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Abstract 
 
 

This por)olio of original composi1ons and accompanying cri1cal exegesis inves1gates the 
role of sound in place experience and the types of place to which sound affords us access. 
While place has been ar1s1cally inves1gated in the past through site-specific projects and 
the places in which music occurs, this por)olio focusses on the sonic dimensions of place to 
uncover how sound affects meaning making and generates place. The por)olio is comprised 
of thirteen composi1ons presented as scores and acousma1c works, which demonstrate how 
sound can mediate a sense of place not only in the experience of  the surrounding 
environment, but also in the experience of musical works. While some projects are site-
specific, I also present inves1ga1ons into sonic landscapes and musical place in scores using 
soundmarks and nota1on-based endnotes. 

The exegesis provides an overview of the conceptual and crea1ve considera1ons of 
each work. I first provide an overview of both prac1ce and place-based research, and the 
ways in which the UK na1onal lockdowns affected my line of inquiry. I then discuss the 
por)olio composi1ons in light of different types of place and the key roles they play in 
demonstra1ng how sound affords us unique pla1al experiences.  

I conclude that sound plays an indispensable role in the nego1a1on of place meaning 
and allows types of place to intersect. A sense of place can be mediated not only through the 
experience of the physical world, but also through the cogni1on of sound in acousma1c and 
score-based work. Before providing an overview of future research avenues, I offer remarks 
on the advantages of ar1s1c approaches to place and the interdisciplinary nature of prac1ce. 
Musical processes are uniquely posi1oned to explore place beyond experiences of the 
physical world, allowing prac11oners to make rhizoma1c connec1ons between theories, 
experiences, and prac1ce-based methodologies. 
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this also refers to the role of sound in our cogni1on of musical place. 

 

Soundmark – an audible indicator of a par1cular loca1on for a listener or community, 
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mo1vic materials can create sonic connec1ons between different works. 
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Introduc>on 

Background 

This por)olio of original composi1ons and accompanying cri1cal exegesis inves1gate the role 

of sound in place experience and the types of place to which sound affords us access. 

Although I ini1ally intended to inves1gate the intersec1ons of music and place from a 

crea1ve prac1ce perspec1ve at the outset of this project, the profound social changes 

caused by Covid-19 and the ensuing UK na1onal lockdowns brought about a shiu in 

perspec1ve with a renewed focus on sound and how the experience of sound can mediate a 

sense of place. 

 The early months of my ar1s1c research for this project coincided with the second of 

the three na1onal lockdowns in the UK, which was announced on 31 October 2020, and 

came into force on 5 November 2020. At this 1me, I became isolated in Newcastle upon 

Tyne’s city centre in a studio flat, and started to carry out my research from what I assumed 

was a distance. I came to realise however, that the strange situa1on in which I found myself 

gave me unique, lived access to exploring sound and place; I was already involved with the 

place in which I was isolated, engaging with the surrounding environment.1 While this was 

not the place I expected to be, my realisa1on afforded the reorienta1on of my research to 

approach prac1ce from a more convincing and socially relevant perspec1ve. This 

understanding, that consciousness is already in the world in the course of its subjec1ve 

experiencing and does not exist in a detached dichotomy with the environment, underpins 

all of the works presented in this project.2 Instead of considering how music might evoke 

place through the fairly narrow lens of site-specific inves1ga1on, I was able to widen the 

focus of my research and employ a number of crea1ve approaches (for example, concert 

performance, acousma1c, and installa1on works) to convey the possibili1es of place. The 

different segngs of the works allowed me to consider the no1on of place beyond the 

 
1 This engagement is what Vincent Blok terms a ‘meaningful ecosystem’, one which exists experien<ally 
between consciousness and the space it experiences and results in the genera<on of place meaning. See 
Vincent Blok, ‘Being-in-the-World as Being-in-Nature: An Ecological Perspec<ve on Being and Time’, Studia 
Phænomenologica 14 (2014): 217. 
2 While it would be difficult to imagine oneself outside of the environment, viewing it from a loca<on, as 
Heidegger would say ‘on one side [with] space on the other’, it is easy to overlook the immediate rela<onship 
with space that the body signifies. See Mar<n Heidegger, Poetry, Language, Thought, trans. Albert Hofstadter 
(New York: HarperCollins, 2001), 154. 



