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text & photos courtesy of the artist _ translated by Colin Sze
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“REREFR" (The Locker Plant Projections) 2 MENA
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BIREEGNEN, EEABERAT—HERM. RENIRESE
ELLNRITEZRY NRNRE, LeESMEaRERENA
F(ENBESBAXEEZINERNES), UREBSRTEAREFS
BEMEXREJIGC - BE/ARUG Thirwel)HIER. FHTHREEZMN
LIRS A T—FEN, XMENMEBENSN. ZRIDYPME
ET—, #FRE—IMEINRHFENNE, BAMBEEAMNBA
RIAPMACEZE, TEEEURAIRARERESHIRES, XIE
BEEHN BRETERNK, REE—HHOERG; ENEER
WERFEEENEA BAANENEF, URTEESHREE, X
—ERMERMNWF=E. HE. FERESEREETEN 2
HISRIE .

FHIEA7TIGC  BE/RAETAREAN ‘I “RE” . “FR”
RSB (RHRARER) ITENEMRNBERENESR, BREE
MHFEESHBERUKSERNFAE,

The Locker Plant RAEREHME LN —REZ AT &R
CE, EE5EE B—E, AIANZEZARENE EE(Donald
Judd)& T, NS EFHMAAGIZY “KE” EE 2.

The Locker Plant Projections is part of a site specific projection
series of my intervention video-installation pieces Colour
Kinesthesia and Colour Synesthesia I-IV. The video is a
documentation of the intervention itself and is created to
examine the act of projectingin the public space, into anew piece
of work. The projection act consisted of a 5 hour projection onto
the building and the surrounding situations that developed such
asthepassing of the South West Railroad Train, with the sound of
JG Thirwell'scompositions for the projected video pieces merging

with the natural environmental sounds.

Theprojections of continuously transforming color combinations
andtheact of projectinginitself become the vehicle for amerging
between the architectural landscape, symbolic building and an
existential and poetic narrative creating a filmatic piece that
allows for the enlightening and transformation of the public and
psychological space. In merging the movement of colors with an
archetypal architectural form; a former factory building now
transformed to house art, art production, passing people, cars
andnaturallife activity during the night, we experience an added

layer to the notion of space, time, sound and social context.

Themusicof JG Thirlwell, known from Foetus, Manorexia, Steroid
Maximus and Venture Bros - creates a cinematic mood to the

minimalist references.

TheLocker Plant is a former butcher and meat packing plant, one
of agroup of buildingsDonald Judd acquiredin Marfa, TX - itisnow

part of the Chinati Foundation.

The Locker Plant Projections
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“I took out my watch and listened to it clicking

away, not knowing it couldn't even lie.”

-William Faulkner The Sound and the Fury

Before entering college to study architecture, [ had strange thoughts

about what is good design and what it means tobe a creative architect.

I thought that good architecture must shock people, either with an

unexpected form, material, or with an incredible structural solution

so that the building looks like it is defying gravity or other natural

forces. I thought that "shock” was the best resonance a creative

person could receive. I thought that architecture was all about the

physicality of "beauty” and "structure”. Perhaps my thoughts were

shared by many, like me, who were mesmerized by the grand power

of a visual and material edifice.

As 1learn more about Architecture and design, I realize that I was

deeply mistaken about the discipline, and that it is really much more

related topeople, society, culture, andlife..more thanitis about bricks

and mortars. The same goes for design, and many other creative

fields. When we look beyond the physical notions of design, we find

an openrealmrelated to design that is exhilarating and inspirational.

When we set design free from its traditional boundaries of physical

form, color, material, and connections, among many others, we gain

new insights on a subject that needs to break away and find a new

voice.

For this issue of Manifesto we explore the subject of sound, as

a metaphysical in-between to challenge, re-think, and provoke

our staled notions on design. Tracing and highlighting how sound

presents itself in our everyday life, how they are represented as a

medium of artistic endeavor, we hone in to explore the intersection

where sound and our visual culture meet and its importance in all

aspects of design today.
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AR, XIRTIRZE, R—MEZKIIAXABES BN ENRUES. 1916 F 2208 L30F R HE, XME
BRERRENEMHE LT Z0Hh. BMNEEREFARSHE CIIZENRBOFER, AMANENUE, ILtEARR
RHELRE . ESREENRS S AT LURIXFFERAIRNE, FINRE=. ERF. BRECMEROFHK; EH$
BRAZEN, ASEPESHR, LUEFRHM¥BNEFE, URERMIBERES.

20HEI0FN, BECNEENZBIR, FROBREBZEHEEL R BEECIBRIFEZH, BIMCEH
AANNRE T, BERBLUE, FROEBRERDEERT.

Acousticmirrorsalsoknownas "listening ears" were an early warning device used before World War Il to pinpoint the
approach of enemy aircrafts through sound. Built between 1916 to the 1930s along the coasts of Great Britain, these
large structureswereused toreflectandfocusthe sound of approaching enemy aircraft enginesalerting those on the
ground of their approach andlocation. The most famous facilities can be found at Denge on the Dungeness peninsula
and at Hythe, both in Kent, although more can be found in other parts of Great Britain (including Sunderland, Redcar,

Boulby, Kilnsea).

By the 1930s, with the increased speed of airplanes, their effectiveness however had become limited as the planes
would be within sight before being located and finally with the invention of radar, the use of sound mirrors became

wholly obsolete.

Sound Mirror 2
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R FHMNP~@HERBEFZRITEREFHA?

BMNLMPREBEXRIN T mEFEHENRENSTERTHMEN. FmFZRRITF2ILBKE
IFEXMEBRKEEFEBABR. FEOAFREBHAENTREEEE: BIEH, HINMR, B
BRI E B ? FERITREMLREF, IAXNEATILF R ‘TER BREEFERAFE
R ZIEREZZEF S .

We interact and experience various sounds produced by the products around us every day. We
mightnot pay them much attention, but great detailand consideration goesinto how your washing
machine should sound, how loudly your car door slams, and finding the best tones and timbres for
theideal microwave "ding."

It is not until recently that an in-depth research into the practice of product sound design has
started within thefield of product development.Indesigning the sounds of a product, many factors
have to be considered from the influence of certain sounds on our reasoning, to our emotional
response to the psychological effects they have on our expectations of a product's worth and
functionality.

In the past, much of sound design has centered around the idea of minimizing the noise generated
by a product. The prevalent assumption being that the less noise, the better. However, when the
University of Salford in Manchester made a preliminary inquiry into asking a manufacturer of a
low noise leaf blower about their sales, it wasrevealed that a fair number of returns were made by
their customers based on their association, and hence assumption, that the low noise of the leaf

blower meant lower power.

So what does this mean then for the products we produce and the way we design their sounds?

Our initial hypothesis of the kind of sounds we think make a successful product must be re-
assessed constantly. Product soundis more than simply making a kettle soundlike a kettle. What
qualities might the sounds be trying to convey to a user? Powerful, well-made, intelligent, hip?
Hereliesthe area where designisneeded. It ismore than about making a product "acceptable" but
rather aboutrefining the experience of the user beyond the visually pleasing and considering the

value of its sonic attributes.
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A signature sound for the future

The car is perhaps one of the most covered products within the field of sound design. From the
way a car door clicks shut, to the hum of the engine to the shifting of gears, every aspect from the
material of the car exhaust, to finding ways to trim and harmonize the mechanical sounds of the
engine is considered to heighten the experience of those sitting in the car. This is especially true
of the sports car. Hear the deep rumble of a powerful engine and you might instantly recognize it
as a Ferrari's. These sounds are purposefully created to match the brand in conveying a sense of
power, strength, quality and speed. Like theincreased attractiveness of a gravelly voiceman, a car
that can get from 0-100 km/h in under 6 seconds needs to sound like it can do the job, adding an
aural dimension to its character.

But times are changing and new social or environmental needs require us to develop new
technologies. As we try to eliminate the use of gas and turn to enter an era of electrical cars, are

we tolose the characteristicrumble of afuel-run engine?

For Audi, awholenew systemhadtobe developedto create synthetic soundsfor their electric super
car R8 e-tron. For their acoustic engineer, every action taken during driving, such as braking and
accelerating had to be composed. Without the addition of these sounds, the car would be virtually
silent. All one would hear would be tires and wind noises. The sounds of a car today enhances the
experience of driving by giving usreal-timeindication of what is going on around, informing us as
to whether we are speeding or slowing down, so we can get excited as the enginerevs up. A silent
ride would severely diminish our experience. However, not only that, the silence of an electric car
can be downright dangerous. As we are wired to respond instinctively to sound, we are alerted to
the presence of a car when it comes by giving us the time to prepare ourselves to avoid accidents.

Insuch a case, sound becomes an absolute necessity.

Withnotoolsthat canbebought from themarket, Audi'steam of acousticengineerstook more than
3yearstodevelop thesystem.Bothhardware and softwarehad tobe developed from scratch while
theright soundhadtobefoundtomatchtheidentity of their super car to create asense ofits sporty
character. It might seem nostalgic to synthetically inject the functional sounds we associate with
today'sdriving experience,andyetitisalsoexcitingly futuristicinitsactual composition. Perhaps

itis this combination that essentially gives us the sound of our very near future.
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Redefining the everyday

Unwelcome and loud noises routinely disturb our everyday
experiences be it a car honking loudly, a man shouting angrily
on the streets, or the noisy screeching of cats at night. Perhaps
the most common and one we brush off with little thought of
improving, is the loud jarring ringtones of phones going off on a
bus,beeping awayina cafe, or worse still, forgotten to put to silent

ringingloudly in alecture.

With a proliferation of distractions every day along with plenty
of existing environment sounds competing for our attention, is
a disturbingly loud, attention-seeking ringtone really the only
effective way to alert us to an incoming call and message? A
polyphonic version of Lady Gaga's latest single may be hip but
your neighbor may not agree.

It might have become a norm to accept these distractions, but
Joachim Baan and Hugo Verweij decided to start changing the
cacophonic landscape of noise in our lives starting with the

ubiquitousringtone.

Using various electronic sound generating techniques, the
resultant ringtones are simple, pleasant-sounding buzzers,
chimes, some almostreminiscent of the classictelephoneringofa
metalbelland Bakelite. Following their properties of what makes
agoodringtone (mood-less-ness: meaning not communicating a
specificmood, yet with personality, unobtrusive and clear), these
ringtones fulfill their function of being clear, yet not disturbing
towardsthepersonnexttoyouatthe same time. Withitspleasant
ring, it is uniquely different from those you find preset in every

other iPhone or Nokia setting; personalized, but not flashy.

Their second set of ringtones "Cleartones Organic" was made
fromrecordings of traditional instruments such as woodblocks,
chimes, eventhelndonesian Gamelan or playing with objectslike
glass bowls or bells. With little to no modification after, these set
of ringtones take on natural timbres adding gentleness to our

otherwise harsh everyday sounds.

Theideamaybesimple butitcanbeseenasasmallsteptowardsa
bigger picture. With the adequate amount of attention paid to the
various sounds around us and pinpointing what their functions
are, these sounds can berefined and redesigned, greatly serving
to make our sonic environment much more pleasant. With a bit
of careful thought, beauty can also be an option for some of our
common everyday sounds, making soft clear ripples in a dense

mass of noise.



Emphasizing noise

A general assessment of the sounds a vacuum cleaner makes
usually is that it is loud, annoying and disturbing. Generated by
themechanicalpartsof anair pumpusedtosuck updirt and dust,
it is a sound that is mostly unavoidable by its function. While
manufacturers of vacuum cleaners are working to get their
machines quieter and quieter (the quietest ones found today are
around the volume of a regular conversation at 60 dB), perhaps
the question wefailto askis whether thereisany functionto this
sound other than to tell you that the appliance is switched on.
Considering that the main job of the vacuum cleaner is to clear
dust, the sounds of aregular vacuum cleaner gives no indication
astothe state of the work done, but rather, judgmentisleft to the

eye and some guesswork.

Whilemost people work towards the considerablerole of creating
a silent vacuum cleaner, Dr Markus Bodden and Dr Heinrich
Igsleder chose to view the sounds of a vacuum cleaner from
another angle. In their 2002 research paper, they propose the
inclusion of an active sound design in vacuum cleaners to tackle
their main contention that the sound of our existing vacuum
cleaners doesnot give any type of feedback concerning its main
taskof gettingrid of dust. Their paper outlines theirresearchand
development in creating a system that would allow information

on the progress of cleaning to be conveyed aurally.

Placing a dust sensor that would measure the amount of dust
particles present in such a way that the particles would hit the
piezoelectric mechanism directly, it would transform the force
toelectronicwaves,revealing direct and continuous information
as to the amount, size, speed and type of material that is being
sucked up. Thisinformation cantheninturnbeusedto createan

acoustical feedback.

Astheuser shouldbeabletoautomaticallyrelate the soundsmade
to the process of vacuuming, sounds were recreated to mimic
the characteristic "clicks"” one would hear when vacuuming
or the "drumming" within the suction tubes when multiple
harder particles are sucked through. The sound generated is
then calibrated to link directly with the actual amount of dust
measured by the dust sensor such that the normal to fine dust
particles that would usually make no sounds when vacuumed
would now be acoustically transformed to sound like bigger
particles.In doing so, the process of cleaning is enhanced, giving
a clearer feedback of whether an area is clean. Not only is this
practical, it results in greater satisfaction for the user who can
now clearly hear the decreasein dust flow withoutaneedto guess,
knowing surely that his carpet is definitely getting cleaned and

showingusthatnoisetoocanbeenhanced and made meaningful.
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On October 22 at Design Republic's DR Home, key figures in
the sound art field, came together to discuss several issues
concerning soundart andits placein Chinatoday. Over the period
of two hours, Yan Jun together with Lao Yang, Yin Yiand Samson
Young talked about their point of view on the history of how it
started, attempted to define what sound art means to them, how
their work fits within this context and touched upon the area of

where sound art crosses into our visual culture.

The followingis the edited version of the conversation.

DATE
TIME
PLACE

22 OCTOBER 2013

15:54 - 18:00

DESIGN REPUBLIC.HOME
DESIGN REPUBLIC COMMUNE
SHANGHAI

THE HISTORY OF SOUND ART IN CHINA

Yan Jun (YJ): How would you three describe the history of sound art in
China? Or do you think it even exists in China? If so, how did it emerge?
Lao Yang (LY): Well, today's topics are all rooted in the language system
of contemporary art, which doesn't have much to do with me. So I will
just answer briefly. Many efforts have been made in the past few years
to look back upon the past. That includes what [Yao] Dajuin is doing
now, the two archives he published a decade ago, and Background of
Chinese Sound Art that you [Yan Jun] published before. I think you did
a solid work. But I also fear that the writing of history will easily fall into
an urgency to make one's voice known. When dealing with history, "let
it be" could be a good attitude. We should mind our own business and
focus on solid work like creating or producing albums.

YJ: How about you yourself?

Yin Yi (YY): 1 think I've only been engaged in sound art for a short time.
Now that I look back, I'd say I started from field recording. [ don't think
what I did in the 90s could be called sound art. Experimental music would
be amore proper name for that. Certainly, it relates to how I define sound
art. [ think even what [ do now is mostly based on experimental music.
It was after 2000 that I started to do some sound art. Field recording was
a starting point for me. It led to one question: in what form should field
recording be presented? If it was presented in the form of an album, it
would be far from enough because it still felt like an extension of music.
Ifit was accepted by the general public, it would still be considered a kind
of popular culture... I think there is still a lot that we [as artists] haven't
thought through.

YJ: In the case of visual artists, there'll be no problem for them if they
wanted to make some cheap installation and display it in a kitchen. But
usually they wouldn't think to do that at the beginning. They prefer to
make a recording of their work and then post it online.

YY: Sound art is a very broad topic, very demanding actually. It has
something to do with an artist's knowledge structure, how much he
knows about contemporary art and how he sees it in a broader context
of art. It also has something to do with how he views the relationship
between his art and contemporary art. [ think sound art puts high
demands on artists.

YJ: What kind of demands are you referring to?

YY: Besides the use and discrimination of sound materials and digital
techniques, it also refers to various visual and spatial issues. In the
context of contemporary art, how does a sound artist see his position?
How does he intend to get to know others? What are the hot topics
of contemporary art? What are other artists concerned about? How
can sound art and experimental art convey the ideas and vision of
contemporary art? These questions may not be very pertinent to what
we're discussing now. But they are closely related to what we will talk
about later.

YJ: Youmean sound art has not truly started yet?

YY:Imean it has not started till recently, maybe only five years ago.

YJ: Only five years ago could people start to use the phrase ""sound art".

YY: Right. Since then we started to talk about it and experiment with it.

YJ: Who do you think are early sound artists?

YY: Yao Dajuin, Wang Changcun, Xu Cheng, Zhang Liming, and you.
Zhang Anding.

YJ: Their influence is mainly seen in the realm of music.

YY: These artists share one thing in common: they listen to a wide range
of stuff and they truly listen to it. It's natural that they all started with
music and then furthered their reflection and practice in a later stage.
Many of those engaged in experimental music only follow the old path,
releasing albums and playing live performance, etc. Those artists will
never participate in an exhibition like today. They don't care. I think
that's what differentiates today's participating artists from them: the
awareness to reflect upon music, even experimental music.

YI: Samson, what's you take on that?

Samson Young (SY): I was trained as a classical musician. The sense of
historyis a complicated issue in the field of classical music and for along
timesIhad toresist that idea. The sense of history contained in classical
music usually implies an enslavement of the history of Asians. Hundreds
of years ago, Caucasian composers created an abundance of canonical
music. People like me had to try very hard to imagine that we were part
of that culture. I didn't know anything about sound art till I finished my
learning of classical music. It was a brand new utopia to me. It was truly
"sound with a capital 'S’ which I feel is a lot more neutral. As a holistic
system has not been established yet, we'll have to keep exploring by
ourselves. I find it a more modest approach. Maybe [ didn't answer your
question, but I'm sharing with you some of my own feelings. One more
thing I want to add. It is common nowadays for art forms to be named
after our different senses. A change is needed to be made. For instance,
visual art is an all-embracing concept that can be further divided into
various sub-concepts. In this regard, we can see how hard it is to define
certain practices all under the name of sound. History is too big and
vague. Why should we look back upon history? Because we want to
compare apples and oranges, right? We haven't reached that point yet.
So artists become very busy, for they will have to absorb everything.
But it's very exciting.

LY:So you are suggesting...?

SY: To follow what you like and to explore for oneself. It's very different
from school where things were taught to you in a systematic way.

YI: In a sense, it has broken the previously fixed sense of identity. One
would no longer think "I am only supposed to do this". He can actually
do alot of things and for his profession...

