute sensitivity to visual stimuli, both natural and
artistic. In comparison to other nineteenth-century Russian composers, a strikingly high
proportion of his songs set texts evoke landscape, whether as a phenomenon in its own
right (like an unpopulated painting, for instance), or as something perceived by a subject
within a particular geographical space. Moreover, secondary criticism has often employed
a number of interesting terms in order to capture the formal specificity of Rimsky’s songs:
peizazhnost’; zhivopisnost’; and kartinnost’, all of which have an abstract quality that is
difficult to render idiomatically into English. Peizazhnost’ might be translated as
landscapicity or landscapeness (from peizazh, or landscape); zhivopisnost’ might be
painterliness or even plasticity (from zhivopis’, or painting); kartinnost’ gives
picturesqueness, scenicness, scenicity or even depictedness (from kartina, or picture, image,
scene). Taken together, these terms suggest a kinship between Rimsky's songs both with
the natural world itself, and with the representation of the natural world in the visual
arts. Specifically, I will explore how, in Rimsky’s songs, landscape is tied to themes in the
development of Russian national identity in the nineteenth century. This much is perhaps
obvious (if underexplored in the case of Rimsky, whose reputation in music history is as a
liberal, rather than a reactionary), so I will then advance the argument by exploring how
parallels between the visual arts and music map onto a tension between dynamism and
stasis in the construction of musical compositions, viewing landscape not only through an
ideological prism, but also an aesthetic one.
James Grande (King's College, University of London), '"Like Articulate Sounds of
Things to Come": Listening to Landscape in Wordsworth and Coleridge.'
This paper will explore music and metaphor in Wordsworth and Coleridge’s poetry
around 1800. Returning to this ultra-canonical moment in literary history, it will argue
that critics have tended to underplay an important part of its significance; namely, the
naturalization of a silent poetry, at odds with a late eighteenth-century poetic culture
dominated by ballads, songs and hymns. The extent of the transformation that
Wordsworth and Coleridge brought about in ideas of English poetry can be measured by
how unremarkable it soon seemed for lyrics not to be sung.
I will argue, however, that remembered music, oral traditions, musical metaphors
and the sounds of an urbanizing and industrializing society played a central role in both
poets’ work of this period. In particular, music helped to mediate the opposition between
country and city that is one of their central themes. Wordsworth’s Prelude describes his
own early dreams of London through the image of ‘young Whittington,/ When he in
friendlessness, a drooping boy,/ Sate on a stone, and heard the bells speak out/ Articulate
music.’ Lyrical Ballads (1798), however, signals a retreat from urban life and radical
politics, associated in ‘Lines Written a Few Miles Above Tintern Abbey’ with ‘the din/ of
towns and cities’, and towards a private song which still claims to hear the ‘still, sad music
of humanity’. Music is also central to Coleridge’s ‘conversation’ poems, which were
published in the same year by the Unitarian bookseller Joseph Johnson. ‘Frost at
Midnight’, for example, moves from ‘extreme silentness’ to remembered church bells –
‘the poor man’s only music […] like articulate sounds of things to come’ – and finally to a
Unitarian faith that finds in nature ‘lovely shapes and sounds intelligible/ Of that eternal
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language’.
Hazlitt wrote dismissively of Wordsworth living ‘in the busy solitude of his own
heart; in the deep silence of thought’. Silence – or attentive listening – may be linked with
the aesthetics of the sublime, but this paper will suggest that a much more complex
relationship exists between music, landscape and social concern.
(3.40pm, Sever Hall Second Floor Atrium: Tea and Coffee.
Sever Hall 211 and 212, Music Department 4, Carpenter Center: Listening Glass)

4.00pm, Tsai Auditorium, CGIS South
Plenary Session 2
Chair – Julian Johnson (Royal Holloway, University of London)
Holly Watkins (Eastman School of Music, University of Rochester), 'On Not Letting
Sounds Be Themselves.'
The modernist notion of “sound itself” is a familiar one. John Cage’s 1957 essay
“Experimental Music,” for instance, famously argued that composers must “set about
discovering means to let sounds be themselves rather than vehicles for man-made
theories or expressions of human sentiments.” On the face of it, lending an ear to “sound
itself” seems to foster a more inclusive approach to sonic experience, in that it refuses to
honor putative distinctions between human-made sounds (including music) and sounds
originating from nonhumans, living or otherwise. And yet, this apparent catholicity arises
from a rather strange understanding of sound in nature. For example, composer John
Luther Adams has written that “sounds as they occur in the world simply sound. Their
greatest power and mystery lie in their direct, immediate and non-referential nature. If
we listen carefully enough, occasionally we may simply hear them just as they are.” Is it
really correct to say that the songs of birds and the cries of animals are nonreferential? Rather than representing an escape from signification, the natural world is
positively saturated with signs, which are interpreted by living things in highly variable
ways. Even the sound of gusting winds might be understood by an animal as
necessitating a specific action, such as seeking shelter. This paper critiques the modernist
concept of “sound itself” from a biosemiotic perspective, arguing that a fixation on sounds
themselves is a marker of distance from rather than proximity to nature on the part of
self-described moderns. The paper charts an alternative common ground between music
and natural sound that accommodates the semiotic character of both while refusing to
privilege any particular repertory or style.