 

 2 

experience of the physical environment and explore it from the perspec1ve of sonic 

experiences in themselves. 

 It would be irresponsible not to acknowledge the difficul1es and tragedies wrought 

by the pandemic, given that it became the ini1al context of my inves1ga1on. I acknowledge 

this here and at other 1mes in this exegesis. That it did take place, however, demonstrates 

the necessity for this research. Wri1ng more than ten years before the Covid-19 outbreak, 

Giralt et al. posed that ‘it is increasingly more necessary to interpret the sound space of place 

in a complex and meaningful way, to relate […] place with its communica1ve prac1ces, with 

its social rela1ons and with the manner of conceiving urban space.’ Giralt et al.’s words s1ll 

ring true today, as the drama1c changes in the urban environment in par1cular have 

necessitated a renewed explora1on into sound and its role in place to demonstrate how 

place iden11es changed during the lockdowns and into the post-lockdown era, and the 

implica1ons for prac1ce-based approaches to place. 

 Despite the compelling reasons offered by the pandemic to explore the role of sound 

in place forma1on, however, it alone does not sa1sfy the answer why this research was 

necessary, nor would it suffice as the only context in which the role of sound and place 

should be inves1gated. The role of sound in place is more widely applicable to prac1ce 

beyond the context of the Covid-19 pandemic and can be used to inform a number of 

different approaches whether in site-specific contexts, or in acousma1c and score-based 

musics. The social context brought about by the pandemic facilitated, and to an extent 

dictated, the condi1ons in which my inves1ga1ons began, and this afforded an approach 

which reconciled the unique lockdown and post-lockdown contexts into a study of sound and 

place while drawing together strands of phenomenology, urban studies, and heritage studies. 

The pandemic-as-facilitator offered a previously impossible and at one 1me unthinkable way 

of perceiving the city which then led me to explore the wider crea1ve approaches to place 

outlined in this exegesis. 

 Just as the city changed throughout the course of my research, so did my own ways of 

thinking about sound and place. Where Chapter 1 of this exegesis looks at some of the works 

composed in the earlier stages of this project during the second na1onal lockdown, Chapter 

2 changes focus and outlines the acousma1c works included in the por)olio which were used 

to explore sonic landscapes and how place may be perceived in sound because of previous 

experience of the surrounding environment and the embodied nature of consciousness. This 

is an important component as it translates the knowledge uncovered about urban 
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experience into a discussion of sonic experience beyond the frame of the pandemic and the 

city. The focus on sonic landscapes as a metaphor for perceiving place in sound allowed me 

to draw parallels between the embodied experience of space (the physical world) and the 

cogni1on of sound as topography on the part of the listener. 

 In Chapter 3, the urban context finds its mee1ng point with acousma1c music. 

Soundmarks as sonic landmarks of the city are discussed in rela1on to my carillon project 

Ordinary Light, which employed both live carillon recitals and a carillon-based acousma1c 

installa1on in the Newcastle University Arches as listening loca1ons. Listeners could navigate 

between these loca1ons freely to hear the dura1onal music in two different ways while 

passing through the soundscape of the city. Ordinary Light explores the intersec1on of 

different types of place and highlights a key aspect of Newcastle upon Tyne’s sonic heritage 

which, while a familiar part of the city’s soundscape, would benefit from further local 

understanding and recogni1on. 