YY: 1think it's good for the enhancement of one's capacity. He doesn't
necessarily need to show that in his work. But the process of learning
and discovering would definitely enhance an artist's overall capacity.
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YI: Right. It inspires the potential in people.
YY: Yes, that's right.

ON THEIR DEFINITION OF SOUND ART AND THEIR OWN PRACTICE IN
CONTEXT

Y]: Sound art is not a well-defined subject unlike what we've learned
at school. In school, the boundaries between different disciplines are
distinct. As long as you learn your own courses well, you can make a
living. But that's not enough. We also need to learn by ourselves and
engage ourselves in interdisciplinary study, which is a good thing. It
helps neutralize the problems brought about by professionalism.

LY: Speaking of the influences upon sound art- as artists search for what
they need and what interest them in their own way, you can find that
their sources of influence are extremely diverse. That's why no single
artist can speak for all artists. Only by letting everyone speak his mind
freely can the diversity lying in it be fully revealed.

YI]: After this round, we've actually discussed about the definition and
description of sound art. Another topic concerns our own practice. Let's
elaborate on the two together.

LY: My understanding of sound art is simple: sound as material and art
as form. To me, sound art is as simple as that. All others are just labels.
Labels will inevitably have their limits and will change according to
different trends or market tendencies. I don't want to have anything to
do with that. As to the second topic, I think the art I'm engaged in now
fits China's national conditions perfectly. The art I'm doing is copy-cat
art. Influence from a variety of sources, including you, Lin Chi Wei, Yao
Dajuin, Dada, John Cage and ancient Chinese poetry can allbe perceived.
Drawing on the experience of others plays a key role in my practice.I call
myself a copy-cat artist and hence my art, copy-cat art.

Y]: How will you define sound art?

LY: AsIsaid, I see sound as material and art as form. Combining the two
together makes sound art.

YJ: How did you start your practice? What influences have you been
exposed to? What's your attitude towards that?

YY: Well, how did I start my practice... I started from making music in
the studio, and afterwards [ started to do on-site music and to give my
ownmusic performances. But [ wasnot content with that. What Iwanted
to express, I found music was not enough. Moreover, [ felt that music
was more emotional than rational. I wanted to see if there were other
possibilities. I read extensively, managed to broaden my perspective
and started doing some field recordings. From the previous avant-garde

music to the current experimental music, many artists have already

done avery goodjob. So asfar asI'm concerned, it doesn't feel quiteright
to define sound simply as "sound as material and art as form". Because
if that is the case, we don't even need the phrase "sound art". Sound
art is not supposed to be a simple extension of music. There must be
something different between sound art and music.

Y]: What is that "something"?

YY:Ithink..

YJ: Or maybe it's not something that can be clearly stated.

YY: The two are definitely different. I try to figure out what that decisive
“difference" is.In Max Neuhaus' words, it's the aural aesthetics. But what
exactly is aural aesthetics? If we dig further, that "something' may also
be what differentiates sound art from contemporary art. Max Neuhaus
proposed the phrase "aural aesthetics” when he was engaged in an
exhibition. He found that many of the exhibits couldn't be called sound
art or sound installation. Most of them were merely "installation with
sound'. The difference between them was fundamental. So he proposed
the concept of aural aesthetics, pointing at the aesthetic foundation of a
work. In a sense, he wanted to propose aural aesthetics as a counterpart
of visual aesthetics. He was against the practice that was visual-based
and used aural elements only as a kind of material.

YJ: Can you share with us some typical examples of sound art in your
view?

YY: Alvin Lucier's [ am Sitting in a Room is a good example of that. Many
people would say Alvin Lucier never claimed himself as a sound artist.
But [ think it shouldn't prevent us calling his work a piece of sound art.
He put auditory sense at the core of the work. He truly integrated space
into his work. Herecorded himself reading and then played therecording
back into the room, re-recording it. The new recording was then played
back and re-recorded. The process was repeated again and again. The
approach he adopted was highly avant-garde. The process was such
that the words were getting increasingly unintelligible, a process that
gradually revealed the characteristics of the space. The work presented
itself as a way to get to know the space through listening. I think it's a
classic piece of sound art. And it can be presented in any room.

YJ: But he also wrote that into a music score, which was included into his
book. He said anyone could play it. As there was the music score, can I
also say it's a piece of music work?

YY: I think he created the work from a composer's perspective. But to
me, [ think it was a marvelous piece of sound art. He had the vision that
transcended a musician.

Y]:It seems the sound art in your mind have to contain some possibilities
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for self-transcendence.

YY: It's possible. First is to transcend the realm of music. How it is
conceived, presented and how it interacts with its audience are all of
equal importance. And another important point, the space in which to
present the work. Even in the field of classical music, there are people
constantly making efforts to make breakthroughs. Stockhausen's
three-space concert was a bold attempt at experimenting with aural
space. But it still had its limits: it required physical space and had a
specific timeframe.

YJ: How about you, Samson? How did you start your practice?

SY: Earlier, I said I felt a bit rebellious after I finished my learning at
school. I felt what I was taught was so boring and had no wish to
continue. [ wanted to try something new. My point of entry was not
actually technology ,but I did my research in computer music, and saw
that many students majoring in music composing often tried some
strange instruments. Back then I didn't have an idea about sound art.
It all started spontaneously. I tried some multi-media practice. For
instance, I did some happenings with a chamber group. Later I also
integrated video into my practice. Once at the Microwave Media Art
Festival in Hong Kong, a media artist invited me to collaborate with him.
That's the first time I had a clearer idea of media art. I found that within
therealm of media art, some artists proficient in tech-art showed great
interest in sound. Afterwards, when I started my practice in media art,
[ felt there was a distinct line between my art practice and the gallery
business I'm engaged in. They felt like two different personalities. It's
an organic process. [ wanted to integrate the two things together and
to make them into a coherent practice. Once by chance I found that
Nam June Paik majored in music composing, It suddenly occurred to me
that I had wasted too much time thinking about so-called training or
background. I should not care about that. From then on, I managed to
integrate the two practices together. I never claimed myself as a sound
artist. But people who saw my work, who wrote about my work and who
interviewed me all told me what I did could be called sound art. Later I
also tried some laptop music. It's also a highly organic process. As the
external environment changed, my practice changed accordingly. The
process was rather pragmatic. To me, sound art is more a club than a
secret society. It's just that in this club, no one can say for sure what
they are actually doing. (laughter from audience) If there is a ritual for
this club, probably that ritual is to perform in front of a laptop. (laughter
again) People enter this club and find it a nice place. People here are
quite open-hearted. Gradually more and more people are attracted
to the club. Without such a club, we cannot share our practice with
others. Without such a club, Bernhard Leitner and Christina Kubisch
will not be discussed and compared on the same platform. It's more
like a networking strategy than a community. That's how I view sound
art. It enables you to mix things that cannot be mixed together. Sound
art involves some highly contemporary stories and narrative about the
culture of listening, for instance, the relationship between listening and

terminology, listening and non-narrativity, listening and space. I'm not

by Lao Yang

saying these issues were never talked about before. But sound art gives
us the possibility to put highly different things under one single narrative.
It's also unimaginable before that we now can discuss generative music,
John Cage, Mozart and dice music all at the same time and in the same
context. That's why I seeit as a club in which artists' perspective can be
greatly broadened.

YJ: So to you it doesn't matter how to define it. What matters is how it
influences the reality.

SY: Not exactly. I also think definition matters. If there's a specific
definition, at least we don't need to be asked this question over and over
again. (laughter from audience) But on the other hand, I don't want to
see a definition to be proposed so quickly. It's rare for artists to have the
opportunity to live with an art form that hasn't had a specific definition
yet. It is an exciting time. Maybe one or two decades later, when it is
well-defined, it will become very boring. Hence, even though now we
are facing some confusion, we should not be distracted. Confusion will
be solved sometime in the future eventually. We just need to mind our

work at hand.

THE "“CHINESE-NESS" OF CHINESE SOUND ART

YJ: Can we confidently use the phrase "Chinese sound art"? Does such
a thing exist in China?

YI:Lao Yang, I believe you often meet foreigners who want to know more
about “experimental music", "contemporary music" and “sound art" in
China. Do you think we can give them an answer? What do you suppose
will be their reaction?

LY: They have an interest and want to know more. That's no problem. But
Inever give an answer on behalf of Chinese sound art. Never. They ask
me those questions out of their personal interest. I answer them based
onmy personal perspective.Idon't give them a full picture but tell them
through which aspects they can further their knowledge about the
overall scene. [ think that's OK.

YJ: Which works will you mention when speaking of Chinese sound art?
LY: Say Their Names, Remember by Ai Weiwel. I mentioned this work in
a letter I wrote to you. According to Ai's proposal, participants recruited
online read the names of the children who died in the 512 Earthquake
one by one, and their voices would be put together in the end. It was
presented purely in the form of sound and ran for more than one and a
half hours. But thisisnot seen as a piece of sound art. It is made not only
for ears. There're so many things contained init. A personisrepresented
only by aname and tolisten to that name can take so much effort. I think
this piece touches upon something very profound that artists nowadays
don't often talk about.

YJ: What else?

LY:Ialsolike The Song of One Hundred Children by Sun Weiand Chamber
Music by Samson. Both of the works leave audience with room to
experience and think rather than compel them to accept what is given
to them. Sun Wei's experience is very similar to mine. Sois his approach.
Ilike his work very much.

YI: If [ were I foreigner, which pieces of Chinese sound art would you
recommend to me?

YY: Not anything in particular.

SY:lamnonationalist. WhenIdo something national, it feels problematic.
But that's my own problem. [ feel the system is still dominated by
Westerners. "Music with a capital 'M"' is so hard to be broken. When
introduced into the east, the pattern for music production remains
the same day in and day out. Whether you are engaged in pop music
or classical music... Do you know "music is a universal language"? This
was invented by the Americans to first legitimize their entry into the
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German-Austrian world and then to legitimize the global presence of
their popular music industry. This is something I particularly don't like.

YJ: It might be dated back even earlier, since the colonization by the
French for instance.

SY: But the French didn't use it to legitimize their capitalist logic. It was
colonization in its traditional sense. But the Americans colonize people
through capitalism and the utopian language of music. Sound art
illuminates new possibilities. Ears are equal. We want the ears behind
music to be our own rather than ears of the Westerners. We want to
have different ideas and different opinions. In this regard, whether or
not we create a label called “Chinese sound art" is actually an issue of
authority and right of speech. We don't need to bother ourselves with
that. The important thing is that there's something in eastern culture
of listening that the west doesn't have. For instance, John Cage's silence
played an enlightening role in western culture of listening. But Ifelt there
was something missing from sound to silence. Guqin, on the other hand,
involves a kind of mental extension and projection, creating sound that
is to be heard by mind rather than by ear.

YI:It's somewhat like the blankness in Chinese calligraphy and painting.
The seemingly empty is not empty at all.

SY: This is something that can hardly be well interpreted in the context
of western culture of listening. But in the eastern context, it can be
interpreted. It's a collective hallucination of both the audience and the
performer. If we focus on that, we may gain the right of speech.

ON THEIR LATEST WORKS

YJ: So, what have you all been working on now?

YY:It's a piece about my child but has nothing to do with sound.

Y]: What is it exactly?

YY:It's a video.

YI: Silent video?

YY: Yes.

YJ: Like a silent film.

(laughter)

YY:1see it more like a video and installation. As a sound artist, I like to
think about how [ can try other mediums during my art creation. That's
what I'm trying to do in my recent practice.

YJ: Will it also contain your reflection upon sound?

YY: Notreally.ITwant to probeinto therelationship between my child and
me.

YJ: How about you, Lao Yang?

LY:I'm working on a new piece of work. I want to make it into the size of
a 3" disc. Some of the materials [ used were found by me randomly. The
work I'm working on is about used and discarded tools. I feel like I want
to present that.

YJ: You started working on it this year?

LY: Yes. If alabel is to be made, [ want to call it acoustic social sculpture.

YI: But it's also visual. Maybe it can be treated as a kind of language?

LY: Soundis also involved in the work. [ attach importance to sounds that
are not targeted at ears.

YJ:Language also has sound. When peopleread the words on paper, they
would hear it in their mind.

LY: Right. It also involves how I communicate with others, (YJ: Your stall.)
The materials I used were found randomly or given to me. Many people
would say “what on earthis this" after they seeit. That's the kind of thing
[want to present. It may take years before I complete it.

YJ: What are you working on lately, Samson?

SY:Istarted aproject called Liquid Border in July 2012. I want to complete
it this year. Along the border between Hong Kong and Shenzhen
there are these long iron mesh barriers. In April 2012, the Hong Kong
government opened the previously closed area to public. I started
to collect the vibration of the meshes since July last year. I did it in a
systematic way: from left to right. I took the vibration I collected back
to studio and transformed that into a piece of sound work and then
transcribed it into music score. Four sheets of such music score will be

generated next year.

THE RELEVANCE OF SOUND ART AND ITS RELATIONSHIP TO OUR
VISUAL-CENTRIC CULTURE TODAY -

YJ: The building we are now having thismeeting belong to an architecture
and design firm. The firm is quite well-known in Shanghai. They
contacted me and said for the next issue of their magazine they would
like to do afeature story about sound art. In the past few years, more and
more attention has been paid to sound art. Art journals such as LEAP
and Art World all did feature stories about sound art. Many visual artists
also participated in sound exhibitions. I guess you're all aware of that.
Why do you think sound art have suddenly become such a hot topic?
YY: Firstly, I think it is a hot topic in the international art scene. More
and more European and American institutes are presenting sound
exhibitions. So curators and artists in China see this development and
wish to learn more about it. Also I think it relates to the economy. A new
media artist once said the increasing attention to sound art was a sign
of bad economy.

Y]: Why is that?

YY:Becauseit's cheap.

YJ: Well...

(laughter)

YY: Comparatively, of course. Moreover, it also shows that contemporary
artis consuming sound art, not only the concept, but also sound-related
artists and activities.

YJ: Not only contemporary art but also the society as a whole is
consuming sound art.

YY:From the experience of the past few years, we see there are only two
kinds of venues available for experimental music performance. The first
are clubs run by artists, and the other is the opening of art events. The
latter is a typical example of consumption of sound art.

Y]: We are being consumed.

01:28:06
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YY: You can put it that way.

YJ: Visual design and pop culture are more approachable to the general public. As our visual culture comes
to a meeting point with sound today, are there any particular examples within the last two years you can
think of or particular phenomena?

YY: Yesterday Yao Dajuin mentioned Papa, a social media application supporting the sending voice messages.
It's an example of connecting sound with other media.

YJ: And WeChat?

YY:And WeChat. But WeChat is more function-oriented, quite different from Papa. We once did some field
recording project for Ability Art from UK. During the process we learned there could be an application
that could allow people to take a picture and record a voice message with it. Why a picture first? We
discussed about that and thought it was necessary because sound was less recognizable. Picture was more
recognizable and offered a good entry point for people's imagination.

YJ: But I think "less recognizable" is not necessarily a bad thing. There's no need to figure out where the
sound isrecorded.

YY: Low recognizability is a trait of sound.

YI:Ithink it's a merit.

YY: A merit, indeed. But you have to make some compromise for the public.

YI: Vision s still the dominating sense. The difference between sound and vision is actually one of the biggest
merits of sound. The ambiguous and somewhat mysterious nature of sound forms a sharp contrast to vision.
YY: It depends on how you tell the story and express your ideas. You're faced with an overall system, which
includes politics, power and economy. You'll face substantial pressure when you propose something like
that. How will you deal with that?

YJ: Talent shows such as The Voice of China become a phenomenon in China. Judges of those programmes
would say alot about skills and sound details. But it's not very useful to viewers. It doesn't help them to listen
more attentively, does it?

YY: The biggest challenge in my view is not to train people how to listen but to recognize of the value of
auditory sense. In a way, training itself is a kind of recognition of the value of auditory sense. Nowadays if
we take the subway, we'll see a lot of people wearing headset. It's like they create an alternative auditory
environment.

YJ: Now more and more auto shows choose computer music or sound art performance as background
sound. This kind of audio-visual shows are getting increasingly popular. It seems an acknowledgement to
the performers. But is auto show the ideal venue...?

YY: Who said that?

YI: L

(laughter)

YJ: Only two years ago, this kind of stuff seemed very avant-garde. But now it seems even auto shows are
full of such music and performance.

SY: But that is not a problem faced solely by sound art. As it involves media and technology, in a way, it is a
problem of all new media art. It is common to see in the field of new media art that it won't take more than
two years before something new emerges And the rest becomes outdated

YY: There's nothing strange about that. The pace of technical innovation is getting faster, while its cost
lowerand it is relatively easy for people to learn these new innovations. You can see that creatively they
don't have as much to offer but technically they are more savvy and in a way, without prior knowledgein the
arts, theresults can also be good. It'snot necessarily a bad thing. It's a process of commercialization. Not bad.
LY: It may also have something to do with the rise of China. With the rise of the new rich class, first they
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become fastidious about food and clothing. Then they start to pursue glamorous visual effect. Now probably
they shift their attention to auditory enjoyment.

YJ: Are you saying now it's sound art's turn?

(laughter)

LY: Then what's next, smell?

Y]: A media art show organized by Zhang Ga and Li Zhenhua was presented at the National Art Museum of
China years ago. [ saw at least two pieces of reviews putforward the question asking why such a show was
presented at the national museum rather than at Sony ExploraScience. I have the same question. During
yesterday's performance [RPM: Sound Art China), we wondered in private why Edwin [van der Heide] did
not perform at an auto show. Now you may feel auto shows are not that artistic and high-brow. But sooner
or later auto shows can also be artistic and high-brow. And moreover, those shows will be more than willing
to invite artists like Edwin.

SY: He will need to face a different group of audience.

YJ]: One day audience of auto show will buy this kind of stuff.

YY:Ithink most young audience will buy that. Yesterday many people came to watch the performance, but I
don't think many of them would listen to this kind of music when they are at home.

YI:Tagree. That's the problem. Yesterday we talked about Mayakovsky's recital. It was highly avant-garde in
his time. I once saw a picture showing a solider waiting in the queue to buy a ticket to the recital. It would take
him a whole months' salary. At that time, tickets to Mayakovsky's recitals were sold out every time. Today, [
don't think any solider or worker will show up in an event of this kind.

YY: That's a big problem.