Holly Watkins is an Associate Professor of Musicology at the Eastman School of Music in
Rochester, NY, where she has taught since receiving her Ph.D. from the University of
California, Berkeley in 2004. Her 2011 book Metaphors of Depth in German Musical
Thought: From E. T. A. Hoffmann to Arnold Schoenberg was published in Cambridge
University Press’s series New Perspectives in Music History and Criticism. In 2010-11,
she held a Harrington Faculty Fellowship at the University of Texas at Austin. Her
published work, which focuses on aesthetic, philosophical, and ecological issues, has
appeared in such venues as the Journal of the American Musicological Society, 19th28
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Century Music, Contemporary Music Review, and Evental Aesthetics. Granted an ACLS
Fellowship for the 2014-15 academic year, Watkins is working on a book that investigates
the history of musical organicism in relation to formal and biological points of connection
between humans and nonhumans.
Bruce Smith (University of Southern California), 'Sounding the Landscape in The
Tempest.'
“The isle is full of noises,/ Sounds, and sweet airs”: Caliban’s description of the fictional
setting of Shakespeare’s The Tempest invites us to catalogue those sounds, to investigate
the ways in which they are manipulated by the play’s magician protagonist Prospero, and
to consider the possibility that Shakespeare as playwright might be acting as a “sound
artist” avant-la-lettre. Caliban is a native habitant of the play’s supposedly “un-inhabited
island,” Prospero is a geographical interloper from Milan, we are temporal interlopers
from a time in which “sound art” has a name and a recognized if controversial set of
protocols. My investigation of The Tempest as sound art involves multiple senses of the
word “sound”: as physical phenomenon, as psychological sensation, as human action, and
(most important in the context of this conference) as taking the measure of a fluid space.
My explorations are guided by Michel Chion’s distinction among causal listening,
semantic listening, and “reduced listening.” All three modes, I argue, are invoked in
Shakespeare’s script. Like sound art in our own cultural moment, The Tempest is attentive
to sound disjoined from its source, to modes of listening beyond semantic decoding, to
physical environment, and to the condition of sound as sound.
Bruce Smith studies the literature and culture of early modern England, including
Shakespeare, gender, sexuality, acoustic ecology and historical phenomenology. Among
his six published books, "The Acoustic World of Early Modern England” won the 2000
Roland H. Bainton Prize for Literature, attracting the attention of theater professionals,
communications specialists and musicologists. His current work explores what it was like
to live in the kind of body imagined by early modern medicine and to perceive the world
through that body. He is particulary interested in how important the senses and the
passions were to perception before Descartes divorced the thinking mind from the
sensing body in the middle of the 17th century.
(5.40pm: Dinner - not provided)
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FRIDAY JANUARY 16TH
9.40am, Sever Hall 213
6a – Sound Politics
Chair – Adam Harper (University of Oxford)
You Nakai (New York University), 'Insular Organs: On the Natures of David Tudor’s
Island Eye Island Ear .'
In 1970, David Tudor, who had recently made a transition from the most prominent
pianist of post-war avant-garde to a composer of electronic music, conceived and
constructed a "musical instrument" out of an entire pavilion at Osaka Expo. Tudor
expressed this aim clearly, and his statement has been widely documented in the writings
on Pepsi Pavilion. But the radical implication of his claim was never quite acknowledged.
For his vision entailed a counter-intuitive shift in scale between the human and the
instrument: the composer/performer, along with the audience, was now placed "inside"
the instrument. Soon after the Pepsi Pavilion, Tudor began searching for the location of
his next project, which would further extend his idea on musical instruments out of a
human-designed architecture into an expansive, yet still delineated, natural landscape: a
desert island. Together with engineer Billy Klüver from Experiments in Art and
Technology, and artists Fujiko Nakaya and Jackie Monnier, Tudor worked extensively on
Island Eye Island Ear over the next decade. The size of the island was dictated by what he
considered as "the maximum scale for feedback to occur": 20 minutes to walk from one
edge to the other, and an hour to walk around. The landscape also had specific
requirements: large boulders and exposed bedrock, along with variations in elevation and
contours. Tudor planned to use parabolic reflectors to create sound beams in various
spots of the island, which would output sounds from other parts of the same island (and
thus realizing "feedback" in an extended sense). From 1973 to 79, four islands were
researched, but the work never reached its completion. Based on interviews with Nakaya
and Klüver's widow and then-assistant Julie Martin, as well as detailed readings of
materials from the David Tudor Papers now archived at the Getty Research Institute, this
paper offers a comprehensive view on the project to build quite possibly the biggest
instrument in the world. It will articulate Tudor's unique vision in which the notion of
(electronic) musical instrument blended with natural landscape in an idiosyncratic
manner and on a grandiose scale, and analyze how the very distinctiveness of this
approach led to the eventual abandonment of the endeavor.
Amy Cimini (University of California, San Diego), 'Maryanne Amacher and the
Sound of Pass Christian, Mississippi: 1969 & 1975.'