 Chapter 4 outlines how understandings of place and sonic experiences can be used to 

inform the composi1on of  score-based works, using musical materials to form musical 

landscapes and soundmarks in and between them. to mediate a sense of musical place. This 

is done by way of different means, although the overall focus of the chapter is on how 

musical materials can be used as soundmarks within score-based works to 1e together 

musical places. The novel approach to using musical endnotes as both a structural approach 

within single works, and as a form of intertextuality between works is introduced as a key 

finding of this research, demonstra1ng how musical materials can form constella1ons of 

rela1onships and shared meaning. 

Research Objec3ves 

The change in direc1on of my research to the more focussed inves1ga1on of the role of 

sound in place experience naturally led to the refining of my research ques1ons throughout 

the course of this project. Where originally my research ques1ons focussed on broad 

rela1onships between music and place and the ways in which music can relate to place – for 

example, I had the idea of music for place and music about place, which was less focussed – 

my line of inquiry developed in the early stages of the project to adequately address the 

unexpected lockdown context in which my prac1ce was taking place.3 My research 

 
3 Prac<ce-based research leads to the development of research ques<ons which adequately address the 
context posed by the prac<ce. As the way in which my prac<ce took place was dictated by the lockdown 
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ques1ons, then, became a reflec1on of the types of place experiences I had myself, and as 

the project con1nued in the post-lockdown era, these ques1ons were refined further which 

allowed me to focus the ini1ally vague scope of my original project proposal. The research 

ques1ons presented below allowed me to uncover the complexi1es of the sound-place 

rela1onship, while also considering the implica1ons for my own prac1ce and crea1ve 

approaches to composing place more widely: 

 

1. What is the role of sound in place experience, and how can this be understood 

through crea1ve prac1ce? 

2. How is place meaning affected when soundscapes change? 

3. How do experiences of the visible environment inform experiences of sonic 

landscapes? 

4. In what ways can place be expressed through ar1s1c means to mediate a sense of 

musical place? 

5. How has my understanding of place and, thereby, my approach to prac1ce, changed 

throughout the course of this research? 

 

The possibili1es that sound-place line of inquiry offered were not only limited to gaining a 

deeper understanding of the lived experience of sound and place, but also developing 

approaches to prac1ce itself. While the works in the por)olio employ both score-based and 

acousma1c means, the approaches to composing these works were brought about just as 

much by my lived experience and research into sound and place as the process of the 

composi1on guided my inquiry. For example, the works introduced in Chapter 1 were 

brought about by the social context in which I found myself at the outset of this project, in 

social isola1on under the second wave of na1onal lockdown measures – the crea1ve work 

here was brought about by my lived experience of a unique place experience. With some of 

my other work, however, my line of inquiry into types of place was guided by prac1ce itself. 

An example of this is bloom and splinter, where my understanding of score-based 

 
measures in the early stages of this project, the prac<ce raised different ques<ons than ini<ally expected. See 
Kris<na Niedderer and Seymour Roworth-Stokes, ‘The Role and Use of Crea<ve Prac<ce in Research and its 
Contribu<on to Knowledge’, (paper presented at the Interna<onal Associa<on of Socie<es of Design Research 
Conference (IASDR 07), Hong Kong Polytechnic University, Hong Kong, November 12–15, 2007), 15, 
hbp://niedderer.org/IASDR07SRS.pdf 

http://niedderer.org/IASDR07SRS.pdf


 

 5 

soundmarks and intertextuality between musical places was formed in the process of 

composing the work.  

This co-construc1ve approach to the project binds the crea1ve works and their 

contexts together, even though the types of place explored across the por)olio can be quite 

different (for example, place based on experience of the environment versus place mediated 

through musical or sonic materials). It also reflects the human experience of place, where 

both consciousness and experienced physical space work together to generate meaning for 

an individual in a rhizoma1c network of perpetual becoming.4 

Approaches to Crea3ve Prac3ce in the Por;olio 

The por)olio is comprised of thirteen composi1ons composed over the course of this 

project. Eight of the works are score-based, four are acousma1c, and one work employs both 

a score-based component for live performance and an acousma1c work intended for 

installa1on at a nearby but dis1nct loca1on (played in parallel but not in synchronisa1on 

with the live performance). The score-based works are intended for live performance, some 

of which are 1ed to specific loca1ons. For example, the scored component of Ordinary Light 

(which includes the nearby accompanying acousma1c installa1on) is intended for 

performance on Edith Adamson Carillon at Newcastle Civic Centre and was wriren 

specifically for the unique characteris1cs of that instrument. Le Passage, the score-based 

work for organ, is intended for performance on the Auber1n organ in the King’s Hall, 

Newcastle University, and employs its unique sonic palere and affordances. 