YJ: It is a big problem. And what Yin Yi mentioned was also a problem. Even though people would come to
watch the performance they wouldn't listen to it anymore once they get home. When we practice our art,
we need to take that into consideration. Lao Yang mentioned something about better sound and better life.
Nowadays many people use mobile phones to listen to music. It's lo-fl. But a variety of elements, such as
personal emotions, life space and lifestyle, are involved in the process. As a creator, [ do have an obsession
for good stereo and good equipment. But that's not all. We should not become the slave of the crystal clean
sound. (laughter from audience) If a metaphor is to be drawn, sound that is crystal clean is like a piece of
painting hung in an empty white cube. In this space, there's nothing but this painting. Sound produced by
the pop music industry in recording studio falls into that category. A lot of elements are erased from it. Since
the emergence of laptop music in 1990s, the sound we heard became clearer and more vivid. I always wonder
where the ambiguity and unclearness of sound went. If [ were asked to collaborate with the government and
present alarge-scale show, I don't think I could do it.

YY: When we give small-scale performance, aren't there many instances among the audience where many
people are chatting or making phone calls?

YI:Inaway, it can also be seen as akind of participation. In small-scale performances, the audience is actively
involved in the show. Listening quietly is a way of participation. But there're also other ways of participation.
Take Peking Opera for instance. Viewers drink tea and eat melon seeds while watching the performance. And

they always cheer at the right moment. It's a tacit way of communication between audience and performers.

THE COMMERCIAL ASPECT

YJ: The last topic: commercialization of sound art.

YY: Thisis a question I always think about, for 'm a...

YJ: You need to sell some sound art works.

YY:Ithink there's nothing wrong about selling work. You have mentioned that you didn't want to sell. That
could be a problem. As to the commercialization of sound art,nowadays whenever we walk into a department
store, what are you listening to? Oncel entered a high-end boutique in Hangzhou. The overall layout was nice
and elegant. But the music played in the store was something like a mixture of folk music and hip hop. I felt a
bit awkward whenIwas at that boutique. But [ also thought this was something we could think further about.
Not only in department stores, but cafes and bars are also places we can pay attention to. This is something
that architects and those engaged in interior decoration cannot do.

YJ]: This is the artists' work?

YY: Artists can be involved. There's a certain commercial value lying in it. Take audio identity system for
instance. I believe we can definitely do a better job than others.

YI: But this is not exactly commercialization of sound art.

YY: Oh! You're talking about the commercialization of sound art.

(laughter from audience)

YJ: What you said is commercialization of sound artists. In my view, commercialization of sound art first of all

refers to the selling of the work in the art market. For instance, if Imake a video, I will need to think about if I
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want to sell 5 copies or 10 copies of that.

YY: Sound art needs to tackle the problems of how to be preserved and how to be materialized.

YJ: Can it be materialized?

YY:1f it is in the form of video, it would be hard...

YJ: 1t can be sold in the form of DVD. It may not sell well, but still it can be put for sale.

YY: It goes back to the problem of recording industry. As the traditional recording industry has already
reached a certain height, it's hard to make further breakthrough.

YI]: There're many kinds of sound art. Installation is one of them. It can also be put for sale. But as the sales of
sound works are quite poor, sound installation is even harder to sell.

YY:Ithink youneed to find the right target buyers. They need to have space and the space should be relevant
to sound.

YI: Systematic collection of sound art has not officially started yet.

YY: When chatting with a visual artist, He said, if you are unable sell, how can you preserve it? If it can be
sold and easily preserved, changes will be seen on the market level. Nowadays culture is highly needed on
various levels. Many commercial institutes have that need. Five-star hotels like to exhibit some ink art or
contemporary art in the lobby. Can sound work be displayed on this platform? [ have a friend who intends to
open a cafe- bar in a high-end office building. I'm thinking to present a corner for listening at his space. And1
want to put a pair of headset there so that I can also do a field recording. That could be something new for me
to try. After that, we can invite some artists to gather together and discuss further about this issue.

LY:In May last year, Da You and I were at Caochangdi Gallery of Art. We convinced them to lend us a long and
narrow space. They agreed to lend us the space for free, but it should be used as an art gift shop. Da You has
an interior designer friend. and Da You told him our vision. We wanted to make it a space concentrating fully
on listening. People could buy albums here, but they could only buy them through the iPad we placed in the
shop. There would also be a wall of albums, but nothing on that wall was for sale. Moreover, there would be
three sleeping berths inside the shop so that people could lie down and listen to what was collected by our
contemporary music archive, Last but not least, a certain area would be designated for exhibition. A sound
exhibition would be presented on a monthly basis. The space didn't work out in the end. Police came and
warned the owner of the space not to collaborate with me. All we wanted to do was to create a space purely
for sound.

YI]: Theidea you proposed is quite different from the example of hotel lobby. What you proposed is more social
than commercial.

YY: The space where [ want to realize my idea is an office building rather than a hotel. In such a space, the
movement of people, words and even sound may all become some kind of background. That's something I'll
need to think further about.

YJ: To me, now if someone asks me to do a commercial event, [ would find it very difficult. On the one hand,
[ know that doing art also means I need to deal with our society. It's a challenge an artist must take. And
commercialization is the most direct form of such challenge. On the other hand, I'm not sure if I'm able to
deal with that.

YY:Some artists are good at that. Butit'snotright to ask all artists to do so. That's why we need collaboration.
In this way, we can focus on sharing our expertise.

SY: Ithink any new art form entering the realm of contemporary art will have to deal with this problem. On
the one hand, it is supposed to renew contemporary art; on the other hand, it needs to present uniqueness,
differentiating itself from artifacts (i.e. CD) that can be reproduced over and over again. If it can achieve both,
it is more easily to be collected.

YY: To fully figure out this problem, we will need to invite those engaged in art market to join our discussion.

They know much that we don't know.
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written by Irulan Zhao _ translated by Hovermoon & Josef Zhou
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THE PORTRAIT OF A SPACE

Aion . 4 Rooms

all images by Jacob Kirkegaard . Chernobyl 2005
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Alvin Lucier is one of those names frequently mentioned when
talking about early experimental music and sound installations.
Born May 14 1931, the American composer focused much of his
work on the acoustic phenomenon, an exploration of the physical
properties of sound. By playing with our auditory perception and
how we understand it, he challenged the very notions of how

musicis generally perceived.

"Thinking of sounds as measurable wavelengths instead of
as high or low musical notes changed my whole idea of music
from a metaphor to a fact, and in areal way, has connected me to
architecture.” Lucier, 1969

Oneofhisbestknownworks"lam SittinginaRoom" madein1969
featuredLucierrecordinghimselfnarratingatextthatbeginswith
"lam sitting in aroom different from the one you areinnow..." He
thentook thisrecording and thenre-recordsit ashe playsit back
into the room. This process was repeated several times. As each
roomhasitsownnaturalresonant frequencies, those frequencies
were amplified through each recording, slowly wearing away
the original material of Lucier's reading, overtaking, distorting,
blurring his words until what resulted became reminiscent of an
ambient piece. Despite the work's starting point as a vocal piece,
eventually what one heard became what the room decided you
can hear. The work had become the room's interpretation of the

recorded material.

In "Aion", Jacob Kirkegaard inspired by Lucier's work takes the
pure mechanism of this idea and distills it further. Kirkegaard
records ten minutes of several abandoned spaces at Chernobyl
without theinclusion of ahuman voice, only the sounds produced
bytheroomitself was captured;aswimmingpool,aconcerthall a
gymnasium and a church. Taking thisrecording, he thenreplays
them back into the room, re-recording it as such. He repeats the
process10 timesuntil a density of layers emerges allowing these
seemingly silentrooms toreveal their true naturalresonances.

Thesound trackisaccompanied by avisualrepresentation of the
four rooms using techniques of layering and overexposure and
video feedback similar in manner to how the recordings were
made. Click to listen to an excerpt on Kirkegaard's website as it
reminds us to take notice of our audible senses, showing us that
with the inclusion of a sonic palette how muchricher a portrait of

a space canbe.
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s beautiful with an extra ‘o’ for "extra beautiful”
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moooi

For more than ten years Moooi has inspired and seduced the world with sparkling and innovative designs.

The venture founded in 2001 by Marcel Wanders and Casper Vissers is named after their native Dutch word for beautiful - the third ‘o’
in the brand name stands for an extra value in terms of beauty & uniqueness. The core strengths of both men continue to complement
each other perfectly; Marcel, the obstinate, passionate designer with a nose for business, and Casper, the driven marketeer with a
keen eye for design.

In addition to Marcel Wanders’ designs, the Moooi portfolio contains a range of work from other nationally and internationally
recognized designers. These include, amongst others, Jurgen Bey, Bertjan Pot, Maarten Baas, Jaime Hayon, Neri & Hu, Joost van
Bleiswijk, Studio Job and Nika Zupanc.

The collections’ style is exclusive, daring, playful, exquisite and based on the belief that design is a question of love. Timeless objects
of beauty which possess the uniqueness and character of antiques combined with the freshness of modern times. This fusion brings the
brand to focus on the production of iconic objects.

With this unique and iconic mix of lighting, furniture and accessories, which outlast everyday interiors, Moooi creates interior
environments decorated with an inspiring variety of patterns and colours to embrace any kind of space and make people of different
ages, cultures and personalities fall in love with their homes.

This unexpected home vision brings to life a whole world of new ideas and inspiring complete Moooi settings to brighten up daily life
with a touch of magic. They represent places where visions converge and where everyone can stop and feel comfortable within the
perfect eclectic mix of culture & experiences that makes a home environment more beautiful and unique.

During the last couple of years Moooi has expanded its horizons at a rapid pace, opening several showrooms in strategically located
key-cities: Amsterdam, London, Milan and New York. The Moooi showrooms are the perfect place for design professionals to experience
the Moooi collection in a unique, inspiring setting and to have perfect visual examples of the many possibilities of the Moooi product
range!

“We are here to make an environment more beautiful, exciting and inspiring!”

Cloud Sofa by Marcel Wanders | Paper Floor Lamp Patchwork by Studio Job | Paper Table Lamp Patchwork by Studio Job
Paper Cupboard Patchwork by Studio Job | Paper Buffet Patchwork by Studio Job | New Antiques Barstool by Marcel Wanders
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MARTIN_KLIMAS

SiF, R—EEFTER2EEEEMER, MBEEARARIT 23 (Martin Klimas) B9/
M “FiRBEEE (Sonic Sculptures) " TAIFRELAIRE XK,
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HEARR, ME—HERFENHKEZRELNHR. ZRIERETREDHABEE, HE
—FREAABIETR .

"

If you have ever wondered what music might look like, artist Martin Klimas' "Sonic Sculptures

might give youanidea.

Putting different coloured paints on an ordinary speaker where its diaphragm has been covered
with a canvas, he then turns the volume up leaving the vibrations from the music to send these
coloursflying. Using a varied mix of music, from classical tojazz torock, the paints sent aloft by the

soundscreateshapesandpatternswhicharethencapturedintodynamicand colourfulphotographs.

InfluencedbyHansJenny whowasfamousfor hisstudy of wave phenomena, mixed withasensibility
of Abstract Expressionism, the series took Klimas six months and about 1000 shots to produce.
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Richard Wagner "Ride Of The Valkyries
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Velvet Underground And Nico "Run Run Run"
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Kraftwerk "Transistor" From "Radio Activity"
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HAY | Finn . Woody . J77 . J110 . Ru Chair . Don't Leave Me
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One cannot speak of classic furniture without mentioning the
name of influential mid-century Danish designers such as Finn
Juhl, Arne Jacobsen or Hans Wegner toname afew. The Egg Chair,
Ant Chair, Shell Chair are familiar if not by name then by their
form even to thosenot attuned to design.

Founded in 2002 in Denmark by Rolf Hay along with his wife
Mette Hjort Hay, furniture and accessories brand HAY strives
to encourage Danish furniture design's return to the innovative
greatness of the 1950's and 1960's in a contemporary context. A
fundamental commitment of the brand is to make good design
accessibleby keeping their price points more affordable. Hay also
likes to balance their collection harnessing the creative energy
of young designers as well as exploring the cavernous minds
of seasoned designers. As important as having a well-designed
product is the relationship they have with the people they work
with whether in-house or with designers they commission.

HAY collaborates with a group of highly skilled and talented
international designers who use new materials and modern
technology creating products that enhance value for the user.
For the most part decisions are made based on instinct and the
working process gives designers almost free reign from the
products they propose to the design of the piece itself. As Rolf
Hay describes simply, HAY is "ever-changing, surprising, not too

HAY |

Box Box . Box Box Desktop .

Box Box Storage

WRONG FOR HAY

Rope Trick Light . Warning
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HAY

Ru Chair

perfect [or] symmetrical..” HAY's fluid approach to coming up
with their collection has, for thelast 11 years, worked well for the

brandresulting in a cohesiverange of products.

HAY operates in the field between architecture and fashion
bridging the static elements from architecture like materials,
production methods with the dynamics from fashion such
as prints, fabrics and color. They are ambitious in the field of
innovation and the use of cutting edge technology. Among their
piecesthathave wonnumerousinnovation awardsis the Nobody
chair, which is the first industrially produced chair made out of
textile.

Not satisfied withjust furniture Rolf Hay feels that the challenge
of developing different scales of objects adds to the fun of the
process;givingbalancetosomeof thelonger productionprocesses
are projects that might take a shorter time from conception to
realization. The HAY furniture pieces are complemented with an
extensive collection of accessories consisting of rugs, cushions,
quilts, bedcovers, hangers, storage systems and an irresistible
group of stationery. Mette Hjort Hay developed HAY's accessories

collectionwhichhasescalatedintoitsownHAY Market Collection.

Starting from a simple idea of a Danish salesperson to celebrate
uncomplicated design, staying solid, joyful and functional, HAY
continues to "surprise" with the introduction of a sub-brand
called WRONG for HAY 2012. WRONG for HAY buildsupon the spirit
and core values of HAY but hasits very own identity. WRONG for
HAYisbasedinLondon under the creative direction of Sebastian
Wrong, whose dedication and uncompromising approach to
design were not lost to the group at HAY. WRONG for HAY draws
upon London's creative energy, eclecticism and talent, exploring

new working relationships, new products and new markets.

Everchanging, surprising, not too perfect and symmetrical -
something has to "stick out”



il
it
op
g

ORGANIZED-S OUND



SOUND

manifesto
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Sounds from Beneath . 2010-2012



FENER BMHA?RUFSENESEM ‘BHR’, BLE
—EREPEFRE. RERAURFENEFHLSTRME
ALY, FERENL, FEXRERARME AT, A1)
METEEZTREN M AT NOIFMER, WRRMIEET=
BE5AR. EREHTXMATRAFE, SEUFSEEGNE
MEETN, MEDRCNIREEEE. AL, REFZAE
Bo@RENE B EAMRSBERERNRRD, FENEGS
RNASREBRE, ROBHEED, LRBBHBOMA.

EEERE, FENERERMAER—NUERER (Echo) WFEL
W XUZHHOZHE, ERERMHIETECRENMNA
ZKE (Narcissus) . B XUBTHNEFBFELZE, BT
RONTROERP2EMER, TEMEKTHMENRFR, B3
FEHEE. BRAFES. RIMTHEBETERMSAZBRNEY
FEHER, —PERRTEHNANYFEZEVRSUER
ERMERREUE, MB—HH, chESESSMEMBR.
BETMEREERE. §TEFZRRDACRNBREDE, LUK
SMEHANHMYXENS, RRETERS, BT RINPERIE
EEEEYREREERHBREBEMNATEAS. TR, BRHAE
TMEBRRDHOFEAR, EHNESLE ATERW,
REERZIFSESETFT, AEEEITR.

A, MRFAVNLOBEM AW AFSHOLERNTBI, AL
AEBNLMER, ERBE—LEENEE .. UERNEZGE
B, EFEBAENTRER ENBLEFARDNAFSHLMEN . X
H—k, MREMXNMEFTHEHITEZ LD, BL, BF
RABURFENSUAREESAAETE, T2, RNATUNES
R MAILUR AN AR RARENR LAORE. 2AX
EOMARBREAXZAMER, ERULATELENFERR
S5LEMNZEFECHEERETIEE.

WRFAREIRARNPN, AEERZARURBIEERS, &
BErETHRN. ARIENFEFEANSEK, MEHHEENFE
BEAERMNME. BT, BRNAEFTURBES®EE, MAE
TEBOIFMR, BARER-—ESCARBAIR, BRERS
FREFRBKEATEMRRS . XMBERAEULFA =
EENtabI=NR. ERFEXEES R, EFFI—ME
RESEM, MEKSURHRKABZRET - MEHNRE, &
HHTEIEENMHWRE, FltiZEd, SREBENSKRNET
EFEBEE UNBERAEE. AMYTEBRONEMS.

RESKEEAERNUESBENYRFTRRERER, L
MBELABENH, EASKMTHENEZMASHREZ LM
B. Rz, REEEDFEETHBEEROPHX DB L
B, ETXEE-RRBRSREMEZNHE, MATES
A ARNBREX N BRASERRREHTRAMEBDNEE.

ELNEHEOOFERTBMEARTFEAILHE, DK EECHK
FIERN. G, SERBZUEBDZAOEE, fixEE2Y
EFFAREMGMEZE. RERSE. HEXE. ABEH, B
MNFUERBEZARRAERFBZAREE, RO EHRTHE
IFE, SERRBERELEFABMBEBRENER. HA
B, EE, BHIRAXNES, G2 EERMENA AR
B, IR MEIRELE—F, FEAIR2—R(JLA
RITRY) #4 MAFERANL, ERHSAFIEML LAY,
HESANBEREUSE . AFEGIE, SRS MmiERE. i
MEET. BHNTULBECSHNAEZEN T EASREMME, 5§
ERCBERFRNER, AINBECHESREMIES. )KiA
ERXF—FMEITEREBOESHE. BMNERIENREN, B
FEZE-—SRERNFET MBNECUORBRLEEFS. B8

HAEX . B2, AFNBEANHRRTFL, BTIES, K585
EFHEMSHES XEFEERKARE=ZFEUENILD
ERXFNES, INRIEERMATIENESZ (The Work
Quartet) .

BFEIFNERMNER, ERAMNTEFSUURTEFENTIERA
FHRBRELSBIS. &5 XEURBEIKIZAHR . 250
NMEm, MUBFEZG2W, BRETANPITAREE X—FK
NPMNE—NMER, BH “GS (Xenon)” , RIFTANIERE
BRTEXFEESTETERNTABER, URALLFERSH
W, 25XRBENZAREANFEZE. RE. RBPFRIS
B, AfFmRER, MNEXNEFNELOMESLPEEIE, 58
BRFA TN “EHEH”, fIHEE - MRBROES K
B, REAEMESPER. EIERF, 13RERIKALIEEE
T, HERBEZW. REURKSHEE ——XEAFEE
EREFUFEXEE, IRFEEEXRENED.