Between 1967 and 1988, American experimental composer Maryanne Amacher
developed a series of sound installations called “City-Links,” in which she transmitted live
sound from urban environments via telelink to studios, museums and gallery spaces
across the U.S. Framed as study in sonic spatialization, “City-Links” almost exclusively
documents East Coast cultural centers, with a compelling exception: a 1975 recording
made in Pass Christian, Mississippi, called “Tone and Place 2,” which documents the
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regional air’s resonant frequency between 74 to 76 Hz. Challenging historiographic
presumptions about American experimentalism’s politics of place, this paper develops a
conceptual and historical framework for understanding Amacher’s recording as an aural
document of the conjunction of ecology, activism and politics in Mississippi during the
1960s and 1970s.
Amacher’s 1975 aestheticization of Gulf air was preceded by its politicization in the
aftermath of Hurricane Camille, which devastated Pass Christian in August 1969. The U.S.
Department of Health, Education and Welfare and Office of Civil Rights treated the storm,
in part, as an opportunity expedite desegregation in Mississippi, where Brown had been
delayed or ignored since 1954, implementing a controversial federal disaster relief plan
contingent on recipients’ compliance with Brown. This paper posits Camille and the
complex ecological and political stakes of these policies as a crucial prehistory for the
gentle 74 to 76 Hz that resound in “Tone and Place #2,” asking how Amacher’s
deceptively simply environmental recording demands critical and listenerly engagement
with the conjunction of disaster rights and civil rights in Pass Christian after 1969.

9.40am, Sever Hall 214:
6b – Hearing Ecologies

Chair – Tamar Sella (Harvard University)
Aaron S. Allen (University of North Carolina at Greensboro), 'Soundscapes and
Landscapes: Lifecycles of Portable Media Players.'
Portable media players — iPods, smartphones, tablets — function as passive listening
conduits and as active musical instruments. Studies have emphasized the social mediation
that portable media players (PMPs) facilitate and the ways these technologies change
musical experiences (Levy 2006, Bull 2007, Bergh and DeNora 2009). These small objects
have done remarkable cultural work in a short time; in short, they have fundamentally
altered modern soundscapes.
Yet these new toys perpetuate old values of exploitation and colonialism, and they
thus impact global landscapes as well. To date, scholars have focused primarily on the
technological mediation of musical and cultural experiences at the expense of negative
social and environmental impacts. Consider the following: PMPs’ innovative and desirable
features are often made with “conflict minerals” if the minerals for the circuitry come
from war-ravaged central Africa, where destructive mining practices pollute, ravage
people and the environment, and fuel militarized conflict. Chinese factory workers
producing Apple (and others’) devices have suffered indignities and death due to poor
working conditions; the factories pollute local environments by emitting toxins into the
air, water, and land. PMPs consume electricity that contributes to global warming,
impacting landscapes everywhere. And when consumers upgrade and discard old PMPs,
they become pollution or, worse, e-waste exported to Ghana where, amidst postapocalyptic landscapes of technological garbage, poor children burn off plastics to recycle
conflict minerals.
An ecomusicological approach considering lifecycles of PMPs can elucidate myriad
social and environmental impacts (and serve as a methodological model for other music
technology studies). Then we might ask how we could balance the positive and negative
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of PMPs. Some negative aspects can be avoided: they can be made and recycled more
responsibly, run on solar energy, and eschew conflict minerals. Can we harness PMP’s
capacity to do musical/cultural work and channel it toward ameliorating their negative
impacts on people and the planet? Indeed, as sustainability advocate Van Jones implores
us to stop using such devices as toys and instead use them as problem solving tools, we
may be able to effect positive change from the palms of our hands.
Zeynep Bulut (King's College, University of London), 'In Transit: Electrical Walks
and the Urban Noise.'
In the early 1980s, sound artist and composer Christina Kubisch began to design special
wireless headphones, which picked a variety of noises from a physical environment and
translated them into electromagnetic sounds. Using the headphones, she later developed
her electrical walks. Electrical walks are based on Kubisch’s mapping of electromagnetic
sites – perfumeries, ATMs, subways, railroads etc.– in various cities. Some highlights
include Hong Kong, Riga, Berlin, London and New York. Provided with a map and headset,
participants of the walks navigate the sites as they hear the changes in electromagnetic
sounds. What one hears is mostly a cluster of noise, which turns into rhythmic patterns
and pitched tones as the noise corresponds to bodily gestures. Electrical walks punctuate
the changing amplitude, level and layers of noise in different urban environments. In
doing so, they of course contribute to reflecting on the structural formations of urban
landscape and its everyday auralities. More significantly, however, Kubisch attempts to
articulate the human body as a medium –a musical instrument – for actualizing such
urban noise without a necessary content or form of communication, for both recognizing
and re-configuring the sensory ecologies of the urban noise. The aesthetic context of the
walks then calls for the following questions: What could be the affective labor of being
attuned to such noises and musical moments? How do these sonic instances mark and demark the time and space, intensify and immerse the way one embodies an urban
landscape? How does hearing electromagnetic sounds inform us especially about the
public sites that are in transit (like ATMs, shopping malls and subways), the sites what
sociologist Marc Augé called “non places”? Drawing on sound studies, human geography
and urban studies, this paper will discuss the walks in light of these questions.
(11am, Sever Hall Second Floor Atrium: Tea and Coffee.