 The acousma1c works were presented via different means. all illusions, all again and 

the installa1on component of Ordinary Light, for example, were presented as sound 

installa1ons the Newcastle University Arches as part of the wider A Space for Sound – The 

Arches Sound Project 2022 and 2023.5 all that is lost was presented as part of an online 

streamed acousma1c recital on YouTube, which offered an interes1ng means of premiering a 

new work, given the social isola1on and na1onal lockdown context of the earlier stages of 

my research project. 

 
4 The rhizome is a concept borrowed from botany by Gilles Deleuze and Félix Guabari, which describes the 
interconnectedness of network rela<onships as opposed to hierarchically structured arborescent rela<onships. 
See Gilles Deleuze and Félix Guabari, A Thousand Plateaus: Capitalism and Schizophrenia (London/New York: 
Con<nuum, 2004). 
5 For more informa<on on A Space for Sound – The Arches Sound Project, see ‘A Space For Sound – The Arches 
Sound Project’, Newcastle University, accessed March 23 2024, 
hbps://www.ncl.ac.uk/crea<vearts/research/current-projects/crea<vearts-currentprojects-archessound/. 

https://www.ncl.ac.uk/creativearts/research/current-projects/creativearts-currentprojects-archessound/
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 Employing different approaches to prac1ce and dissemina1on, instead of 

approaching the por)olio from a solely score-based perspec1ve, did not only allow for a 

widening of the scope of my inves1ga1on and the ways in which I engaged with place, but 

also enabled me to draw together my own mul1ple crea1ve interests as a prac11oner. While 

my interests in contemporary classical music and score-based composi1on was cul1vated 

through my academic experience, my interest in acousma1c music stems from my ini1al 

musical experiences as an electric guitarist. The focus on tone shaping, manipula1ng sound, 

and exploring the possibili1es of how electronics can affect dura1on, sustain and frequency 

naturally led to me exploring how to shape other sounds and arrange them texturally. I have 

found through my own prac1ce that there is significant crossover between these domains. 

My interest in guitar tone shaping, for example, led me to exploring acous1c instruments 

which afford the shaping of sound – the sonic possibili1es of the pipe organ allowed me to 

explore combining different sounds together and experiment with longer dura1ons, and 

while it is a significantly different instrument to the electric guitar, I found my approach to 

composing for the instrument was very similar. 

 Although the details of each of the works in the por)olio – such as antecedents, style, 

and process of development – are explored at appropriate points in this exegesis, below I 

highlight some key aspects of the por)olio which are of par1cular interest, as well as 

summarising some of the conclusions drawn. 

Key Research Areas of Interest 

ConnecDons Between Types of Place 

One of the aims of this research project was to explore the connec1ons between different 

types of place, and how these can intersect through prac1ce and the everyday experience of 

sound. One of the key strands of this inves1ga1on was understanding how the subjec1ve 

experience of the visual environment (the physical, mathema1cal space surrounding the 

body) informs the percep1on of place in the experience of sound, an immaterial 

phenomenon which has the power to impress perceived mo1ons, landscapes and meanings 

upon an individual, much like the experience of the physical world. This understanding 

underpins not only the acousma1c works, but also a number of the score-based works where 

a sense of musical place is mediated through the materials themselves and the ways in which 

they are developed. 
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 Places intersect within a number of the presented works. This is demonstrated most 

clearly where different crea1ve approaches are used within a single work, affording more 

than one type of place experience. Ordinary Light, for example, employs a live carillon recital 

and a parallel sound installa1on in a nearby loca1on. The Edith Adamson Carillon of 