ENMER “UTERMES (Sounds from Beneath)” &
FEEEMHT IEBEANEGE. EREZFAEHNET SLIES
5L, BIIHERS, BERNIBE S #H/GE (Dover) BT

89

o1sejluew

ANNOS



Sounds from Beneath . 2010-2012







=l

B |




PREVIOUS PAGE AND ABOVE | Sounds from Beneath . 2010-2012

7. AMB LHELB0F LUK, EFMARRET DEEFELT. &
SRRV TR, NBTR TR itb— A 85, MET T AR
WEISRE+OBEX. Fm “WTHERNFES" EERNRIER S
ET7T-BEENER. REXY IEERAMARRNZICIZ. BT
AFRERIFMNEHTRUINNFEHE, EXNMFmS, —
BRIy THEERFRIREDN=M £, BIEE S HFLITF
FEIR. ERISIY. WTFBERNEMW, BULENFSZ WEFS
MICIZERITAERXBREATT TARNER, WEENT
WHEFEMBITLS, FFEEBN N —EEXRER, LETIZ,
AR B SREBE T M KB TIER, LIREX
HANBUAEE,

‘B (SeaWomen)” BXNMEIFHE=HIER. EB1IKFT

SEAFM (Jeju) B E(XB—EMBBIFIKAOXLS, UFH
AMpEZE), XEEEFEXEN —HYUS=E2RIEOHNEF
KNl E. XMERNERTF—XAKES EIRLNEBWE
B NTFE5228. 0% E8EZ L, AIRREBEEFAEBAESD
FER REHUEHETRNMER. SARTHRE, XENES
HARHBBRELEN, MRHR—BE ARERBLZ (Haenyeo)

Mz, wFRETC/\+5E4, TERTEERAMRNE
BT, REERBIEES. SHELK. XMBLEAMIRE20
HE70ERBEXMEIMBRXESHWRFNN, FEELSHRE
UENASENEETEYEBRTSNMF. BTNEEN
BEHRESWUM “sumbisori” , X—MSMMRE, RET—
MEENFIREE, T8 XENREE, Wil EXx/UR. 88X
JUNEEB TEE . XMBEARAEE, EETEZREEIE
FREBMESZ ., SumbisoriZfIEMREINRERN N EETEIR
MIhEE, BIEBIFHRNEES K, BREREBXKELWIRE, &
NERF—HMESESMNARMIR. IEEENERT LIS P
HE—Ffsumbisori, EBXFIARNLZALEENFTRES.

ZTHARYE, XMERTLUENKELIEE—TAETZH
HREROFELR, UREBEQRUYSHINENEEFS. (R B
TRFRT—MHARETNRIVB-—E"HNFS~R, BiH
HEH-—MrRfmEZSRBNEFERR . IFNFSEETX
PN FETFENESTEENFZWRMNE, BEET
SEBFAENBRZIINTUETTFERERNBENLCH, LK
TR F R IR M R IMAIEE

REEHTHO—HFRMH “EROZF( (Children  of
Unquiet)” , E—FHEHRYZAMARNITLE, 5—HEUEN
RBEBIFE—AANS L X—AARNMESRBEEMIIR
BB LIERS TR, LUEMRE IR, AT E X &
MERELRIE, TZHRBENRE. UKBETEBSRENR
BRI, MNNINTEEFAZRPEZIREBDNRIINES
FR?BITHFNERRIME, RATEFZTEE—THRKAM
NE, BB HNEMA. T XMUSHEEEEXEK, 5IRE
MAEBBLASEM, FERBRFMNIIR KRB, MREBE. X
LL2MBMNPEHNEFT MG TRNMER, 5 —MEEER
SHMNEHES.
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What is the 'face' of sound? Recording technologies, the electrification of sound and sound
visualisation through electronic means has given it a 'face’, but it is mostly abstract and
diagrammatic. We mostly think of sound as non-material and ghostly, moving invisibly
through boundaries and spaces. Its invisible character appears to resist pictorial
representation and lends itself to the dynamics of dematerialisation. Despite its three-
dimensionality,itsvisceraland sensualpower, soundisfurnishedwith visualrepresentations
that are mostly flat, boneless and fleshless.

The Ancient Greeksvisualised soundin the form of a young female nymph called Echo. After
falling in love with the self-adoring boy Narcissus, who was tragically enamoured with his
mirrorimage, Echowasrejectedby himandprogressively removedherself from therealm of
visible things. She wandered in dark caves until she eventually lost her flesh and her bones
became stones. On the one hand, Echo's mysterious dematerialisation expresses our deep
ambivalence about the physical and visual dimensions of sound; on the other, the myth
ties sound with sensuality and emotion, place and architecture. The figure of love-struck
and cave-bound Echois the anthropomorphization of the sound phenomena; their emotive
power tomove humans; and their connection with the physicalworld. Inpart, Echo stands for
theaffecting acoustic experiences we have when sound travelsin cavernous architectures
andisreflected off different surfaces.

It would be an oversight to think of Echo purely as a visual representation of sound
ignoring her femaleness. Through the story of Echo, what the sonic imaginary of Ancient
Greek thought expresses is the feminisation of sound. A sonic analysis of thislegend must
necessarily engage with the body from which Echo's voice emanated; it must consider the
reasonsfor Echo'smaterialdissolutionfromsocio-political, gender and cultural perspectives.
Although it is beyond the remit of this text to pursue such an analysis, the above example
demonstrates the multiple dimensions that working with and thinking through sound
demands.

SeaWomen . 2012




Unless we talk about technologically mediated voices,
psychoacoustic phenomena or legend, voices exist with
physical bodies and sound is connected to material things.
Thinking of human sounds as disembodied, ethereal or
non-materialis disconcerting because it reproduces a model
of conceptualising the body and its products familiar in
economism. In capitalist societies where economics is an
ideology, and political and cultural decisions are taken from
the reductive perspective of financial profit and the rules of
supply and demand, there is extreme emphasis on the body
as a producer, a consumer or a commodity. But the body as
a locus of socio-political complexity and material needs is
ultimately annihilated for the sake of a 'transcendent’ value
- how much it is worth in abstract financial terms. [ believe
that a sonic way of thinking has the power to challenge this
reductive model; it can act as an anti-transcendental and an
anti-metaphysical force demanding a profound engagement
with people, their bodies and cultures, the natural and the
built environment.

[ have been working with sound since the mid-1990s
when I was still an architecture student in London. Later I
continued my studies in art and found myself working in-
between departments. While I was making installations,
drawings and films, [ did not consider myself an installation-
or a media-artist. I wandered through sculpture studios
drawinginspirationfrom what sculptors made with different
materials. [ was treating sound, and especially the human
voice, as sculptural materials — malleable substances that
could be compared to visible physical things. Like rubber,
clay or plasteline, soundis a chunk of (audible) stuff;sois the
voice, only it is produced and ejected by the body, and is thus
connected to it ontologically. A voice has texture — it may be
husky, grainy, growly etc.; we stretch our voices to different
pitches and volumes, and shape them into different forms,
language being one of them. Speaking is just a highly-coded
sound-sculpture. When we talk, we generate a complex
combination of sound forms we have learnt to decode and
understand. However, our voices produce a much wider
variety of other sounds than mere language. Such other
sounds have been the focus of a series of projects [ have
developed over the last three years, which I informally call
The Work Quartet.

What connects the projects of The Work Quartet is my
researchintohow soundrelatesto specific work communities
and resonates their socio-political, economic, cultural and
psychologicalcircumstances. Allfour projectstaketheformof
sound with video and feature human action or performances.
Entitled Xenon, thefirstinthisseries of projects, explores the
effectsof self-censorshipand conformisminthe professional
context of the office. Performed by artists with secondjobs as
academics, managers or secretaries, the project imagines a
frustratedrevoltin which thelack of freedom of speech due to

SeaWomen . 2012
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peer pressure, the blind ambition for promotion, and the fear
of 'standing out’, generate a troubling sound environment.,
The constant hum of the ventilator in the officeis punctuated
with coughs, sighs and gasps - that is breath and voice that
carry the potential for signification but fail to find form in
articulate speech.

The second project, Sounds from Beneath, emerged out of a
collaboration withaKentishminers'choir. Southeast England
was known for its numerous collieries transporting coal
directly to Dover for shipping. The sounds of the last Kentish
colliery stopped resounding in the late 1980s. But what has
happenedtothelocalmining villages and their communities?
Their fortuneshavebeendifficult andtheformer sites of work
stand quiet. The project Sounds from Beneath orchestrates
an aural reunion at a past colliery. I asked the miners' choir
torecall the sounds they heard when they worked in the pits
and tovocalise them. In the piece, the men are seen standing
on top of a desolate Kentish mine singing the sounds of
former activity — the scratching of shovels, the wailing of
alarms, the rumble of subterranean explosions etc. In this
project, sound, the act of sonic remembrance and singing
become the catalysts for this community to gather once
again, to populate the site of former industrial production

and transform it into an amphitheatre where professional
pride and identity transcend beyond vanished industrial
architectures and political short-sightedness.

SeaWomen is the third project in the series, and focuses on
a fast vanishing community of elderly female sea-workers
living on the South Korean island of Jeju - a jagged patch of
black volcanicrock that floats between Japan and China. The
project was created during alengthyresidency ontheisland,
whichIimposed upon myself after [ had heard a mysterious
sound - half-animal half-bird - echoing out of the sea. To
my surprise, this sound was not generated by dolphins but
a group of women called haenyeo (sea-women), now in their
late 70s and 80s, who dive to great depths with no oxygen
supply to catch sea-food and find pearls. This ancient female
profession became the dominant economic force on the
island by the 1970s establishing a matriarchal system in an
otherwise male-dominated society. The striking sound of
the haenyeo is called 'sumbisori" it is a high-pitched noise
produced by their ancient breathing technique, which allows
thewomentodivedeepformanyhoursanduptoeighty times
a day. The ‘'sumbisori' was taught by one generation to the
next; it is a specific work craft which takes years to perfect.
At once alarming and joyous, it punctuates each dive and



except foritsphysiologicalnecessity, it functionsasanaural signaland an acousticlocation
marker. To the trained ear, each 'sumbisori' has a distinctive sound and is a unique acoustic
signature produced in the body of each woman. Thisis a gender-specific skill thatis trans-
generationally transmitted creating an inter-generational aural bond and a sonic signifier
of professional identity. The sounds in SeaWomen archive the unique aural production of a
profession on the verge of disappearance, but also communicate a hopeful and an inspiring
model of existence. They affirm the women's insistence on sustainable eco-feminist work
operating outside capitalist trends, and testify to the women'sreversal of traditional gender-
roles, their deep sense of independence and purpose in later age.

My current project, Children of Unquiet, continues my research by engaging with the
younger generation. With ever more flexible timetables, remote and home-based work, with
increasing unemployment and decreasing unionisation, and while facing over-determined
narratives for their future, how are the next generation going to create their sense of the
common, a professional identity and purpose? Through The Work Quartet [am discovering
that sound has the power to assert our connections with site, work, culture and the past; to
giverise to biopolitical events and challenge the way we think about possible, probable and
desired futures. The sounds we choose to make will compose the world we are going tolivein,

SeaWomen . 2012

9/

o1sejluew

ANNOS



manifesto  sounD

77

translated by Hovermoon & Josef Zhou_ image by Will Lytch

B E T W E E N
AR T &MUSIC

CHRISTIAN_MARCLAY

detail of Manga Scroll , Sploosh & ZzaaZow . Christian Marclay © | Courtesy
Paula Cooper Gallery New York | Sploosh &  ZzaaZow Photo Will Lytch



SREHT-DFRE (Christian Marclay) £F 195545, . EEWME, WEEARK. /EHK. ibE
BEYNTREEARESTMMN, BIEERPER—RINENFE, thilEE . 1L B2 5. B¥
MRGE, EREXTAIRNVRES.

F—EaM “(BEIEBH) (Recycled Records)” (1980-1986) WEHERE, B E T MK
WERIERHERRK ARREEEN LBAEN. BRE, SREEAE &, FREASHNHE, EEM
R, ANPEMERAERNERANESAET2RINE L. B, FE2002FMER “(MFMNESE)
(Video Quartet )” 1, i REBBANNRRFILE, BRAGFEBEZHEHEZELE MRS AR
FEHEMR, CREEA, ERNEERFIUGIEFS, NE RS, NUSRRNEENAF—
BN, XTEEE—BEeFa R ERNEN, FEZEILIRFRITIXUCHEZMERENS.

TEHNLRHENESER, (VN2 RSERPKL—E, Er LISBEEN—EERDMETEIERD
IHZAREZ. BBNE, FERREIXLEFR, XEHMNUEFSTNSRIBENRL, URENNE
Brx. #Fm “((BEKS) (Manga Scroll) "B, BRENRZERMERREXNAREE B+
BHEAEEEOPAER, AEBENHEE—R, SI—FKT+tRKKNES. &5 XBE—FR, B
HAESRMEIER FEHRMESF KRR, BFIE/L - BE(Phil Minton) IR - EBH (Joan La
Barbara) , #8225 T IWTFmAVES.

Christian Marclay (born1955) is a Swiss and American visual artist and composer. Exploring
the areas between fine art and the audio culture, his work uses a range of mediums from
performances, collages, sculptures, installations, photography and video, transforming
sound into a physical form.

One of his earlier works, “Recycled Records” (1980-1986) made use of different broken pieces
of vinyl records that were patched together to make playable again over a turntable. The
resultant music created was a sound collage that played with the inclusion of sharp changes
in tone and sound from the joints and cracks. "Video Quartet” (2002), a later work consists
of a large, four-screen projection that played an audio-visual collage made up of hundreds
of clips from old Hollywood films where there were actors or musicians making sounds or
playing instrument. Reminiscent in form to having four musicians play together, it created
a new musical composition which was also firmly-footed in the areas of pop culture and
appropriation.

The reproductions of several of his prints on the following pages are only a fragment of his
massivebody of works, but they serveto giveusaglimpseinto thekind ofideasthat drive his
art. Alittle bit humorous, they serve toreposition our preconceived ideas of sound and music
and how they can be interpreted. In ‘Manga Scroll', Marclay takes various onomatopoeias
found in Japanese manga comics which had been translated for the English readers and
collages them together to make a 20-metre long handscroll. Forming a single composition,
which is meant for interpretation by voice, different vocalists like Phil Minton and Joan La
Barbara have had the chance to perform the work.

16 x 787 1/2" . Scroll : 19 x 3 x3"

, Scroll Cover Asahi Black Silk Book Cloth , Wood . Paper:

. Hiromi Paper Gampi White

. 2010

Christian Marclay .Detail of Manga Scroll
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Christian Marclay . Sploosh (B&W) . 2012 . Photogravure . 15 3/4" x 11 5/8"









Christian Marclay . ZzaaZow . 2012 . Photogravure . 14 7/8" x 11 1/8"
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written by AkselCoruh _ translated by JosefZhou_ collage by Evelyn Chiu

THE
SUSTAINED
TONE

A.PERSONAL.INTRODUCTION.TO.DRONE

I\_I—‘—IEQ—‘—)‘ \:t
— lD

WIFEEF RN — O TASIN

g
ak

NERZR - Bt (Gaston Bachelard) AR FRIE (ZEMNIFE (The Poetics
of Space) ), BEBAIZEERERRBENES, MEBHNHT=EEON—
MR, BARMNES, JHMREE—QEENBFRE, BaiEBATKEELE
MIARARL, R—FXTRGEREZP, HEFRNBEFNESZR. HXL, X
=—fRE, MNESEIEFEIEE, TRABELBRTERIINEIRESEE
iR, ZETEEOMITX, SHE—EHRORE, BNTUESR, eEaESABRKEA
HHREFEER A, BAHAXRIBICRKE =K (Arthur Rimbaud) 89 &,
tMNEIAR, “FFEASHRAETE" (Tout ce qui brillevoit) . °

RS (drone) , AMITJEESERZFNESR: “MERMNNEALSER
B8, AT KBRS, EE—RUEWHE, FAFLEEFTRNZOERRPEE
BR. ZEEEHRNSREY - 5% % (La Monte Young) EEIZECSHESE
B, REMERENESAR. BE2—F£X, EEEEMBEHN LS (Bear Lake
Valley in ldaho) BRI/NAEE, ENFE KA. BETEEAEF, £AETNE
BEES. XEARBREMKREE (Alfalfa) I FPRAFL, B —EHNSEE
HER, MEANEIRTHTHEY . HUTAENESHKREAMER P —LEES:
BE A ImibROBB UL 8, BIF& T LT EEB S N,

HEFAIETFE, NEMFA? " HIFEWIFE - FEUALBEBENEM A AT, 7

WEERIEAT, BTN L IX R IE TR HIFIZHIE S, IFETMIEE. XHES I E
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1. VIGILANCE

In his seminal work The Poetics of Space, Gaston Bachelard describes a key characteristic of our
perception of space by evoking animage of the primal hut. Bachelard wagers that when we arelost
indarknessinastrange landscape we do not know, the flicker of a candle in a window provides an
immediate source of comfort. That glimmer of light held within the body of a house conveys to us
a sense of refuge amidst the shadows. It is a metaphor for how the comfort of one's own solitude
depends on the degree to which our consciousnessis sheltered. Inhabiting the window, the candle
becomesaneyeof thehut;weimagineitsgazetocastvigilance over our distressoutside. Bachelard

follows Rimbaud's remark of ‘Tout ce qui brille voit" all that glows sees.!

In thinking about drone, one could perhaps transpose Rimbaud to read all that vibrates listens.
Thereis an equally powerful counterpart to the candle as well, that lies at the root of one of drone
music'scentralfigures.Describing hischildhood, American composer and musicianLaMonte Young
recounts his earliest experience of sounds taking place in the log cabin his family inhabited near
Bear Lake Valley inIdaho. During the winter, the winds would cross over the waters and envelope
thehouse, passing around its corners and through the attic. Standing in solitude amidst the fields
of alfalfa, the cabin became a shell-like body situated in the throng of elements outside. Young's
experience of the sounding of the cabin around him was accompanied by another reverberation:

thebuzz of transformers on telephone polesin an electrical compound nearby.

I'would ask my mother, "What is the wind?" I was very curious.. my mother would try to explain to
me what the wind was. But while she was talking, Iwas also listening to the sound of these telephone
poles, and it was just a continuous steady hum. This continuous steady hum is the ancestral origin

of my work. ?