Sever Hall 211 and 212, Music Department 4, Carpenter Center: Listening Glass)

11.20am, Sever Hall 213
7a – Loud Sounds in the City
Chair – Michael Uy (Harvard University)
Marié Abe (Boston University), 'Listening to Affective and Acoustic Resonances in
the Streets of Osaka.'
In this paper, I will examine the intersection of sound, public space, and sociality in
contemporary Japanese urban life through ethnographic analysis chindon-ya: Japanese
sonic advertisement practice. Dating back to late 1800s, chindon-ya refers to a troupe of
outlandishly costumed street musicians that publicizes an employer's business by
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marching through the streets and marshaling passersby’s attention through musical
performance. The popular imaginary of chindon-ya has historically been closely
associated with neighborhood streets, everyday soundscape, and the notion of “taishû” –
the popular mass, or the public. When the urban soundscape has become saturated with
technologically mediated sounds, when neighborhood streets are increasingly regulated,
privatized, and developed, and when “taishû” is fragmented through the widening
socioeconomic gaps, what kinds of understanding of public space and “public” emerge
from listening to the sound of chindon- ya today as they resonate with the shifting
geographies of urban modernity? What kinds of physical boundaries and spatialized
social differences are unsettled and/or made audible by chindon-ya sounds in the urban
soundscapes of Osaka?
Central to my inquiry is the analytical trope of “resonance.” Bridging cultural
geography and anthropology of sound, I provide ethnographic analysis of a chindon-ya
troupe in Osaka, paying particular attention to the way chindon-ya performers listen to
their own sounds as they resonate acoustically within the changing urban landscapes as
well as with the potential listeners’ sensibilities. Drawing on the rich reservoir of
meanings of the Japanese word “hibiki” (resonance) in local discourse, I draw attention to
the processes in which chindon- ya’s sound is designed to elicit an affective response from
a listener who simply “overhears” chindon-ya in public spaces. This ethnopoetic notion of
resonance provides a way to think of the social, spatial, and sonic together. Through the
notion of affective and acoustic resonance, I advance an ethnographically grounded
approach to theorizing sound, space, and affect that enables an analysis of both the
materiality of sound and the analytical force of sound as a social metaphor
simultaneously.
Noriko Manabe (Princeton University), 'The Impact of Urban Geography and
Soundscape on Performance in Japanese Antinuclear Demonstrations.'
Public policy scholar John Parkinson ranked Tokyo ninth out of eleven capital cities in its
availability of public space for protests, due to its fragmented nature and lack of large
plazas in front of key institutions. How do Japanese activists plan demonstrations with
this limited geography?
The urban planning scholar Quentin Stevens has identified five settings where
interaction between strangers tends to occur: paths; boundaries/edges of urban spaces;
intersections; thresholds from one space to another; and local landmarks. Indeed, I’ve
observed protesters becoming more animated at such points, e.g., launching into speeches
or playing to the onlookers at intersections. Stevens’ categorization resembles Kevin
Lynch’s five elements of urban orientation, which also considers districts. Organizers
choose protest paths in consideration of these elements to maximize engagement
between protesters and onlookers or to confront key institutions.
Furthermore, the sonic properties of the landscape greatly impact the performance
of a demonstration. As drum leader Illcommonz notes, the reverberation of narrow roads,
glass buildings, and underpasses can excite protesters, making them seem more
numerous and powerful. When confronted with a long stretch of road, musicians alleviate
boredom by increasing tempo or changing the music.
Based on ethnography and interviews with activists, this paper analyzes the impact
of urban landscape and soundscape on demonstrations in Tokyo. First, I will explain how
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elements of the city, as categorized by Lynch and Stevens, enter into the planning of
protests and affect the performance of protests. I discuss the variables that determine the
urban soundscape, as inferred by the acoustic experiments of Kang, Blesser and Salter,
and others. Second, I consider how the urban landscape and soundscape, as determined
by these elements, affect the performance of antinuclear demonstrations, using close
analysis of two demonstrations in Shibuya—TwitNoNukes, with drums only, and No
Nukes More Hearts, which featured sound systems on trucks—and similar
demonstrations surrounding the Diet. I formulate a systematic method of analyzing
soundscapes as they relate to an ambulatory performance in an urban environment.
Activist leader Matsumoto Hajime says, “The sound of a demonstration changes the city.”
I’d add, “The sound changes with the cityscape.”