Newcastle Civic Centre, a public soundmark, is fixed in its place and brings with it a rich 

heritage, as well as visual dimension to its experience.6 The installa1on, however, is founded 

on the complex resonance of each bell and the manipula1on of their frequencies to present 

a dura1onal sonic tapestry, and listeners can wander freely between the two listening 

loca1ons to hear the parallel components of the work. The carillon is heard in its surrounding 

environment, contribu1ng towards a listener’s sonic impression of the city among its other 

noises; the installa1on is heard as a growing soundscape where the carillon has been 

transformed into something 1meless and abstracted, allowing the listener to construct their 

own meanings and impressions of the sonic landscape and trace the sounds as they change. 

 all that is lost explores a different intersec1on between types of place, where the 

voices of a pipe organ are dislocated from their original segng and placed into an 

acousma1c work alongside low-frequency electronic voices, forming an ar1ficial soundscape 

comprised of physical and immaterial sound sources. This is closely related to the three 

‘abandon’ works, which were composed at the point when the UK na1onal lockdown 

measures were relaxed and subsequently removed. Where (never) abandon is a score-based 

dura1onal work based on an erasure and recontextualiza1on of a pre-exis1ng organ work 

from Bach’s Great Eighteen Chorale Preludes, abandon I and abandon II were created using 

leuover fragments of recorded viola and flugelhorn from the recording session of (never) 

abandon.7 The sounds of the instruments were dislocated and manipulated to present them 

in a different light, using whatever materials were unneeded from the recording session to 

create a collaged tapestry of sound. 

 
6 The ‘soundmark’ is a sonic marker of place which contributes to the perceived iden<ty of a par<cular place. 
See R. Murray Schafer, The Soundscape: Our Sonic Environment and the Tuning of the World (Rochester, VT: 
Des<ny Books, 1994). 
7 The significant erasure of Bach’s music is discussed in Chapter 2. The chosen chorale prelude was subject to a 
significant reduc<on of the materials un<l only a single mo<f, and sixteen individual pitches remained. See 
Johann Sebas<an Bach, ‘Fantasia super Komm, Heiliger Geist’ (BWV 651), in Johann SebasJan Bach: 
Orgelwerke, Band 2, ed. Hans Klotz, (Kassel: Barenreiter, 1958), 3–12. 
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How Places Change 

Soundscapes are constantly in transi1on, being affected by, and affec1ng human beings and 

social change (for example, the random traffic noise in a city centre, or the ways in which 

technological advancement since the Industrial Revolu1on has changed the overall sound of 

the city).8 One of the most fascina1ng aspects that drew me to this research was the 

drama1c change in place brought about by the UK na1onal lockdowns. The ways that 

perceived place meanings and iden11es changed is explored in many of the works composed 

in the early stages of this research project, including String Quartet No. 2, “Paralysed City” 

which reflects on the lockdown city, and the acousma1c work all illusions, all again which 

explores the urban context following the relaxa1on of the na1onal lockdown measures and 

sonic landscapes through recordings captured during Storm Arwen in November 2021.  

 One of the most significant changes I experienced during this project was my 

realisa1on of the important role that the Edith Adamson Carillon plays in the soundscape 

and sonic heritage of Newcastle upon Tyne. The public instrument, like the wider soundscape 

of the city, is subject to social change, and this understanding led me to crea1vely engage 

with the instrument and explore the key role it plays in my own impressions of the city as 

place. 

Musical Place in Score-Based Music 

This research project led me to inves1gate how musical materials can be employed to 

mediate a sense of place using knowledge based on my own place experiences and my 

explora1on of sonic landscapes. My understanding of the soundmark of the Edith Adamson 

Carillon, for example, allowed me to reconsider how I use musical materials in score-based 

music. If the overall shape and texture of a musical work can be perceived as a sonic 

landscape, then the important mo1vic ideas or reference points in the work can be thought 

of as soundmarks.  