Although one is organic and the other man-made, the rush of the wind and hum of transformers
both permeatemilieus and envelop usaslisteners. Young goes onto describehow the electric pulse
of telephonelinesis based of sixty cycles per seconds. 60Hz is the basis of all power companies in
the United States,andby tuning hisfuture compositions to thisfrequency, Young believed herooted

hismusic as close as possible to what he called ‘the strongest drone in our vicinity',

In my experience, most people think of drone in terms of a repetitive sound or non-descript noise.
Theyrarely think ofitasbeing musical,andinaway they wouldberight. Strictly speaking,adroneis
asustainedtone or group of sounds. Droneisfirst and foremost a phenomenon, not aschool or style
of music. Yet because they can be universally experienced, drones have been incorporated into a
wide range of musical traditions, ranging from Indianraga and tampura pieces, to compositions of

avant-garde musique concrete and minimalism, to ambient soundscapes.

Drone is a tricky beast to pin down. Works that employ drones do not generally use melodies or a
repetition of rhythms to persuade the listener. Upon a first listen, they might seem opaque and
persistent, often unfolding without regard to traditional notions of song structure. On the other

hand, drone cannot be simply denoted as 'noise," as it is not built on the premise of cacophony.



FHTE LIFRATIR,. 2

RE-—TRBAN—TR2ALIN, BROXEFNZERNSESFHEEIFHENNREERNEEH, &
BMNRA—TRTE. HEEHRTEFRENBHPRNTETFEVOORBAMEFEN, 60HZET
EZERBNENAE, MFRMARRNERIXNME, ARG HOSKRITEEENERT
FrBW “EXRMNBENRENFEE .

UENERER, AEHABNAIBFEETERAZFHEENFS, HFARXTTENL ., BB
NEEBERNBEME. tHNINFRERN, RAFTKEN L, —BRFEEHRN—1THE—4EFAS
EFENSE, ARER, FESR— MUK, MAR2—MRILEZTRNXIE. HEKGEE% 8 Mk
MARR, T2, NENEMAIHE (Raga) B3R (Tampura) fER. MEBIREASER (musique
concréte) SiAOENERNOEIISESE= (ambient soundscape) , #EFESENEMN .
SHEFEERRE, EMELURE. BEBLAT XAFEENERIc B RERERENTERKSI
AR, EE—XREIFE, FRAESRBEMEMATFTE, SEANERRNREHATRD, 125Kl
NEW BRES—FH@E, FEABNARE— ‘BE , CHARRFRBILARIREMAE, EH
R, FESHNSH—FEREE “+98EH , AT AL RERER, XETHUEEMNT IR
W, ERABEEMBIEREATNK. FESEREENENEFIME—MIELEATMNRA, A8
E—NMATF, BRXHRE—MNES. CEREENHES, FESE%EITHTET R T
BRI,

REFEENSAREE—FHANER, GNBBHTUNCEFBEIFELZHIRNEAR. FETF
BERFRERBNTEZ2N, FESFREFFAM—MRENONR, —HESFBEZARNELET
R . A, FRTSESSROME, RN FBEBERFn, MEESLES, FEEHE KX
BEENARBSRER,

MFMEBENESHRE, ZEFMRMBIRFRED - 1UFS (Eliane Radigue) fEI—3KIE F A
WX FHhEIE:
TETR LB RT3 K7, REEN TR FE KA K. °

BEFTURRA-LEEENRER, SRRTUNERTEENER. YFIRKR, RIFEFES
EZWHFERESFORDBEACHNUE, LA —FNE, M RERBRFEEMEES LA
IR EIRE . EEMEN LR, RTEESREEDENENKR: REEEZFSERANFE,
FBHFBETE SGEX, SRETHU. BEALE. EAER EXETANEN, RO RMEMERD
BEITRS.

. B'A

KRN, BCHEFRNGEREERE2004F, BHXABBWIEBRIER REXTSRHHE
BA, BREEREFEEEMEE, SHBEHENEEMEL S, EECHHTFBRER, RS KK
BRERET. RAEENFHCEENENFERXMNE, RTRESESE REXFEBHI
A—MENLNSROERENE, B2, IFXAZSEIE, RUASERER XD IEIMABEEE
ERER MBLECIFE-—MMERERE, FERANITA.

BERXMERENCHEENS —INEER: EREZUN. BERMNBELLEMERENMLELX,
MIERERA—MMALFRASBHERE. [HINEXE-—LEATGEWMILETRNEBL, MXEKRE,
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Rather, drone tracks often start ‘fully formed’ and over their course develop gradually and with
almost imperceptible changes, reaching an end that frequently eludes a sense of conclusion. The
underlying trait of droneis afocus on something sustained - beit a tone, sample or sound. By way
of sustaining sounds, drones can modulate the listener's perception of harmonies via gradual
changes throughout the duration of a piece.

A common thread among musicians who harness drones is an interest in reasserting sound's all-
encompassing nature. Instead of creating music as a callinto the void of silence, drone pieces deal
withsoundasapervasive medium: a field thatis already therebefore musicbegins.Drone thereby
challenges our usual position as distanced listeners and urges us to undergo a more embedded

experience of music.

Intheliner notes to one of her pieces, French composer and musician Eliane Radigue calls to mind

thisimmersive quality of sound when she writes,

Tomove stones around in the bed of theriver does not affect its course, but can only change the play
of the waves on the surface.®

Drones can be seen as a body of sounds that lie at the disposal of the musician to transform. And
forusintheaudience,listeningismore a case of attuning to flowsand gauging harmonies through
change, rather than comprehending a melody or chorus from an original score with discrete
instruments.In asense, listening to droneis akinto Young's experiencein thelog cabin: youhave
toacceptthepre-eminence of sounds that sustain themselves, like the winds that come and go out
of nowhere. Inreturn, your vigilance and understanding as a listener develops.

II. DEDICATION

[ often claim my music collection became serious when I started to buy vinyl in 2004. I had been
listening to music long before that but there is something in the nature of records, the gesture of
placinganeedleonagroove and watchingit gradually play out, that changed the experience for me.
You cannot fast forward or pause an LP the way you can a CD or mp3. Thoughamnot a purist and
listen tomusicin a variety of formats, even today whenIput onarecordit never feelslike a casual

affair but a deliberate act that requires dedication.

Another decisive element to my obsession with the medium is its lineage. The history of vinyl is
longer than any other musical format, and as such the value of records as artefacts grows with
time. [Cases in point are some records my mother gave me by way of Sol LeWitt. As an artist, she
assisted Le Witt in the installation of various wall drawings in the Netherlandsin the early 1970's.
Among the LP's Sol bought her were Terry Riley's In C, a compilation of Max Neuhaus playing
piecesby Stockhausen, Feldman and Cage, and Steve Reich's Live/Electric Music. However ] it was
another LP by Reich, Four Organs/PhasePatterns, whichfirstled meto drone. Asone of the earliest
albumsonShandar, aFrench avant-gardelabel that alsoreleased work by thelikes of Albert Ayler,
CharlemagnePalestine, andLe Monte Young,[felt drawn to the clarity of experimentation that was

showcased. It remains a quality that Ilook for in music to this day.

AtthispointIshouldissue adisclaimer:Idonotlisten exclusively to drone and haveno pretencein
considering myself an expert on the field. It cannot be stressed enough that drone is not a genre.
Since a droneis simply a sustained tone, that tone could originate from a sine wave, an analogue
taperecording, a sample of water flowing, or even the intonations of ahuman voice. The influence
of drone can be found in minimalism, krautrock, rock, ambient and improvised music. Simply
put, there are many ways into drone, and what I share below are some records that incorporate

sustained sounds and that haveleft a deep impression on me.



EE1970FE R BHIIBER/R - E 445 (Sol LeWitt) EBIFIS, NERKBEEBIN, HhaIFEES
B-#A (Terry Riley) B9(CHE (In C) ), B B FERI (Max Neuhaus) BEX=fITRRAR
(Julius Stockhausen) {fE@RM—1" &%, FE/REE (Morton Feldman) 5813 (John Cage)
AR SEFEKX - EH (Steve Reich) WHMBHIBEFER. | MEHFNS—KIER (X ZE/BEF
(Four Organs/Phase Pattern) ), 5ISEFE—REMISET, XKIEBHFREZELE MMIAR
(Shandar) ZERHEAITHN, XK BREARERITSHRAYE X% (Albert Ayler) . E#T= 18
I EFT (Charlemagne Palestine) LUk - & - BBEERFER, REEPERIEIABEM
TRHRIK, BESK, NARBRESRPIRKNRE.

ERIXE, RORNEE—LHE: BRAARARSFESEER, BFAREEREMHENTR . FIXNFHF
SEEFER—PERNENEEL, EFRBAEAIID. MBEY, FESAE—NHFENEHE, XS
BHEFETEZR. UA . —RRKERNRE EEANRERE. FESHPWE 2, ARDOEN.
RERFEIR (Krautrock) ( BR SEERURBKERLFHMERIENT F. EREH XD
REae, ERAXZHEZHE, TIERBEEFES, ANBERET 7T RAUNR.

I, prig 3

BHEEEFEm

¥ RE DEEFARENBEET—IPENHRE. REEIRETHTDR, MAENSEFLRT
BR, MFESFHE, REOF, ERAREZFRHN, 5KE5% - E/RIFE (Eric Dolphy) —@#t
TRE190F R FH, 2 E —KEHE - WE - WRE - 7T (Ustad Ali Akbar Khan) 18 &
o, HMA ETEMR.

BLTHIRE LR R AL A0, XA RSB EEXMERZERE—IRBL, KHBFENEE.
XMNEBFTHNTFHESENEENRTERRE, MEMR IS —UHNEERKM, FRREFH
= g4 (Pandit Pran Nath) 872G, s = FTTRIE,

(B2EE (The Black Album) ) WAERHSEF. URMINIHNEARAGKANZESR, BEZIT
PEFPAFRANER . BEEROAREIENE S BN IIE -, MipS5IL55A (Marian
Zazeela) WENAEELRENBFZBLEBAER ONESHEMRENE, RIEZEEET
SRELAIFOIE B

EER(EEMNRE (Dream House) ) &, I EEALYIKEH (Church Street) Ei9—& T
EE, B HIRMEIHKENRE. ILFRNAXNTBEETRABH, HRHFSRIFERMRE
MEPIEZE, SIRRESEF B, FE/LFE2MFT LA,

ERBFARRNSES

{Adnos) ERKAMM O HT RN . E1950FK, KIBEARPEFEMENEHZHI,
BRER NEREERSREREA, RIR/R §# (Pierre Schaeffer) WBF. SRNHEFSZLAFNE
RNEZERARNEE, BHEFUT—HSRERANHERX, UBEYREENESZHTOME.

BEXMMAR, UEERETHRNTREA D, #MEEzAENTamENRET. XEARE
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III. SELECTIONS
EARLY DRONE

Pandit Pran Nath - Ragas (Shandar, 1971)
Le Monte Young / Marian Zazeela - The Black Album (Edition X, 1969)
LaMonte Young / Marian Zazeela - The Theatre Of Eternal Music: The Dream House 7817 (Shandar, 1974)

Le Monte Young was born into a Mormon farmer's family during the Great Depression. Despite the challenge of sustenance Young was
surrounded by music from an early age, learning to sing cowboy songs and play the harmonica. Later he took up the saxophone and played
alongside Eric Dolphy. Yet it was arecording by Ustad Ali Akbar Khan in the mid-fifties that was to profoundly affect his development as
a composer.

Khan'sensemble featured atampura, aninstrument capable of producing drones by way of a thread placed betweenits strings and bridge.
It marked the beginning of a lifetime fascination with sustained tones that culminated in Young becoming a disciple of another master of

Indian music, the vocalist Pandit Pran Nath.

The Black Album's A-side features a duet with Young's wife and artistic accomplice Marian Zazeela that is clearly indebted to Nath's
techniques of vocal intonation. Whereas Nath's buoyant ragas attempt to reach a perfect unison with the ebb and flow of the tempura,
Young & Zazeela's efforts play across the more persistent sound of a steady electronic tone. The gradual phasing in and out of their voices

createsmoments of intense unison when all three tones blend together.

Thisidea of resonant frequencies was to find a permanent home in their Dream House, a studio space in New York's Church Street. Young
installed speakers that emitted pure sine waves, making this blending tangible in space aslisteners moved through aroom suffused by

Zazeela'sinstallation of magentalights.

DRONE AS ELECTRONICREDUCTION

Eliane Radigue — AdnosI-III (Table of Elements, 2002)
Kevin Drumm - Imperial Distortion / Imperial Horizon (Hospital Productions 2008 / 2009)

Adnosistestament to what years of patient study of an instrument can produce. Prior to discovering the ARP synthesizer, Eliane Radigue
was an assistant to the founding father of musique concrete, Pierre Schaeffer, in the late 1950's. Influenced by cinematic montage and
the potential of microphone recording, Schaeffer envisioned a new form of musical expression comprising found sounds from everyday

objects #

The keen sense of listening that she developed through thisresearch remained faithful in her explorations of the ARP, whilst this room-
sized machine satisfied her desire to focus on a specific portion of the audible. Often working for years on a single piece, Radigue would
build compositions by delicately tuning different banks and filters, collecting passages onto tape. The final compositions would be mixed

andrecorded using multiple decksin one single take.

The work of Kevin Drumm stems from a different musical pedigree: guitar-based noise and improvisation. Frustrated with the latent
formulaic approach in much of theimprovised music around him, he started to experiment with a prepared guitar® in the early 1990's. The



ENERREBETHNFZLRPELFEATHX T, UH
BHOSHFREFSELENEETEFE, LEIBOEDRE
HIRKeEE, BSRRICRERT L (FREEENZS RERM A

REMES.

X - meEl (Kevin Drumm) HERKRBTFR—IERIER: &
FEMRESEINOIE. AN EBRENE REOMEBENEL
HARE BB A, tBM1990ERFHAFFIA T E S th (prepared
guitar)® MLk, Bit, EEBPNERMNET BRI HFE,
— X EBHEMNIRE(ER (LHESheer Hellish Miasma) , 8T fib
NEREREE S EXNERNKEKNAEER. REMFRIA,
(ExA9IM (Imperial Distortion) ) TR E2—L “2XH
B WRERE, FEEEAENEES , A, BIIXLLHE, i
NRERNTFRIEEENNRIRES LHNENDNSARBRE.

FEHRER (Adnos) IRESEHNIER S, FENETERLIKRDN
EphER, FERENEZ. RESHFHRENL, R8HIEHANSE
EEEEME, MNESX LAMRBEMN: —FHw, FEREE
REMRYE, A5, BEFMANRENS AN E#TEE, X
BRIULBGFERRHED, FTREFAZTHOELSE, ERENE
SISTAREARNSZBZBEBESR, ALK LEEHNER. E
MALF IR, XMGRAERK, METLUEERET RN
RE. RAPBRLE, siEREILECHRKTE.

FAREHBOTEE

£ EHL0ER, HEE  EXEHE (Willlam Basinski) 5&Ekk -
B3 (Carsten Nicolai) EHARERE (Williamsburg,
New  York) WRIIRR2AE. Ui, EREEEESMHE
[ “Raster Noton” TE—K&EMNERCME, MEFHENR
MUFEFREFLRPRE.

ExHEARIFEKKX, E2IFHZH, MELFSTREEM
FERMNAES, ST XFURMEE (Brian Eno) (TEH
HE R (Music for the Airport) Y B2 G, thFFiE il BB
LRNEERESNTIaMFEIRR, HEFERPBATHENRR
F. thRBANBEE R CEERKRTHMBE#RL L), BREQGAR
MAWIE R R AREE (Norelco Continental) 8t R &, #
TRENEMTZ, EPEEEKE. BREENIUAR R ERS, 8
BRI RYBEHIZOEER HEBEIESE. BX
L ENRERE, DRBFEN—MKENRS.

KHLUK, BSEMNXB-—SEELEMNFERT, MB—HHE,
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musical projects Drumm has developed since then roughly fall into two categories: intense noise
that acknowledges hisrootsin metal (Sheer Hellish Miasma) and longer ambient works. Although
he admitted that Imperial Distortion began as a collection of ‘go nowhere' tracks not intended for
release®  itisall the moreimpressive how they showcase his ability to create powerfully resonant
soundscapes usinglimited means.

Themovements of Adnos and thelmperialreleasesunfoldlike fields of resonancein which changes
appear gradually. Although Drumm's tonal palette is noticeably morose in comparison to Radigue,
they employ similar approaches. Sounds that at first seem persistently flat are in fact subject to
modulation or intonations with new sub-tones. This lends the pieces a pervasive dynamism, not
justin their succession of tones but also in the freedom they offer listeners to shift their focus on
differentaccents. AsRadigue suggests, itislike staring at abody of water: one can chose tofocuson

theiridescence of the surface, look down into the shadowy depths, or be carried away by the flow.”

DRONE AS DISSOLUTION OF SOUND

William Basinksi - The Disintegration Loops (Temporary Residence Limited, 2012)
Alva Noto — Xerrox Vol.1&II (Raster Noton, 2007 / 2009)

William Basinskiand Carsten Nicolai were neighboursin Williamsburg, Brooklyn during the1990's.
At the time, Nicolai was on the cusp of starting his Noton.archiv imprint whilst for Basinski the

timing came at the end of a youthful period of experimentation.

RaisedinHouston, Basinskilearnt toplay the clarinet and saxophone before studying composition.
Discovering the music of Cage, Reich, and Eno's Music for Airports stirred him to look beyond
the accepted 12-tone and serial formats of the time and embrace chance procedures in his work.
Beginning with a walkman (in which he placed sellotape over the erasehead) and later switching
to two larger Norelco Continental band recorders, Basinski documented sounds ranging from
refrigerators, shortwave radio, and feedback.® He cut and fixed portions of the tape into loops, and
bylayering and slowing these short cycles down strove to imbue them with a sense of perpetuity.

For years a broader interest in his works eluded him. Ironically, Basinski's breakthrough arrived
in the digital age. Having bought a CD-burner to archive his collection of analogue tapes in the
summer of 2001, he noticed a peculiar phenomenon when transferring the audio. Over the course
of anhour or so, theiron oxide that comprised the recorded sounds slowly wore off the band due to
the diminished strength of the tape's glue. Basinksi's music was literally disintegrating onto the
floorinfront of him. The audibleramification of this was startling: theloops gradually deteriorated
fromtheback (the more sensitive sustains) untilall that wasleft were the faint remnants of attacks
and accents. Basinskicomparedit to "recording thelife and death of a melody"?. When the attacks
of September 11th struck New York shortly thereafter, Basinski realized he had inadvertently
stumbled upon a striking eulogy and not long after the Disintegration Loops finally brought him
widespread acclaim.