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11.20am, Sever Hall 214
7b: Mapping Landscape Musically
Chair – Marietjie Pauw (Stellenbosch University)
Scott Swan (Florida State University), "The Jam at Gerry's Rocks": Hearing and
Mapping the Liminal Experiences of Lumberjacks onto the Physical Landscape
This paper adduces a popular work song from the nineteenth century to reveal the
imaginative way in which timber workers interpreted and localized their ontological
relationship to the landscape. Until the early twentieth century, life as a lumberjack in
North America involved almost complete separation from the rest of society beginning
with the first snows in October and culminating in April or May with the ‘running of the
logs’ in the swollen rivers of the spring thaw. The physical separation and the hazardous
nature of this work increased and enhanced the liminal quality of the lumberjacks’ lives
during winter, itself a seasonally liminal period. From their multivalent landscape
(Massey 2005) lumberjacks carved out a local sense of place by mapping experientially
the liminality of their working lives onto landscape. Several lumberjack songs exist that
evidence this geomorphic mapping of liminal experience onto the landscape, but “The Jam
at Gerry’s Rock” was – and remains – one of the most popular work songs, not only among
lumberjacks but also among others whose work involves intimate and liminal
engagement with the physical landscape. The song chronicles the death of several
lumberjacks who volunteer and successfully break a log jam during the running of the
logs, arguably the most dangerous task for timber workers in the past. Lumberjacks from
Maine to Michigan claim originary status for this song, citing specific features in their
local landscape; but in this paper I contend that more important than any originary status
is the song’s ability to transcend time and space and become universally local by serving
as a chronotope (Bakhtin 1984) or mneumonic peg (Basso 1984) for the shared collective
memory of workers, regardless of geographic location. Reversing the expected direction
of inspiration from place to song, “The Jam at Gerry’s Rocks” reveals a flow of inspiration
from song to emplacement, as lumberjacks sought out features in the landscape that
corresponded to similar features described in song. This paper illustrates how song
became a way for lumberjacks to make particular and local their ontological relationship
with the landscape by mapping their liminal experiences onto their environment.
Meghan Quinlan (University of Oxford), Virtuosic Cow Callers: Kulning and Folklore
in Scandinavian Landscapes
Since the Middle Ages, the Scandinavian practice of cow calling, known by the terms
kulning, kauking, laling, and by other regional variants, has been used to project sound
across the valleys of rural Norway and through the dense forests of northern Sweden. It is
the only form of European herd-song practiced chiefly by women, who were the
traditional herders of sheep, goats, and cattle, and migrated with their herds to remote
pastures (seter) during the summer. The high-pitched, vibrato-free, and elaborately
ornamented sounds function to gather the herd, to signal information to other humans,
and to scare off predators. But kulning also has its own set of aesthetic ideals, which were
embodied in the virtuosic, folkloric creatures supposedly inhabiting these remote spaces.
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This paper discusses accounts of kulning in Scandinavian folklore, showing how
folkloric creatures use music as a mediator between women-herders, their animals, and
the charged forces of nature. In order to better understand these ‘enchanted’ encounters,
I draw on Charles Taylor’s concept of 'porous selves', that is, the pre-modern experience
of vulnerability to external forces of good and evil, as opposed to the 'buffered selves' of
modernity, who generally experience human qualities and emotions as being relegated
solely to the human mind. I will also demonstrate several styles of kulning, showing how
it varies geographically.
Emily MacGregor (University of Oxford), 'Aurally Mapping the American West:
Abstracting Sound and Space in Roy Harris's Symphony 1933.'
Roy Harris’s Symphony 1933 (Symphony no. 1) focuses several distinct ideologies of
abstracted space. The work was premiered at Boston Symphony Hall in January 1934, the
first concert hall ever to be built in accordance with principles of acoustic science, and
was repeated the following week at Carnegie Hall, where the Columbia Record Company
recorded it as the first symphony by an American composer reproduced for phonograph.
These performances exalt scientific mastery of sound and space, and represent different
aspects of the ‘modern’ (Emily Thompson) erosion of their unique and reciprocal
relationship – that is, how sounds are shaped by the specific spaces in which they
reverberate. However, as Beth E. Levy has documented, the symphony’s initial reception
also consolidated Harris’s emergent reputation as authentic American composer from the
West. The reviewers’ metaphors of masculinity and organicism embed the symphony in a
collectively imagined, idealised Western landscape. I argue that these seemingly opposed
conceptions of abstracted space contesting Harris’s Symphony 1933 uncover an
irrevocable rationalist/transcendentalist conflict at the core of the romanticized Western
subjects and landscapes articulated by the Harris ‘myth’. Ideologies of spatial abstraction,
homogeneity, and reproducibility arguably fundamentally underpinned the project of
westward expansion under the banner of ‘manifest destiny’. Quite literally from the
ground up, both subject and landscape were rationalized as a foundation for endlessly
replicating and extending hegemonic models of law and governance under centralized
power (as exemplified by early federal land ordinances like the North West Ordinance of
1787). The uncoupling of sound from space thus integrally situates the Boston concert
hall and the Columbia recording within this spatial narrative of American liberal ideology
(of which the Harris-esque pioneer figure is the protagonist), characterized as ‘an
abstract, infinitely expandable, and easily damaged “democratic social space”’ (Brückner
and Hsu, following Philip Fisher). If maps, by the same process of abstraction and
reification, ‘legitimate particular subjectivities and naturalize the powers of particular
agents’ (Rosemary Coombe), then reading Harris’s symphony and its reception as
mapping an imagined Western landscape can, I suggest, help disentangle the
contradictions in the conceptions of space and universality intersecting at these
performances of the work.
(1.20pm: Lunch - not provided)
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2.20pm, Sever Hall 213
8a – Altered Soundscapes
Chair – Thomas Peattie (Boston University)
Michael Uy (Harvard University), 'Creative Placemaking and the Field of Music
Funding in the United States.'