 This led me to develop a novel approach to musical structure within individual works, 

and intertextuality between related works. SIll Earth, UnsIll (for solo classical guitar) which 

is discussed in the context of musical place in Chapter 4, employs score-based endnotes in 

order to disjoint the perceived narra1ve of the work, media1ng a sense of place where the 

interrup1ons of the endnotes become the narra1ve. Endnotes are also presented as a way of 

 
8 Schafer, The Soundscape, 71. 
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considering the rela1onships between two musical works, where interconnected musical 

mo1ves across different pieces work together to form soundmarks. A smaller work can refer 

to another larger work through a recontextualiza1on of its musical mo1fs (for example the 

trio, bloom and splinter in rela1on to the large ensemble work Into Convergences). In those 

contexts, the smaller works are considered as endnotes in rela1on to a larger main work, 

given the func1ons of endnotes which are explored in Chapter 4, and the rela1onship 

between the works through using the same musical mo1ves provides a nuanced means of 

employing score-based soundmarks.  

Structure of the Exegesis 

In order to outline both the conceptual and methodological underpinnings of the works in 

the por)olio, this exegesis employs aspects of the connecIve exegesis format described by 

Jillian Hamilton and the Research QuesIon Model of Milech and Schilo.9 The connec1ve 

exegesis posed by Hamilton seeks to connect prac1ce with its wider field of study while 

allowing space for personal reflec1on on the prac1ce. The aim of the connec1ve exegesis is 

for the wriren component of the research project to reconcile the academic voice with the 

voice of the prac11oner, so the exegesis is presented as one document presen1ng a 

combina1on of the voices instead of two disjointed sec1ons in two no1ceably different 

wri1ng styles. Milech and Schilo’s Research QuesIon Model presents a similar approach to 

Hamilton’s but places the emphasis of the equality and autonomy of the prac1cal and 

exege1c components. It affords the produc1on of a prac1cal por)olio and exegesis which 

both answer research ques1ons refined over the course of the project. While these two 

components remain related, neither undermines the authority of the other, which affords 

the exegesis being both a cri1cal commentary (the prac11oner’s voice) and a scholarly 

explora1on of the underlying themes surrounding the prac1ce (the academic voice). 

 The exegesis is one of the central debates in crea1ve prac1ce research discourse, in 

that the prac1ce requires an accompanying cri1cal explora1on of its context and why it is 

significant.10 The necessary inclusion of a wriren component in order to sa1sfy a prac1ce-

 
9 For connecJve exegesis, see Jillian Hamilton, ‘The voices of the exegesis’, in Pre-Conference Proceedings of 
PracJce, Knowledge, Vision: Doctoral EducaJon in Design Conference, eds. L. Jus<ce and K. Friedman (Hong 
Kong: Hong Kong Polytechnic University, 2011), 340–343. For Research QuesJons Model, see Barbara Milech 
and Ann Schilo, ‘Exit Jesus: Rela<ng to the Exegesis and the Crea<ve/Produc<on Components of a Research 
Thesis’, Text 3 (2004): 1–13. 
10 R. Lyle Skains, ‘Crea<ve Prac<ce as Research: Discourse on Methodology’, Journal of Media PracJce 19, 1 
(2018): 86. 
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based approach, then, requires an exegesis format which both inves1gates the context in 

which the prac1ce research takes place and respects its autonomy as a research output. One 

of the key issues shared between crea1ve prac1ce research and the explora1on of subjec1ve 

human experience (for example, hearing and perceiving meaning in music), is the difficulty of 

conveying tacit knowledge. The approaches described above which aim to relate the wriren 

component to a body of crea1ve prac1ce research, to some extent, solves the issue of 

language’s incapability to convey subjec1ve experience because the prac1ce-based output is 

allowed to speak for itself.11 The wriren component does not play a secondary role, 

explaining the meaning of, or jus1fying the prac1ce, but situates it within a par1cular 

discourse and context to allow the prac1ce to have an impact. At the same 1me, it also 

affords a further explora1on of the ques1ons raised by the prac1ce. 