Nicolai's ongoing project Xerrox also deals with a process of disintegration, albeit with a different
resolution. In trying to convert ambient recordings of a hotel room that he had made, Nicolai
inadvertently copied them into a different format and noticed how the pitch and resolution of the
sounds changed. In contrast to Basinski's analogue loops, the bit-value of Nicolai's samples do not
so much depreciate as transmute into fragments, which he goes onto treat through a process of
coding and re-coding. What holds this nebula of splintered samples together is the ambiance of
the 'original’ source that Nicolai dilates beneath them. Despite facing a similar imperfectability as

Basinski'sloops, Nicolai's music manages to salvage a sense of harmony that defies dissolution.

DRONE ASLANDSCAPE

Thomas Koner - Nunatek / Teimo / Permafrost (Barooni / Type 1990 /1992 /1993)
Richard Skelton - Landings (Sustain-Release, 2012)

Richard Skelton and Thomas Kdner are both artists practicing beyond the medium of sound.
Skelton's projects incorporate historical research, creative writing, and exquisite typographical
production, whilst Koner engages with a variety of visual formatsincluding film and photography.



EMERT—EZK. NANE, tHNEEEY FNEBEAEEHFHR. 2001FEEX, ATIERE
ERENES, CEHEWNI T —aX BRI . T RFSEN, bt ER TN FIENRR.
E—I\NEANERERES, MRS EEENEMKEERTHENNRE, BTN ET EEREE,
TR BFrHENFRMXEEFESRINEBRET. XHFENsBILBEREEIR: ESRFZ MM
EafER(REBLRENFSEBRE), BEIRERMNTEMASTNREFNITENES. EXHE
BHHWE “SHREETRNER"° . ARG, "9 1M1"BEEUHLEN, EXRELRNBES T iKK
BTEMER, £ (RBANEEER (Disintegration Loops) ) KITEAA, thEZEKIZ,

RRFEEHTHAIE (Xerrox) AFEERFTERNIRE, REEBRTLEMTE. AKX E R
MER—RIKESENAEREN, TEPRETENRR, BEMTET FEOMEMNBTE. 1B
FHENBRULBARER, BRRMORFEAMMHNEZIRE, FREEMNISENRE, M8 I Hmi3
SEMRETIULH. MEXLETBROERMERNERRGE-—RENNE, KETEIBRIRN
AR RET EM . REESNEEHMELRARNERYE, BRXEFRANEEMNBEN LBET—
X OE RIS .

FRASUNFES

BEE - /R (Richard Skelton) SESH - &4 (Thomas Koner) 2 ALEEBH T =
BHEN. M RAEETHEHAE. CLEMESE. URBENEEAGE”. MBANUERT—RIHN
MEENX, EFBEBYSBIE. REZANERBISUWERIHRANNE, TFCNSHEEE
MERNRMEFTENESSER,

REMBTHXUHEBEER, AN TERNAMNEETMHEBLBUEHHEEMR, BEFST
BIMNERH. BENTEERLSNXE, MERAFSENETESENENENTREEENER.
AMBAFFREANT IR RARFSHS S BRMEBRTELIRERETERE . X4,
BEWARBEZSH=E, itMNEFENAEZABEERECHEK.

FZHUUBIEESR, @HTEW— NRUBEHNSE HITHE, ETRBESHEE - CHETHIERE,
FETHLEZ LR, AERTHAIES, 17

EMIEBBR=28/ (NUnatek - Teimo - Permafrost) HE L, RMLLENZEAEAFZ2W
HEMIKISIBRIREL . B3R BENAERNERRT X EASEEANRA,

S5RMEHHEEFSEMNFTHIIABEARE, FERANERWETFMBYFINSWHRBEK. /ER
(&M (Landings) ) —EHR2HENT . — oSN BEHBENRR, EREIEXENBERIZ TN
AT, XS EIE/REAR, XMEARBNER, RETEFAEHMSHN BB, hFEXHENKZ
MU E i, K EERNFEAET B (West Pennine Moors) , SthEFEBEXHNE S, thEY
EREANRESZERE, BXBLE], EELUTRBRASFTNET. thEELFNHFTES. M
MipEEE T EEHNMNEENER. B2 EHFHRNSETRNSKLEN Fius, XLH2MRAEAR,
EM(ER) —BAERTNEES, MEXERTWERR, HERA—EHZREFBETNNET (BT
HA i —RNMER, FEHEFSHREREGRIERE).

FERUMMERNHEET BB ERERBRERZTNAECNNBIME: FRAFILRES, (RILFH
LEESREFHAMER . XEEX, NS RESRMIOE TR RIS A EH PSS ELE
F(XBERHENTHATNA) . HEFRRUEEABFSHORE, — A FH BT RKAIREA:

------ RGO RIGER, FBEE THEI 7?7

EAT T im & B T RFK o

ELBREER. HEERSE.

HRIFSFALFEHINAR, LLERE R R T, HREEREFE. HTECS B A 515?

B, REFE, EEEE, "

06

o1sejluew

ANNOS



SOUND

manifesto

Although their work shares a deep interest in landscapes, their
techniquesforinteracting with these topographiesare motivated

by different conceptions and needs.

Despite having a classical background, Koner's passion for
music stems from working as a post-production sound engineer
in television and film. Focusing on the intersection of moving
images and sound, he recognized the potential of music to
construct a space conducive to visual imagination. Yet rather
thanorchestrating a wide variety of sounds to achieve this effect,
Koner uses a bare minimum of means to create atmospheres. By
doing so, he seeks to provide enough room for his listeners to fill

the audibleregion with their own projections.

With my music I am trying to construct a space that is as open
and wide as possible without collapsing back upon itself.. There
is a sense of emptiness, of lines that have been drawn but not
completed...

On the covers of his recently reissued trilogy Nunatek - Teimo

- Permafrost, low-contrast greyscale images barely depict the
frozen outline of polar glaciers. Their dark and brooding ambient

phrases conversely express a sense of drift and viewpoint.

Contrasting Koner's efforts to spare his soundscapes from overt
signatures, Skelton's music is driven by a persistent need to

physically anchor himself in personal landscapes. Landings is

part historical-narration, part psycho-geographical survey, but
foremost a eulogy for the premature death of his wife. Explaining
how the main consequence of his grief was a profound feeling
of detachment caused by her physical absence, Skelton took
to revisiting sites from his childhood on the West Pennine
Moors in England. Packing a rucksack with instruments and
recording equipment, he would set off each morning and engage
his surroundings in musical production. Playing in the resonant
arches of bridges, preparing his violin with excavated soil, and
stringingfencesofbarbedwirewithahorsehairbowwereamongst
the techniques he employed. On the album that accompanies
Landings, he collectsandlayerstheseperformancesintoanepos
narrated by a variety of stringed instruments (amongst them a

violin he strung so heavily it sounds like a cello).

The power of Skelton'srecordings liein their ability torender the
landscape around which the instruments were played: listening
carefully to the echoes, you can almost retrace the curvature of
thebridge'sarch.Inthat sense, hismusicismindful of the audible
continuum that we as sentient listeners are embedded in (the
same one that Young heard in the wind). Skelton translates to

sound that which Radigue perceivedin the waters:

.. IfIspent enough time by its banks, could I get to know the river?
Its rapid tracts. Its sudden lulls.

Its changeling colour. Its constant cold.

If you placed me alongitslength, blindfolded, could I tell you where,
just from its sound?

Would that be enough?!!

!Gaston Bachelard: The Poetics of Space(Beacon Press Boston, 1994, p. 34). Bachelard also refers to another primalimage, that of the sound

of ahorninthe depths of a forest which Henry David Thoreau describesin ‘Walden'.

2 Gabrielle Zuckerman: An Interview with La Monte Young and Marian Zazeela(American Public Media, July 2002, http://musicmavericks.

publicradio.org/features/interview_young.html).

3Liner notes of ElianeRadigue: Adnos I-11I (Table of Elements, Cs 55, 2002).
‘Inan interview, Radigue fondly recalls a class focussing on the plethora of noises that an opaline lampshade could produce when struck

with different implements. See Invisible Jukebox with Eliane Radigue, by Dan Warburton (The Wire 312, February 2010, p. 27).

5 Aprepared guitaris generally played tabletop.lt ismodified by placing objects, such asmagnets, clips or metal plates, under or in-between

the strings.

®Joeri Bruyninckx: Kevin Drumm (February 22, 2011, http://www.foxydigitalis.com/foxyd/?p=7499).

7 Documentary IMA Fiction: portrait #04 (ORF/IMA, 2006/2009, http://archiv.ima.or.at/?page_id=873. See also http://www.youtube.com/
watch?v=PHITSzL Xaew).

81In one poignant recollection from the early 1980's, Basinski describes how he was able to record the sound of the 101 Strings Orchestra
from speaker wires strewn across his studio floor. The reason behind this - the strong signal coming from the CBS transmitter at the top
of the Empire State Building nearby — echoes a similar 'field’ of sound as the telephone poles described by Young. See Emilie Friedlander:
Interview: William Basinski (September 11,2012, http://www.thefader.com/2012/09/11/interview—william—basinski/).

°Basinski speaking on the radio programme Radiolab: Loops (WNYC Radio, season 10 episode 3, http://www.radiolab.org/story/161744-
loops/).

1 Fifteen Questions with Thomas Kéner: An Open Invitation (see http://www.l5questions.net/interview/fifteen-questions-thomas-
koner/page-1/).

1 Richard Skelton: 'Source' from Landings (Corble Stone Press, 2012, p. 44),



TONERZR - B, (EMIEE), B8 EEEX B, 2009, $34W. BAHUERIB—PEANES ——RHRLNSRE, ks
=F) - @4 - B2 (Henry David Thoreau) 7 (M) (Walden) F#ES.

2 MINTEERR FHEEWERRKIETZAMFRS: Gabrielle Zuckerman: An Interview with La Monte Young and Marian
Zazeela(American Public Media, July 2002, http://musicmavericks.publicradio.org/features/interview_young.html).

3 0. Eliane Radigue { Adnos I-11) (Table of Elements, Cs 55, 2002).

S EREIED, UHEKBRIEEIZE—SE, BE—RAACTEERFRSEEEITN, SRR EFIMRSHSIITEEM. I (BREH - uH
AR SIEYL) (Invisible Jukebox with Eliane Radigue) , fE& 3 - EL/R{A# (Dan Warburton) (The Wire 312, February 2010,
p. 27).

SHBEMWREAHREZAER TEXRZ DFMTHMOYRNEM, £ LT RS, JLUFINYRBE0ERE. XF. 2B,

CIAR HERTHWERREZNE: Joeri Bruyninckx: Kevin Drumm (February 22, 2011, http://www.foxydigitalis.com/
foxyd/?p=7499).

TREFE IMA Fiction: portrait #04 (ORF/IMA, 2006/2009, http://archiv.ima.or.at/?page_id=873. See also http://www.
youtube.com/watch?v=PHITSzL Xaew).

8 F1980FRY, —ARKBRMEIZT, EXHERBE TR BECEE LEE IR ERB L 10132 5KH (101 Strings Orchestra) #47
FENHEZ. HRER, NEFEXE LCBSEMARNRZ LEFENEAES, IET7T—MEUNEE “‘Fi7 , XHENHERNBIELZTH
BEEM . WK - EEE=ENEEIERNRY: Emilie Friedlander: Interview: William Basinski (September 11, 2012, http://
www.thefader.com/2012/09/11/interview-william-basinski/).

SHIBXHETEAHE ‘BAILKE (Radiolab)” ®i#iE: Loops (WNYC Radio, season 10 episode 3, http://www.radiolab.
org/story/161744-loops/).

10 (e oM R +RENDE: FRMEE) (Fifteen Questions with Thomas Koner: An Open Invitation) (W http://
www.15questions.net/interview/fifteen-questions-thomas-koner/page-1/).

" RS- SR E (<ERE>M “=47 ) : Richard Skelton: ‘Source’ from Landings (Corble Stone Press, 2012, p.
44).
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text provided by the artist _ translated by Colin Sze

‘BREZE" R FRMRMA” WEBERER,

B RITMENXYE2SREXOARKR - BE (Daniel Reed) XWF
SRMAEZTZENXRURMNABMHENERCIETE R, ‘BT
MRBRBF—MEANZTEIR: EREDPFRA—TETERE,
AELEEERERS —CENMEANMIRMNE, PFREBZERS
MEENERNEZR.

BEABNEMNLT SRFEALRLRZTIR (FRDR) . BEE—
SKESLESHFNR LB LS, BANZETHCAANSINEN, &
PR ARIRIAE IR IRE), REBRAFGIERNER LREANSITERIC
%T%{O

—HRIBELEFENEGET —MMEHOMKIES, AT TH
MY ESERIEFIN

Music Notation 1 Chord - C Major 7
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MUSIC_NOTATION

D

A

N E L R E

‘Music Notation' is a visual exploration of physical sound waves.

Graphic designer / musician Daniel Reed has always been
interestedin therelationship between sound and music, and how
this can be translated visually. Inspiration for '‘Music Notation'
came from cymatic experiments, in which metal plates with sand
on top are vibrated at a constant frequency. This process moves
the sand to form unique patterns and shapes.

Reed decided to conduct experimentsusing his electric piano and
amplifier as the source of sound and vibration. By placing a sheet
of paper and pouring salt on top, he then played each note of the C
Major Scale, recorded theresults and created a simplified version
of each note and pattern.

The experiments resulted in a series of images which created a
new visuallanguage, altering the way in which we perceive sound.

D

2
==

Music Notation 1 Chord - D Major 7
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DESIGN REPUBLIC
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JIANGNING ROAD

SHANGHAI
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Sedan Chair
Neri&Hu 2013

The sedan chairs in ancient China, were used by the wealthy as a means of transportation. The
ancient sedan chair was a closed chair for one person that was carried on two poles by two to four
bearers.

We are foremost architects, so we thought this was an interesting idea in terms of tectonics and
structure. The chair’s seat and frame are conceived as visually distinct, contrasting forms: the
Seat appears to be suspended within the wood or metal frame like a sedan chair, giving the
design its name. _neri&hu

)
Neri&Hu 2013 &F

EFEER, ‘B E—MESEERNALIE XMBAXNEBBETETN—A, WU E—1RIEBIT,
FEBE-ENEHX.

HEFATEHAIE TR LT ITIR T, X & — NMELEHFIE LIFEBEAIE L. 15 FHIREED R L EFHEAT
@, ZBHEE: KIFEE B H B EAIELRIGEEIE TER, L FELEXRRE—INGF, GRS,
_ 5B BHAIW
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interview art: Christine Sun Kim _ translated by Colin Sze_images courtesy of the artist

| I \

N

1,

BANYFEESX—HSAAM, S
RIHbsk, X FESHENZH
SR E B T AT

artist Christine Sun Kim uses

drawings, performances,

sta‘tﬂions, wor ops and talks to investigate
and rationalize her relationship with sound and
photo.Jimmy Fontaine spoken language. Born deaf, Kim's investigation
takes place in a bid to define what sound means.
The idea that only our cochlear-centric culture
should be the “owners" of sound is questioned as
theartistreevaluatesthephysicalandintellectual

impact of the materiality of sound.
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TOP | Loud Silence

ABOVE | As Forte As Possible



EERAL?RER?

RES—#, FERRNEEE-—MATHHROTE. B
BRE-—MASAZERXAERMBEEZRAMER. X
BSUNRLEEFESEER RN ZEAVIE, BEFH T LT
WEMRER, KEAFESkR “RE" FERZH, EHER
Ek. ETRS, BRXPRN—IE, B— “TFAON
R MNTFHEEMERES, RUWERRX2A—MER, FIW0
RTAZERBEOEREEFNEOE, REIFETENER
B. #ARNOIREY FENERER TR LG RME
Wi, MEXCRPARE EBERHNTHLMAE,

MBEESMRAIRTLMED —MIBEERERARE, BAX
R, EESLER? XEFR, EESLONER?

HRBEFEEER. FESHSLEEBELE —PANS
BR? HTRBERCRE K, EEFZPRRMNVESHK
HTRRA R, FERBFSHINER, LLNFEH
ENFEREFHPEMS XER—EFFENFHE. IT
BRGR, EBREUXE - EAREEGHENTERIESR
TR, MEIEARZFEBYARBIESHF SRR
(RESFXLEXRR—F ‘BR", MAEECHENFE
 ERBEESIFRRENNE. REMRETEDESZD,
WRIB N REFEEFF SH—DAITRIDE, BAWR
BEBIEEMNEEL MBS, BNFSEHMES.

UM EERERGEVRELFSEHBCH—MHUE.
ERHGTUFHXEREE, REFEZENXER, MR
REEENEXREREL —LHTR?

BN TEENXMRRESEFLL, FERSIEEAFR
ANEN—MEmRBETHATE BENZE, YTEBA
EESXNEBM ENEEMANR, RRBEEE. NEEM.
TAR, BAE ‘FRIUHERT” LEFRAILRFmRE, F
ET—ZMW, FRLEXERUEAMRS ENZESH
ERAKEEFEHENNEDRE. RRERIBFEDMA
ZOWRIERRER, BAGRXERS “(FR” — 1M EBASK
KRB, AFRLFR2AATRER.

RHOFSERERT-—HEBKERFHZAES, tLW
oE; BEEER, WEE—EMBME, LD “HHKE
B”. BRAXTE, ERMNEZBTUER—MHIEES
MEMHRIL. EFERBRPUEIREXRNE—T?
RELAMNEBAPBIAFARER?

MO BERELR! HTHE ‘FEARN BRER
HRREBRANETHR. AARRESREFA, LLMRFIER
BN MEREAEHLINEER LRNERN. FEXBIE
EEMNBBRNETS, AENERRFEERE RS
8%, RNAERELEEBEURABNEZNLF. X
MEMER L, W—PANSOEHEREFN. BN, BXE
RAESEERENERN, ENRXNMERBRECFE T LR
MEREHFR. CXMRRE—E, BBEJUEIFS
ATEERNEENE, XITUENCEEN= @M. X8
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All Night | photo by Erica Leone

BRILB ‘ZBNES M FENRH 2EHNXR, ERRMNNTEENEREITFETHEEGE. &
M BERERETECHETL. MIRRBEEEC —HOSEEHEELEST, KA IE—R
S5ZBXNEEER, RERITEH-—MEFENRAFAREZRERAR, —JHBREFSTOER BT
RFERBILAMNMMNFEIAL, BIFRREABIEECHEEZRINE RE,

HEMRAHAEIE, HEFRIREBEFARBITH?

BFENAECETHNRERB T, FRFERBLECE LW EEE. FERXTSIBL
RABNAFT, BRENTLILEERENNERE, EARNIHFETEIFAELAER.