"Creative Placemaking" projects have at their core a mission to increase the livability of
communities, develop a distinct sense of place, and generate vibrant local economies
through cultural activities and the arts. The strong political and economic focus of these
projects has attracted the financial support of both public and private sources of funding,
including the National Endowment for the Arts (NEA) and ArtPlace, a collaboration of
philanthropic foundations including the Ford Foundation, the Andrew W. Mellon
Foundation, and the Rockefeller Foundation. A central critique of these projects, however,
focuses on a deeper understanding of how cultural policies affect the artistic and
economic landscapes of communities, including aspects of gentrification, local identity,
and activism. Taking as my primary focus the policies and guidelines established by the
NEA and ArtPlace America, this paper suggests two levels of engagement with ideas of
landscape: first, as a theory to contextualize sociocultural relationships between actors,
and second, as a geographic marker to describe physical boundaries of local and
community identity. The first layer employs sociologist Pierre Bourdieu's idea of the field
of cultural production. The second layer engages more concretely with the materiality of
music, as an artistic and cultural form impacted by physical transformations of
community and land. The Appalachian Artisan Center in Hindman, Kentucky and its
Dulcimer Project, which promotes the living history and practice of dulcimer-making and
performing, will serve as an illustrative example. Not only does the program aim to collect
oral histories, organize workshops, and plan festivals, but it also hopes to alleviate high
rates of unemployment and job loss due to restructuring in the coal industry. Ultimately, I
argue that reexamining the fundamental relationships between "producers" and
"consumers" in the artistic process shows the way private and public sources of funding
influence how music becomes emplaced, economically productive, and socially activist.
Alex W. Rodriguez (University of California, Los Angeles), 'Improvised SpaceMaking at a Los Angeles Jazz Club.'
Opened in December 2009 in the midst of the Great Recession, the downtown Los Angeles
jazz club Blue Whale quickly established itself as an important hub for jazz and other
creative improvised music in the city. A manifestation of club owner Joon Lee’s creativity,
the club was born out of his dual interests in jazz improvisation and architecture.
Through designing, building and maintaining this unique venue, Lee employed his skills
as an improviser—“playing what’s not there,” as Miles Davis famously put it.
In this presentation, I intend to situate the arrival of this club in the context of the
broader LA jazz scene, based on over two years of ethnographic fieldwork with the
community that gathers there. In doing so, I suggest that Davis’s mandate to “play what’s
not there” can manifest itself in many musical modes, including non-acoustic ones. I call
this process “the making of jazz space.” At Blue Whale, this space-making takes place in a
complex matrix of social interactions that make up a multidimensional “art world.”
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(Becker 1982) As both a creatively-produced space and a space for creative spatial
production (Lefebvre 1991) the club provides a useful lens for examination of the jazz
communities with which it interacts—at local, metropolitan, national, and transnational
scales. As such, the space serves as a rich node of social interaction in which these
multiplicities are enacted through the performance of improvised music. This sonicspatial manifestation also affects its surroundings—an Iranian-owned, Japanese-themed
strip mall in LA’s Little Tokyo—and resonates further through the digital documentation
of live performances and their publication online.
Jazz scholar and ethnomusicologist Ingrid Monson (2009) has called for
ethnomusicology to embrace the field as “the interdisciplinary study of music as cultural
practice, in order to emphasize a practice-based anthropological conception of culture.” In
this paper, I intend to understand the what of jazz cultural practice by considering this
particular where of it: the cultural and physical space carved out by the Blue Whale in its
ongoing operations as a jazz venue in the 21st century.
Joshua Charney (University of California, San Diego), 'Corporate Soundscape:
Buying and Selling Sounds in San Diego's “Golden Triangle.”'
University City was developed in the early 1960’s as a residential community for students
and employees of the University of California, San Diego. Since the mid 1980s, the “Golden
Triangle,” a region of UC that boasts high-tech businesses which fuel San Diego’s
“economic engine,” has not only continued developing residential complexes but also
corporate landscapes, many of which possess enclosed outdoor plazas that attempt to
separate themselves from the urban environment through soundscape architecture. By
touring and examining The Plaza - La Jolla Village, Palm Plaza at the UTC mall, Genesee
Executive Plaza, and 4570 Executive Drive (former home of Amylin Pharmaceuticals), all
of which are within a half mile radius of one another, this paper exposes a commonality;
the aforementioned “places” incorporate water sounds and/or “programmed music” as a
way to mask urban and outside noise as well as promote the notion of escapism to both
the consumers and employees alike.
In referencing Jonathan Sterne’s argument that sound becomes both a presence and
essential part of the building’s infrastructure, I will further explain the functionality of
these sounds as they are part of the architecture itself, most literally through the
installation of fountains, waterfalls, and speakers; meanwhile the business owners act as
consumers and salesmen, marketing their services and products, while consuming the
sounds they offer to the public. All of this makes for a cognitive dissonance, as “nature”
sounds are relocated to an urban environment where corporate landscapes masquerade
as the natural world. It is my intent to show that the contextual meaning of these sounds
ultimately contributes to Bill McKibben’s notion of the “end of nature,” as it encourages a
fantasized consumerism that threatens and exploits the ecology of the natural
environment.
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2.20pm, Sever Hall 214
8b – The Ethics of Sound
Chair – Emily MacGregor (University of Oxford)
Madison Heying (University of California, Santa Cruz), 'The Dilemma of the "Out-ofTown Composer:" John Luther Adams's Engagement with Native Alaskan Cultures.'