What is sound? What is noise?

Sound is an everyday element to life, similar to air. It's
also a material used to communicate or express. I'm
beginning to perceive sound as one board game that
goes on and on; I function as a player, attempting to use
soundasmy "voice"inartandtoplayupitssocialnorms.
Afriend of mine oncedescribednoiseas'silence without
character. That's my current definition for now, ask me
againin the near future and Imight answer differently.
My position will keep on evolving and forming as I
approach closer and closer to sound, all on my terms.

If sound is currency as you described it, how much is it

worth to you? Or what is its value to you?

It just feels so expensive. How much would you charge
for your own voice? With my communication difference
and my choice not to speak with voice, it is actually
expensive for people and institutions to have to
provide certainaccommodationssuch assignlanguage
interpreters and note takers.Itis a somewhat laborious
process for me to build up my own platform as it comes
with a high level of collaboration with a number of
people, and in the end, I can only present my voice (not
literally, but by the act of being present) for such a short
time. I've found that negotiating is like hustling at its
best, the more control I have over my communication

options, the more sonorous my voice becomes.

Your work can be thought of as this evolving process of
you trying to reclaim sound as your property. Has your
relationship / definition of sound changed over this

period of time?

My practice will never stop evolving and I intend to
continue to abide that mission, but I have found myself
not only resisting sound's social norms and rules, but
alsotoembracethem.Inmylatest experiment for Sound
Live Festival in Tokyo, I wrote about the stage's sound
rule and used it as the "score" for the audience to speak
and vocalize. [ like the effects of using people's voices
as my voice because in a way, it's nearly impossible to
lead themost direct connection with the world on a daily

basis.




All Day | photo by Erica Leone
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Some of your works canbe seenas apermanent art piecelike your drawings and then there are otherslike the soundless choir, which have
more of a time-based performative quality. Though different in its approach, you can say that what binds them together is an attempt to
visualize something that could not be seen. Can you describe the process during the creation of your work? What do you want people to
take with them?

You ask great andinsightful questions!I'mnot exactly sureif "visualizing" is whatI'm attemptingin art. The spatial aspect of both music
and American Sign Language is quite challenging to capture on paper, and I like to see how all those thoughts inside my head rubbing
against each other might look inlines and text. I think working with hands is so important, it's good for your body and head. Also, I find
soundtobequiteephemeral hencethesetime-basedprojects. MaybeifIputbothaspectstogether,Iseespatial ephemerality or ephemeral
spatiality. Similar to quiet sound or sonic quietness, it probably means your "silence" doesn't mean anything to me. The whole process is
mostly based on my curiosity. If I wonder about how many sounds I could utter in one breath, [ would make a series of drawings based on
that or devise a performative technique for audiences. It's all about acting on curiosity. I'm not sure exactly what [ want people to take

with them, maybe just be present.

Tell us about some of your recent works, or perhaps what are you up to next?

My 2014 islooking chaoticalready andI'm trying to find some time to be bored. Imiss being bored and it always puts me in a great place to

think. I'mnot great at thinking for most of the times.




written by Christine Chang _ translated by Josef Zhou_ paintings by Alice Tye
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WEFEE R G, MESNERZES, URIEENHEE—, IESHEEIE/NF, HELLHEITES
F4} (exteriority), TIAEHIKRRMMEIEA L . ENTRIETIEYT, 207 1ETF 0. IRIEHFIKE, BRI
BFES. EREWNENTIEFHE5E, HEEXTEBNTHIE S FLUEINT

——TLIEE - 1A B S (Juhani Pallasmaa)

BEUE ARAR—ERERNIDMERARIZM (modus operandi) , AR5 5 U 56 A9 H0 N 15
TEXEEREN ‘B2 R, BEARZINGS, BRUREZANEGREBRIRESESHMA,
MERESFENXRVFEE—LDEML. WRFIEFZTLIERERDERASEXRNIAN . SRR
FRJE - EXH (Robin Evans) B2, ‘ERMATEELEER, MNRLEEZROELR"
XMBEEERR URENUREBNIARERAMSRITIPIFNGEZE, Hit, BEEFRANENDTCE
RN, X2RH . REFSFEHI—MEUBINEN, ENEERMN=EIER, #ES/LE. i
B.AEST WRRESXEEY. BERERKEELEHFEURMN, REXEFSERARTEES
IRBBEEBXT SRMNFNIXN EEGLHEBRHKE L. T HAHREIISOERE, —IEHMN
FEAX. RNEEEFSNAESYD, MERERHESAE, FTHFEFEETRE. LR SRSEMW,

FRSIBNS=ERIMAERE - RAFTDHXRIE REESHFANHRERIR. A OXEEBFEHNR
SRENM—H. AMYZHBEEXR. IFEMHOEN, FARETRARSITRELER, MailE
BEHR, TIEENHRE S, LUKRBHAEMNE
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The Third Note

RECOGNIZING THE

Grand Central Station

STATUS

SOUND IN ARCHITECTURE

"Sight isolates, whereas sound incorporates; vision is directional,
whereas sound is omni-directional. The sense of sight implies exteri-
ority, but sound creates an experience of interiority. Iregard an object,
but sound approaches me; the eye reaches, but the ear receives. Build-
ings do not react to our gaze, but they do return our sounds back to our
ears.” [Juhani Pallasmaa]

Historically, vision and sight served as privileged modus operandi for ar-
chitects, with tactile and aural sensibilities subsumed into the ambigu-
ous label of "phenomenology.” This privileging of sight has led to the
elevated status of image and image-making in architecture, relegating
architecture's relationship with sound to the marginal realms of acous-
tic engineering and concert hall design. The late architectural critic
Robin Evans once declared that "architects do not make buildings; they
make drawings of buildings." ! This sentiment affirms that architects
and designers work through a visual culture predicated on the tools of
representation, and as consequence are both liberated and restricted
by what they can and cannot draw. Although sound is indeed an elu-
sive and tricky medium to represent visually, sound itself is not devoid
of spatial implications and on the contrary has direct relationships with
geometry, distance, volumetric distributions and material construc-
tions. Architecture is very much composed of sound, but these sounds
go unnoticed in the everyday. We open and close doors, click our heels
on stone, asphalt, open windows to let sound in. We live and are sur-
rounded by ambient sound; and architectureis the vessel of its distribu-
tion — captured, released, echoed and filtered.

Inspired in part by the introductory passage above by Juhani Pallasmaa
(Finnish architect), this essay attempts to place vision and hearing in
relation to one another — at times in opposition, other times in parallel.
The intent is not to argue for the superiority of either vision or hearing
but rather to compare and contrast the two senses to see where they
diverge, overlap and potentially augment each other.

The Voyeur | the Eavesdropper

The French term voyeur means "one who looks," and generally de-
scribes an act of looking that involves the spying of others engaged in
intimate activities. For the discipline of architecture, voyeurism has
been used as a conceptual framework to explore unconventional vi-
sual relationships, challenge the status quo and blur the boundaries
between public/private. For the voyeur, the act of implies a transgres-
sion of a social norm. The viewing of intimacy - the illicit act of the un-
suspecting, heightens the excitement of seeing. I am interested in the
voyeur precisely because of its extremism — as a method of viewing that
completely detaches the observer from the object in view, reinforcing
a feeling of exteriority through the power of distance. The voyeuristic
gaze suggests the crossing of different worlds and represents the cul-
mination of the focused obsession to creating a window from one to the
other, most powerfully translated into a stolen look. It exists as one of
the most decisive ways of seeing; strategies of stealth and positioning
of the viewer versus the object of desire are critical. In architecture, de-
signers have played with this concept in the design of private quarters,



REBRIBEEH

FEFN “AmE (voyeur)” —HEER ‘MWEBN , —RATHE
RERMWARFANNE TR, FRRZWE, MBI (voyeurism)
RMNEEA—MBSAR BTFRRIFEREX LM XER. B
IR IR R AXSHAENRR. STEAREMS, 18917
NEVHCENEHS. RROATHEAE. TELA, WEH
REE AR AL LR RS BRI APAIRIBEN: fFR—
MEZURTE2HEBONELX, EORNIRES, XPESEINORK
WRETFTEBIND. WOARAMNEREHNIZRESNAIETE,
EERMMRZEIAT—BE, FEAEBHILIXMEHETRIS
. SILER, RERRBARARNN—MUELX, WEZE. F
REBSHNRRS USRS T —MEK R, 5 KT
D, RIMATUEEZRPLEAHESTAARSE . EXE, Z@E. R
%, URENLERE . ARANTEEERN AR FNAOBSE,
N—P=EEBS— D=6 (FIIEES. B, £, SEEB) .

S5mmE (MEPVAN) RAE, “B3F#E (eavesdropper) ” E &M
HWIKIFFAABIENT R, EEEF, XMINERSERBERTD.

THEE (eaves) M5BT (drop) MESERL, REENEERE
BIRK (BEA#H S RNEavesdrip) . EHE EEXEEENE, B
KERWMAKFESEEMANBRR?, BEREI7HE, 15 IES|IH
HNERET (MKMEENES) @IFEN . 2 B FRaHN™IERE
X, G EZTEENRL. THEEBEFTERTIIONR, 088
NEERELAFEINEE. T2, hNBERESEFER RN
T ERNEENHARE. TR TAFAEENRNBRESTIX,

BMRZHEFRANSEZNAM. BAMEXEBL, Uit
HRMEMEIATRK. REQNEXR, SN EUTFES LR
RNEFEX, A, —BERMNNOESEERPVXE, BIOIGSEIR
HEEEESRTARNSBEEE . ARERR2E TR
Mm%, MXFHRT, ERDLEXHENMRYE, Rz, —EYHEL
MRE, flanme BENEE. FASFTAMZTBXE. LUREE
HIARESES, HEBEXEE,

BRMENEFEERHAFAEEZAN . ZHUAXAR, 2ERAFEEI—
RN, R TERNTER ENEE, RNEBBAANBEESHIRENT
BANALOR, AMEFSNEETHABEXENR, THEEES, K
BASEBEEREFAMNARTFREBRSEKRN. EABHERSNZEREE
M E (Saint Benedict Chapel in Sumvitg) B, It




public restrooms, changing rooms, facades, circulation routes, etc.
Voyeuristic spaces usually imply an architectural frame - a view from
one space to another (a balcony, a window, a slot, a corridor).

In contrast to the voyeur (who looks) — the eavesdropper - is one
who secretly listens in on private conversations. The English ori-
gin of the word is in fact related to architectural eaves and roofing:
eavesdrop Xoriginally eavesdrip) referred to the water that dripped
off the eaves of a building. Historically, there were legal restrictions
on property lines to protect neighboring property from damage by
another's eavesdrop. Later, in the early 17th century the term came
to mean "a person who listens from under the eaves[drop].”® Eaves-
dropping is more passive in comparison to the exacting form of the
voyeur. The eavesdropper may choose the target of his source but
he isn't equipped with the same precision. Instead he often relies
on a makeshift amplifier - a cup. In eavesdropping, the discreet and
tangible aspects of sight are removed and replaced with ambigu-
ity — ambiguity of orientation and distance to the source. The denial
of visual connection augments the intimacy of the perceived audible
content. Offhand, voyeurism may seem to translate more readily into
architecture, but the more we interrogate sound's relationship with
architecture, the more we discover that sound holds untapped poten-
tial for space-making. Voyeuristic architecture is concerned with the

Playtime 2 | oil on paper | by Alice Tye



BRI - BB (Peter Zumthor) “IEiRAHIEMRA, FERE
IR IE R IR IR AN . X— ) EMERME(ZWEN]SIRZI, "
ERPH-SBER, ‘REXMEFMBORER, FREERES
BEMAISE MXLERFTERIT XME2EAFNES.”®

THRER, BFAEERNANEFNERUERERNKEBBTHT,
AR ITREIRES AR EEREMA. © XEIRKIR
REMWR (KEY), FEAEELENRENGIE. FEIARR
ERZHMENEDN, BEERAMAEFS, BREATHRNXEN
MR, WIRELIH ORI, JFHHTNT BEEBELRHS
B, BRMNBE, EUEEMA, DR TEBLNELZ2XEAIUHN
B . ‘REMWIR® ZEZETEBIHAE N LURRIGESOH
B——UNR—LEFARIRSETFME

BEEER (Whispering galleries) 2 5 RIS T AIE R T,
ENEERLLEEESHBEE, FFESNTEN—KEEEEE
BAB—if, —NESNAFHREANRIEMKRITNPREL, F£5
E#b & T (dining concourse) A B — A MFHIZE, X
TEAAS, BEETRMTENHNADEFTEEY, REAEIAO
LHABEREME HNFSESHEFXENRE, WENEN
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— T EEETARNGTTEHREEDREREFNMERE, K=
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K BEEDNEFNERABEXERE. XEHRRENTS
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Playtime 1 | oil on paper | by Alice Tye



Whispering Gallery

abstract frame/aperture, but with eavesdropping, architecture loses
abstraction and instead is enriched by the nuances of materiality, wall
thickness, spatial relationship between surfaces, room geometry, etc.

Architecture is a leaky container of sound. By this measure, sound is
the medium that betrays architecture's image of solidity. We think of
walls and floors as marking clearly defined boundaries and edges, but
sound is the elusive medium that refuses to be contained. Acoustic
cues are received accidentally often existing below the register of our
everyday lives. For the Saint Benedict Chapel in Sumvitg, Swiss archi-
tect Peter Zumthor "put a slight warp in the floor to make a creak, which
would exist just below [the visitor's] level of consciousness.” * Expand-
ing further he said, "Call it romantic, I guess. All music needs some kind
of container, and this container must be designed. That's what architec-
turecando."®

Similarly, medieval Japanese temples and palaces applied a strategy
of defense by designing creaky floorboards to signal the footsteps of
intruders. ¢ These floors are called nightingale floors or uguisubari, a
reference to the chirping sound made when walked upon. Dry wooden
floor boards naturally creak under the pressure of footsteps but to am-
plify that effect, they were designed so that the flooring nails rubbed
against a jacket or clamp to produce a chirp.” A simple chirping sound,
seemingly innocent, offers a defense mechanism that a wall or physical
architectural barrier could not. The beauty of the nightingale floor is the
simplicity of its architectural detail — dry wood and some nails.

Whispering galleries are perfect architectural examples of spaces de-
signed for eavesdropping. They are circular or elliptical in shape to al-
low the sound from one end to travel along the curved wall to another.
A well-known example is located right in the chaotic madness of New
York's Grand Central station Located near the famous dining concourse
lays a uniquely vaulted space, where the low ceramic arches create a
natural amplifier that can cause a whisper from one corner of the en-
tryway to sound like a shout on the other end® The speaker faces the
corner of one column and his whisper is carried by the curve of the
archway in the opposite corner to the unsuspecting eavesdropper.
(One can see why this has become a hot spot for marriage proposals!) A
simple acoustic twist can completely transform a public space and our
social interactions within it. A similar case occurs at the Imperial Vault
of Heaven in the Forbidden City, Beljing, where the hard and smooth
surface of the walled courtyard forms a perfect circumference, mak-
ing it an ideal acoustic transmitter of private conversations. This is a
convergence of public/private that does not rely on the conventions of
visual transparency. Sound is what connects people, under an arch or
in alarge courtyard. Younever know what or who you may hear when
you're not looking,.

An interesting case of urban eavesdropping occurred on Gran Via (Ma-
drid’'s Broadway boulevard). In the early 20th century urban planners
decided to cut through the medieval fabric with a modern boulevard.
The surgical cut decongested the historic center and the once medieval
fabric was given a makeover of neo-baroque garb to house department
stores and grand picture palaces. The street quickly became the cin-
ematic heart of Madrid, housing many cinemas that showcased the lat-
est films. Given the strong Catholic roots in Spain, much of the content
of the films showcased were considered so scandalous at times, that
even glimpsing the mere sight of a movie poster sent one girl to con-
fession. The forbidden visual content of the films could not be neatly
contained behind walls and its audible content leaked through adjacent
walls to residents, offering them an unexpected fragment of the cin-
ema experience. Acoustic transparency, despite visual opacity. Sound
leakage proved to be more subversive than seeing the image itself as
the sounds of the forbidden infiltrated the everyday without leaving any
visible trace.

The Borrowed Scene | the Ventriloquist

Architectural form and space are complicit with vision, but in the case
of acoustics, architecture is the very boundary that must be circum-
vented, defied and challenged in order to remove its stubborn fixed-
ness. Vision is directional and as result intentional and charged with
the consciousness of observation. Sound, on the other hand, is omni-
directional, diffuse, inexact, and subject to distortion. Vision is autono-
mous, while soundis created out of an exchange of relations, requiring a
medium through which to propagate— space and air. Made up of oscil-
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lations of air pressure, sound is in essence created out of friction; as it
moves through space, it acquires qualities of tone, loudness, reverbera-
tion, etc. It shapes its surroundings while simultaneously being shaped
by its surroundings.

Voyeurs and eavesdroppers are receivers of visual/aural information;
whereas the pairing of borrowed scenery and ventriloquism addresses
the sender - the actual means of constructing a view or audible cue.
Borrowed scenery is a technique employed in Chinese and Japanese
gardens, in which elements of a background landscape are framed and
incorporated into another space. There are four categories of borrowed
scenery: fg distant borrowing (of faraway mountains, trees), 4B {&
adjacent borrowing (of features in proximity), {I0 & upward borrow-
ing (of the sky), and {ff & downward borrowing (of rocks and ponds).°
In Chinese gardens, the borrowed scene allows spatial manipulations
that play with scale, foreground/background and illusion of depth. The
gardenrepresents a microcosm of nature and man's place within it. De-
signed so that winding walls, meandering pathways and framed open-
ings are constantly shifting relative to each other, the visitor is purpose-
fully denied an accurate perception of physical distance. The walled
perimeter must disappear for the illusion of infinite expanse to work.
Depth perception is controlled by the borrowed scene — at times fram-
ing a distant vista to expand the depth of a space, other times framing
a portion of vegetation, resulting in unexpected spatial collapsing. The
visual acrobatics result in a destabilized interior whose architectural
limits constantly change based on the viewer's perception. The Chinese
garden is composed of a network of sightlines woven to create a world
of endless surprise, representing the constant flux of nature and life.