The American composer John Luther Adams has concerned himself with developing a
“sonic geography” in order to compose the music of Alaska. According to Adams, a sonic
geography is an imaginary aural region that is inspired by, and seeks to represent, evoke,
or emulate the climate, terrain, natural phenomena, and Native traditions that are
singular to a particular landscape. Borrowing aspects of Native Alaskan cultures plays a
significant role in Adams’s creation of sonic geography; this raises some questions: Could
someone compose the music of Alaska without incorporating aspects of Native Alaskan
cultures? As an outsider should certain musical or cultural material be off limits to him?
What does a responsible engagement with multiple cultures, including cultures that are
not part of one’s heritage look like? Adams’s writings demonstrate a sensitivity to Native
cultures and an awareness of his “outsider” status, however, they also contain idealized
notions of these cultures as ancient and natural. Adams’s musical and personal
relationship with Native Alaskans and cultures is complicated, and cannot simply be
praised as acceptable or reduced to instances of romanticism or exoticization.
This paper examines how the work of John Luther Adams demonstrates the
complexity of the above questions and issues through a discussion of his piece Earth and
the Great Weather (1990–1993), and his collection of writings Winter Music. The work of
Henry Spiller, Lloyd Whitesell, Edward Said, Stephen Feld, and Timothy Rice will be
referred to in order to place Adams’s work within the larger theoretical framework of
cultural borrowing or appropriation, specifically in regards to the American experimental
tradition. By incorporating aspects of Native Alaskan drumming and languages alongside
techniques of the American experimental tradition, Earth serves as a site in which the
complex relations among the diverse inhabitants of Alaska — including the historical
implications of colonization and oppression — are enacted. Winter Music provides insight
into Adams’s experiences with and representations of Native Alaskan cultures; it will be
referred to in order to address some of the constructive yet still potentially harmful
ramifications of creating art that engages with native cultures.
Mark Peter Wright (Creative Research Into Sound Arts Practice), 'Re-Hearing
Environmental Sound Arts Asymmetrical Relations.'
Since the turn of the twentieth century field recording, a practice based upon recording
the sounds of a given environment, species or phenomena, has increasingly moved from
hobbyist, science and ethnomusicology traditions, towards an artistic practice in its own
right. Today it represents a key facet within contemporary sound art praxis and
discourse: continuing to cross-pollinate geographic, cultural, social science and
anthropological studies. Built upon the persuasive foundations of an ecologically engaged
practice, field recording - whether for science or art - is deemed an unobtrusive act of
preservation or acoustic design, with little or no apparent consequences. Does this mean
“the field” should be granted political, aesthetic or ethical immunity? If the extraction of
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sound from an environment or species may not be mining a finite resource, nor for that
matter leaving a tangible footprint, perhaps we have to be more imaginative, more
disruptive, even more absurd in how the practice is critically unpicked?
This paper draws upon the self-reflexive anthropological turn of the 1970’s as
parallel critique throughout. I will argue environmental sound art has ignored the politics
of observer-subject relations and instead engaged place and sound through divisive
legacies of conservation and composition. Employing Mary Louise Pratt’s (1992, p.6)
term ‘contact zone’, I will re-imagine “the field” as a highly charged, contested and
collaborative arena where relations of power and mediation are the primary focus for a
radical aesthetic practice. Alongside Pratt I will incorporate writing from others including
James Clifford, Irit Rogoff and Timothy Morton. These references will be interwoven
through examples of my own practice-based research: a formally diverse body of work
that seeks to actively disrupt, critique and re-imagine the ontological foundations of field
recording by foregrounding issues relating to ethics, agency and mediation. I will propose
a way of re-hearing the landscape critically through a participatory, contested and
performative practice; one in which I am an entangled field of study within the landscape,
sound and its non-human agents.
Juliana M. Pistorius (University of Oxford), 'Dis-Orientating the Orient: Negotiating
Post-Colonial Binaries.'
At least since the publication of Edward Saїd’s Orientalism, the language of the postcolonial, based almost exclusively on the binary of colonizer and colonized, has structured
thought about a history steeped in hierarchical power relations. As extensions of the
colonial binary, Occident and Orient, West and non-West, centre and periphery, self and
other, have been deployed in turn and in combination to do political work. This paper will
suggest that these essential axioms of post-colonial critique are less and less tenable as
plurality increasingly commands the geo-political imagination. Like the problematic
practices of mapping and cartography to which they are indebted, these binaries are
entrenched in geographical specificity and assumptions about socio-cultural supremacy.
As such, thinking the other always already forecloses equality, as ‘placement’ becomes a
means of ‘keeping the other in its place’ whilst the West—which is no longer so ‘West’ as
we would have it—is repositioned as everywhere where the other is not.
The problem of the post-colonial other is, fundamentally, a problem of scale. While
scale refers most obviously to the relative size and shape of the landscape (literally landshape) under consideration, it simultaneously obscures the unequal and problematically
clear divisions effected by post-colonial discourse, a practice of ‘ordering space’ which
finds its analogue in the equal temperament of the Western scale.
This paper will interrogate the foundations of post-colonial divisions with the aim of
proposing an alternative orientation rooted not in the asymmetric binaries of postcolonial theory but in Homi Bhabha’s notion of the beyond.
Bhabha’s brief theorization of the beyond in The Location of Culture (1994) calls for
further consideration and might, it will be suggested, proffer a productive alternative to
the discourse of the other. In describing the beyond, Bhabha refers to a disturbance of
direction; a sense of disorientation (1994:1) as a means of recalibrating spatially
deterministic models. Drawing on the history, reception and aesthetic ideals of South
Africa’s Eoan opera group, I will argue that the beyond offers a dialectical negotiation of
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the former binaries of post-colonial discourse, thereby opening an initial space in which
one might begin to reorientate the relation between self and other heuristically.
(4.20pm, Sever Hall Second Floor Atrium: Tea and Coffee.
Sever Hall 211 and 212, Music Department 4, Carpenter Center: Listening Glass)

Paine Hall, 4:40pm:
Plenary Session 3
Chair – Carina Venter (University of Oxford)
Brandon LaBelle (Bergen Academy of Art and Design), 'Derelict Zones, Vacant Lots,
and Dirty Listening.'
Experiences of listening are rarely contained or delimited, rather they are charged by a
diversity of voices, events, signals and energies that impinge upon one's field of attention.
Such audible intensities may generate confusion and annoyance, as well as opportunities
for sudden affiliation and association that align the seen and the unseen, the formal and
the informal, the included and the excluded. I'm interested to follow this dirty listening
into landscapes of dereliction, trash, emptiness and danger, and in support of possibilities
for attending to the often resilient socialities and communities found therein. These
peripheral territories and wild zones, found within suburban and urban conditions, often
function as alternative meetings points, giving important space for those who may
struggle under the pervasive operations of industry and capital. I'm interested to give
narrative to these peripheral publics that arise within such trashy landscapes, to query
how sound and listening lend support to an unexpected and urgent sociality, and how
forms of sonic practice may relate to this.
Brandon LaBelle is an artist, writer and theorist working with sound culture, voice, and
questions of agency. He develops and presents artistic projects and performances within
a range of international contexts, often working collaboratively and in public. His artistic
work has been presented at NGBK, Berlin (2014), Whitney Museum, NY (2012), Image
Music Text, London (2011), Sonic Acts, Amsterdam (2010), A/V Festival, Newcastle
(2008, 2010), Instal 10, Glasgow (2010), Museums Quartier/Tonspur, Vienna (2009), 7th
Bienal do Mercosul, Porto Allegro (2009). Recent projects include "Civic Center", La Casa
Encendida, Madrid, "Sixth Housing Estate", South London Gallery, London, and "Hobo
College", Marrakech Biennial parallel project. Also a prolific writer, his books include
Lexicon of the Mouth (2014), Diary of an Imaginary Egyptian (2012), Acoustic Territories
(2010), and Background Noise: Perspectives on Sound Art (2006). He is the editor of
Errant Bodies Press and Professor at the Bergen Academy of Art and Design, Norway.
Nancy Guy (University of California, San Diego), 'Ringing garbage in contemporary
Taiwan: From cockroaches to Beethoven and beyond'
Garbage in Taiwan is at the center of a musical assemblage that resonates beyond the
confines of the nightly waste collection soundscape. Garbage trucks in Taiwan are
musical: Beethoven's Für Elise or T. Badarzewska's Maiden's Prayer announce the garbage
truck brigade's arrival at designated times and places throughout urban Taipei. Neighbors
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stream into the street for a turn at depositing their presorted waste into the proper
receptacles. Taiwan's semi-tropical climate combined with a densely situated human
population, and the presence of well established rat and cockroach populations, combine
to make garbage management a matter of daily urgency. In this paper, I take Taiwan's pop
music from the early 1980s through to the present as evidence of ways in which everyday
habits and practices of reckoning with waste have seeped into a wide range of
sensibilities.
Nancy Guy, a specialist in the musics of Taiwan and China, is an Ethnomusicologist and
an Associate Professor of Music at the University of California, San Diego. Her first book
Peking Opera and Politics in Taiwan (University of Illinois Press, 2005) won the ASCAP
Béla Bartók Award for Excellence in Ethnomusicology and was also named an
"Outstanding Academic Title for 2006" by Choice. Recently, Guy turned her scholarly
interest to Western opera. Her book The Magic of Beverly Sills, on the artistry and appeal
of the beloved American coloratura soprano, is forthcoming from the University of Illinois
Press.
Guy has an ongoing interest in the ecocritical study of music. With the support of a
Fulbright Scholar Grant, she developed a project focusing on music, place, and the
physical environment in Taiwan. She published some of the results of this research in an
article titled "Flowing down Taiwan's Tamsui River: Towards an Ecomusicology of the
Environmental Imagination" (Ethnomusicology, 2009).
(6.20pm: Dinner - not provided)

8pm, Paine Hall:
Concert
Joshua Groffman, Landscapes (2014)
Performed by Joshua Groffman
Chris van Rhyn, The Road to Mecca (2014)
Performed by Juliana M. Pistorius
(15 min intermission)
The New England Phonographers Union

***
END OF CONFERENCE
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