If borrowed scenery literally borrows a view, ventriloquism can be con-
sidered as its acoustic equivalent in that it is an art form in which one
lends a sound. This stagecraft usually involves a puppeteer sitting with
a dummy; the ventriloquist "throws" his voice to create the illusion that
puppet and puppeteer are sharing a conversation. While the eaves-
dropper represents a passive recipient, the ventriloquist in contrast is
the highly tuned technician who masterfully manipulates the listening
audience by combining visual and audio spectatorship. Architectural
examples of "ventriloquism' are rare, in part due to the disciplinary
blind spot that acoustics has occupied. As architects, we generally dis-
miss "acoustics" as a technical requirement, assuming that it is outside
our field of expertise. We forget that sound, while it does have an entire
science devoted to understanding it, offers another layer of spatial ex-
perience.

One recent project that showcased sound as a powerful medium, was
the Polish Pavilion exhibited at the International Architecture Exhibi-
tion in the 2012 Venice Biennale. This collaboration project was by art-
ist Katarzyna Krakowiak and curated by music critic Michal Libera. The
artist used sound as a conceptual framework and platform to ques-
tion what we consider to be "common" to address David Chipperfield's
theme of Common Ground.® Entitled, Everyone has the right to sound,
this project used the empty interior of a building to demonstrate that
architecture is never silent, but rather built of sounds - absorbed, fil-
tered, transferred, amplified and distorted. **

Rather than proposing to build a new pavilion, the artist decided use the
existing interior as a radical point of departure. The space was treated
as a sound sculpture that could "borrow" the sounds of neighboring pa-
vilions to create a dialogue between the different countries represented.
The artists used the space as a sonic instrument by taking advantage of
micro-deformations in the building surfaces, converting the ventilation
system to become a sound collector of other pavilions, and amplify-

ing sound effects produced by existing niches, apses, and vestibules.
The existing building's symmetrical rectangular shape, brick walls and
marble floor produced excessive vertical reverberation creating the il-
lusion that voices originated from everywhere. ** This unique acoustic
quality was enhanced by tilting the floor and one of the walls at a slight
angle and changing the flooring material to wood to better fine tune the
sound propagation.

The existing building was treated like an archeological site; architec-
tural features that were concealed in past renovations were unearthed
and restored. The artificial ceiling was dismantled to uncover skylights
and a ventilation system, leading to the uncanny discovery that words
spoken on the roof which traveled through the ventilation system be-
came much more understandable than those spoken at floor-level. **
A previously plastered-over apse located opposite the main entrance
was also uncovered and restored to reflect sounds in the vestibule. ¢
The passage leading up to the vestibule was soundproofed to remove
the clamor of ambient noise to emphasize the acoustic function of the
vestibule as a quiet space of transition between exterior and interior.
Acoustics aside, the pavilion is also visually impressive with its stark
concrete walls and wooden floorboards, dramatic light pouring in from
above, highlighting the formal quirkiness of the ventilation ductwork.
The pavilion is in many ways a paragon demonstrating what could be
gained for architects if sound became a generator for design. Like bor-
rowed scenery, borrowed sound also challenges our perception of what
an architectural boundary is — and similarly we could easily apply les-
sons from the categories of visual borrowing (distant, adjacent, upward
and downward).

The ventriloquist is the master illusionist who expertly pairs visual and
audio spectatorship. Seeing and hearing are not mutually exclusive
modes of perception, and while we can analyze the workings of each
independently, it's more interesting to see where they converge. I am
reminded of a particular scene in the French film Playtime, where vi-
sion and hearing are at once collaged and split. Directed by Jacques Tati,
the film follows the interactions of two protagonists as they encounter
each other against the shifting backdrop of cold, modernist spaces.
The scene of interest shows the male protagonist visiting a friend in a
modern glass fronted apartment unit. The entire scene is shot from the
street. Through the eyes of the voyeur, we observe the interactions of
the people behind the picture windows but we do not hear them. In-
stead, we hear a montage of ambient urban noise - car engines, foot-
steps, murmurs of pedestrians. The unexpected soundtrack of the ev-
eryday street life is superimposed with the stark image of domesticity.
And because the visual scene does not match the audible content, the
viewer becomeslistener and listener becomes viewer. We are suddenly
made aware of the invisible, impenetrable sheet of glass that marks the
boundary between public/private and interior/exterior. We hear a car
engine and it resonates louder in our mind because we do not see the
car. Thelimits of vision and hearing are made ever so palpable. We hear
the engine roar, see a person taking off their coat and yearn to hear
above that noise... we yearn to be able to eavesdrop.

Somewhere between image and sound, architecture can strive to hit a
third note- a split screen soundscape- an experience that recognizes
the status of image, while heightening aural sensibilities by amplifying,
channeling, projecting, ventriloquizing and eavesdropping. In this new-
ly acquired sonic context, an opening in the wall, beyond providing light
and air, serves as an acoustic window recalling the John Cage sentiment
“if [want to hear music, [ open a window."



AEYLEEEMSRE, @R TREBMIILZEOTE. BRTEZER, TVERERREHTEIUONE
RIG, ERRRETEE. AR, WEAIENBASNIREIRF TR, BOEHENEENBRER,
ARZPE, XOREHAERTERNBIFZRITEBEESHNMNERE. MEESNFIE, EFREHK
B TERMNYFERBFRORA, BTE, RNETUBMEERNEERFE (. 6. B 0) LABRHS
FHERTE

EEARNFEERESURAENNT. MESKIAFAREERINBRASH, REXRNTUNE
METREBROSHT, EXREEEEIMNEERGNYR. AT, EXESERR &% (Jacques
Tati) A9 (I KA (Playtime) ) 1, A BEXH—RESHNEERBEDEXNDBHINSR. A HIRT
RUEAREKCHARERTDEEBNNE, BEN—BREEBEARNERRRNERE, XUHA
REERETEHRBENAAAZE. NFELARENUNAEE, ABEFRNNEEHHER, B
ERBISELS, BERRHNRMEEE LRFNRE, SERNNEST. TANNENEIES. HE
EESFELEEMXEHFMHNEEE—R. BATEFENE, MEEZNTRTE, MERKFEN
BRTMEE. BNBABRIXEAFTR. FATFENRE, MO TRAMSAILR. JEERS.

MEAHENEREXMBEL TE2EEMESR; IXMNERNEFAMNERR, DRFDMIDRLEA A, 5
FHBREALKZAXITESR. T2 MESHTRNBREMXIFTEM2HN THX.

NTFEGRSEFESZE, ERTUSHEIUE="MEE——Z2BNFESEN: EATEREELNE
B, XNBEHAK RS, 1Ry EBNSN, BEFSHRNHRE. EXTPLHFNFSLERIERS, B
FERRE LN —4FO, B EREBEX SS90, AAFIRARIERE. XHELA8 85 (John
Cage) fTE, “HERBRER, BT —BE.’

! Robin Evans: The Projective Cast: Architecture and Its Three Geometries (MIT Press, 2000).
23 http://www.wordorigins.org/index.php/eavesdrop/

46 http://www.dwell.com/essay/article/world-sound
"http://en.wikipedia.org/wiki/Nightingale_floor

8 http://www.nycgo.com/slideshows/new-york-secrets

9 http://en.wikipedia.org/wiki/Borrowed_scenery

10 http://www.domusweb.it/en/architecture/2012/08/28/everyone-has-the-right-to-sound.html

116 Krakowiak, Katarzyna. "Making the walls quake as if they were dilating with the secret knowledge of great powers."
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introduction translated by Hovermoon & Josef Zhou_ manifest translated by Z5&5#8

SOUND SPACE
MANIFEST

BEBE 4S99 _BERNHARD _LEITNER

BERE XFHNEREESSIANEETEHMNERER, B20tH L
BOFERERFR, —EHHNTREES. TEA58KZENXE,
BEECRITNESEERRA ‘FETEELMA (sound-space
objects)” , BRTEEBRSIAXTIEEQENFZIERRECER
kegzsiE), BT UM EZH AN — MR EH R E L —— 1]
NER(FUNERESR) RE—E8RBNERTRE. UE/SBHE—1
STETENEZAHMDBS, FSEERLXITEAN, E@EEMRD
XNESATUSEEANENS GRS, —HLSK, HISEITTRE
MRBARKRESHNBR

HiF, B ‘EEXTEES (Sound Space Manifest)” kg3
BRERMNERAETRERGER, REREETINER. REXERA
FEI977TFEFAY, W BFEHFAEREASISEENRXNT ‘FaEE
B SARMIGAIE R LI CEB 4,

BernhardLeitner, oneof thefirsttointroduce soundtoaninstallation
space, has been studying the relationship between sound, space
and the body since the late 1960s. His installations which he refers
to as "sound-space objects" serves not only to draw attention to
the acoustical nature of his work and the space it creates, but also
for a viewer to identify a commonly overlooked fact that their body
(and not just the ears) is entirely a listening device. The body / the
viewer is part of a complete space in which the sound installation
resides, where the sounds in his work permeates the entire body.
He continues to explore and push the boundaries of how one

experiences sound until today.

The experience and process of his work perhaps can be best defined
in "Sound Space Manifest." Written in 1977 in New York, below is a
reprint to guide you through the thoughts of a true pioneer of sound

installations.

images courtesy of copyright archive bernhard leitner vienna, austria
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SOUND_SPACE_MANIFEST

Cylinder Space _1974

—HERATH I SWAN. BELS, RNTUENTE, SFREF0E ERNT FRMEN, —%
EFEEHTET. FEEXNENTE: FEXAHE=ERING, BIEESE R —MEHAFRX
HRE. FEERIRESHT FRENFEEBNBTBINROETHE: FENBHNOBHYELE
ER=E, FRNE=EMEAFREERN.

Alineisaninfinite series of points. Space can be defined by lines. A line of sound is produced when
sound moves along a series of loudspeakers. Space can be defined by lines of sound: the lines
delineate the configuration of space and simultaneously make it a specific expressive experience.
Non-linear movements of soundbetweentwo or alarger number of loudspeakersaccentuate points

in space: they mark out space physically and simultaneously give it an expressive shape.



SOUND

manifesto

121

02

SOUND_SPACE_MANIFEST

Headscapes_1987_to_2003

o EE R—BSETREBNBEN RV EMN . BTG EIXM=EMNER. ME, Xih=
BHREAREREN L ‘G5 R” NTE, MRBEARN. B, BARHZ=ER —RI=EKL
BAM—ARELENENEG. DEENEGREA, FENEREUT B EEMNEFR,

Itisnecessary torethink andredefine the term "space’. The boundaries of these spaces cannot be
experiencedatonce,andtheyarenot "dynamic, fluid" spacesinthe conventionalinterpretation.Itis
space whichhasabeginning and an end. Spaceishere asequence of spatial sensations —initsvery
essence an event of time, Space unfoldsin time;itis developed, repeated and transformed in time.
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SOUND_SPACE_MANIFEST

-:'\I‘ﬂATIP-ﬂ "quﬂ'

Large Tube

BHERKRTHNERNY=@MEDINECFSERR. FENBHRETTEAMEDNTLLEAR.
BNFREIBRITEFSHESAKZEBNXE, BEEERATAKNNDG, BBEXENEZAZE,

My work deals with the audio-physical experience of spaces and objects which are determinedin form
and content by movements of sound. The focus is the relationship between built structures of sound
and the human body. The scale ranges from small objects directly applied to the body to large-scale

architectural spaces.
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SOUND_SPACE_MANIFEST

Headscapes_1987_to_2003

BERERNNEVECFSEAN -0 HMNBENSHRKNEFHORBMAMESFER, MAIR
NEBIERA——XEAFSHWETEHNEREN,

Hearing with the ears is only part of the audio-physical perception. An acoustical stimulus, an
audioinformationisabsorbed with theentirebody not merely with theears. Thisisof centralimportance

for building spaces with sound.
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SOUND_SPACE_MANIFEST

Logo Leitner Sound Space Large Tube 300

FERNSH, FEBHNEEMSE, URFSENRE. MENASRE=EHEREF. EMNHEE
RET—AIZEHAEEXEE . ETUENTELNNEZTERS ZH A2 &R TROER,
EBEFERERIEEHTHR. BRI, RREAEEABRSHOASEREEEHITITMG, ML
ERKFE ERES IS A% ENESRS TSNS KR N HT IR .

The distribution of loudspeakers, the speed and the direction of the moving sound, the intensity,
frequency and the color of sound are thebuilding elements; they determine the spatialmessage.lt was
necessarytoperformallinvestigationsonfull-scalemodels, sincenone of the existing methodologies
for analysing space and interpreting sound could adequately be applied to my work. The physical
reaction to a horizontally pushing sound or to a diagonally rebounding sound cannot be evaluated on
the drawingboard, nomore than thelifting quality of a vertically rising decrescendo tone.
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SOUND_SPACE_MANIFEST

Headscapes_1987_to_2003

B3 ‘AEZE” (sound space) IRERLKEAT 1971 FMEX, FEFTE1968 FLLRIEIE
HH—LESHEFN—LIBICHRE. 1971 £ 3 B, XEHEISHIBICRMBERAERERE(ERIL
=) (Artforum) £ REALNW—NMATEWRT—NEW, iFSEZEFNSHB A TR
W, XEEREE: —FEETRNESE. FaT— "BaEN LA TAZRTmS. KFEBINE
EREI. FEEEZNSHRMNE. FEREABIRZENBE, URESEY FesOmERL K
RIS PRI

The practical investigations started in the spring of 1971, They were based on the concepts and the
theoretical projects which I had developed from 1968 on and which were originally published in
Artforum, March 1971. In a large hall in New York, structures were set up to test various motions of
sound in space, such as: a vertically descending line of sound, sound crossing below and above a
moving person, the guiding characteristics of a horizontal motion, various degrees of inclination of
straight lines of sound, sound moving towards a person, sound moving away from a person, looplines

inhorizontal and vertical grids of loudspeakers.
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SOUND_SPACE_MANIFEST

Body Envelope

RIFFIR, AT BERNEREK (MITER[EROMES, SHRURPBREHOTA, URRHT
EAMAREFMIXERBLRENBERERS) ERNTHENM, KB - LEEHRNEFIXE
Mz, REHFHTEHMAANEOTRNEEZHMEMNIENER, MESMHEELT, ENERSBF
HMZERY, XEEQTEET—AH 4 KROAR, E—RARPV ELEEBRE-—EHSOT 8. K
M AL NS DAY B R/NFIFR AT TIER . HMNEHORITFEFSTEXLEERTBE, FIiCR
DI HER

Initially very simple sounds were used to define spaces in order to minimize any suggestions of
conventional musical experience: rolling beats of percussion instruments; fast, low, short beats
produced with a synthesizer; and recorded instrumental sounds such as a cello tone or a horn tone
of constant frequency levels. The support structures for these early investigations had a temporary
character, makingiteasytodismantleandtoreassembletheminvariousconfigurations. They consisted
of woodenelements4mlong,each supporting anumber of loudspeakers.Scale and shape of thetesting
structureswererecorded. Themotions of sound within thesestructureswere empirically analysed and

evaluated, theresults written down,
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Wing Space

08

SOUND_SPACE_MANIFEST

LFENBERCETAAFBTRENMER, EHARNOTREL, 2E. T FEBHNEE, U
RAEERHNEEXKNEE, T2RETTENES. FANETSEH, HESWENTBBRE0E
NERE, BESERNERE: ). A, 515 BFIRE, XEUATAFSRNEEY AR ZB®REME.
BEMNZRNNERELNEFEBENSONELSN. BIBRFIERESERE, —MHEENESHIS
BEEEEFEIEE; MEXLL, AMMNARBEER—1THRE. BEELAEN=ESR. #h. 51SE/
FRXBEMNOESHEEENTE, EERMNNS KRB EERINTREE (RF2) BEMKE
TEENEXRERR ., HIREMNHIES. HEMEHNEENTERB WA= BAIRER R (LLWH
BEFINTURBESANES, IREFIINTLUEEDNHONR) . TEIME (LNERSNTE, EE
EHEEN=E) NARSEENFEREEMTE. FEREBIEG R MEMDEATEHNIAE
BT —FRIFNEEST. ORENFEREEIEMTANSXERINE. ‘FETE" AELUT
BSAE: BRER. D, BB A S BE. 3I1S FF. S, A FR.HM. R e, [ Bl R
&R ReD. BB B BT RER. F5| B BE. e R ER.

Creating spaces with the vocabulary of sound introduces new forms of expression - the potential for
a fundamentally new experience. It is above all the intensity, the rhythm, the speed of the moving
soundandtheirinterrelated variations that determine the shape of space. Asaneventintime, asound-
shaped space has such psycho-physiological dimensions as pulling, stretching, guiding, bouncing,
etc, depending on how the sound is organized between the loudspeakers. The gradual modification
of intensity is an elementary device to emphasize directional motions of sounds. The directional
message of asound coming closer, initself experiencedasacrescendo, isintensified through gradually
increasing its intensity. Directional spaces are channeling, pushing, leading physical sensations, not
merely variations of directional hearing. Different speeds of sound motion (fast or slow) distinctively
change themeaning of oneandthe same spatialshape. Accelerandoandritardando, the condensing and
expanding of temporal events, are space determinants (e. g, ritardando sequences can be physically
relieving, accelerando sequences can have a constricting effect). The nature of a spatial program (e. g.,

swinging space, vertical crescendo space) existsindependently from the specific sound program.

The sound program, through its color, frequency, and tempo, adds a new set of expressive features to
thoseinherentin the space. Space program and sound program can complement each other in various

ways.

Qualities of sound spaces: bouncing, pushing, swinging, lifting, dropping, guiding, opening, closing in,
stretching, passing through, twisting narrowing, pulling, rebounding, relieving, confining, stimulating,
rocking, crushing, soothing, rising, rousing, contracting, liberating, embracing, surrounding, relaxing,

expanding.
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Headscapes_1987_to_2003

FrEMERMRE ‘FE=E%KRE" (sound space instrument) . BE—HHERBHE AT —MHESNIE
), MFR—FELZEBHNLEE. ENE—HERrFTUBRRESRER—F, RENBEITE=E
MEMHEROTERE, BTUENXEFHRBHREEL R, REE—D ‘FEZ@ERF PBLUE
W,

All works are sound space instruments. Each of them stipulates certain movements of sound, a
certain way of defining space. Just as a wide variety of pleces can be played with a conventional
sound instrument, so alarge number of temporal-spatial programs, that is a large number of different

experiences, can be created with and within each sound space instrument.

BRRE-XEm A491977%F BERNHARD LEITNER, NEWYORK 1977

MR (ERER) 2526188201238, (FETREE) , BIARE - 45 (Bernhard Leitner) | X 28538 | %
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PLEASANT OR NOISE

WHEN MY SON FINN
WAS GIGGLING THIS
MORNING, I SAID,
"THAT'S MY FAVORITE
SOUND!™

[LOVE THE NOISE OF
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TARGET. YUP, I HAVE
AN ARCHERY TEAM.
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