My approach to this exegesis combines the reflexivity of a cri1cal commentary on the 

prac1ce with the analysis and discussion of key themes raised in the course of the prac1ce 

taking place. While an emphasis is placed on the por)olio as the principal output of this 

research, the exegesis provides a space to cri1cally explore the prac1ce and, at the same 

1me, discuss the theore1cal underpinnings of the research, the contribu1ons and 

developments  to prac1cal approaches to place, and draw conclusions based on both the 

prac1ce and the conceptual inves1ga1ons. To this end, the situaIng concepts of the research 

(conceptual framework), the precedents of pracIce (antecedents), and the cri1cal 

commentary on the researcher’s creaIve pracIce are dispersed throughout the exegesis in 

order to cater to a more holis1c approach to discussing and reconciling the prac1ce and 

theory.12 

  

 
11 This incapability is what Roland Barthes refers to as the inevitability of the adjec<ve and its weakness when 
we resort to talking about music. See Roland Barthes, ‘The Grain of the Voice’, in Roland Barthes, Image Music 
Text, trans. Stephen Heath (London: Fontana Press, 1977), 180. 
12 Hamilton, ‘The voices of the exegesis’, 340–343. 
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Chapter 1. Place and Human Experience 

1.1 Changing Places: The City as Context 

1.1.1 IntroducDon 

This chapter examines some of the music composed early in this research project which 

coincided with the second of the Covid-19 na1onal lockdowns in the UK. While a 

chronological discussion of each work included in the por)olio is not used as the primary 

structural approach in this exegesis, the aim of this chapter is to provide a context for how 

this project began, and the social condi1ons which led me to inves1gate the role of sound in 

place experience. This had a direct influence on the earliest outputs of this project, and the 

discussion here is used in the following chapters as a point of departure for exploring the 

ways in which sound affords us unique access to place.  

 In this research, place is comprised of the iden11es and meanings subjec1vely 

nego1ated through the experience of the physical world and the experience of the sound. In 

the course of one’s being-in-the-world, both the visible environment and its soundscapes are 

experienced together, contribu1ng towards a sense of place for an individual. In the 

following chapters, however, sound is also shown to afford unique experiences of place 

beyond what can be experienced through the visible dimensions of the environment. This 

project demonstrates mul1ple crea1ve approaches to place through a focus on sound, the 

sense of which can be mediated using a number of different crea1ve means.  

 The city of Newcastle upon Tyne has played a par1cularly significant role throughout 

this research and provides the context for a number of works in the por)olio. At the start of 

this project, the city was under the second wave of na1onal lockdown restric1ons enforced 

to tackle the spread of Coronavirus. I was isolated from family and friends while living in the 

city centre, which had a profound effect on the direc1on of my research. The dras1c changes 

in the urban environment, and my immersion in the emp1ness and silence of the city, led me 

to consider the significant role played by sound in the human experience of place.13 While 

the absence of cars and people was clearly visible, it was the effects of this absence on the 

soundscape of the city that most affected me. 

 
13 ‘Immersion’ is posed by Eric Clarke as the way in which human beings are in the world, engaged in an ac<ve 
process of perceptual learning which leads consciousness to form an overall impression of its environment. See 
Eric F. Clarke, Ways of Listening: An Ecological Approach to the PercepJon of Musical Meaning (Oxford: Oxford 
University Press, 2005), 22. 



 

 12 

The restric1ons put in place to tackle Covid-19 led to the desola1on of the modern 

soundscape, which in turn affected the pla1al iden1ty of the city for me as a resident.14 In 

the sec1ons below, I examine how the soundscape of the city is closely linked to the 

iden11es and meanings we personally ascribe to it through our own subjec1ve experience. I 

describe this as a loss of place which leads to a state of new modernity, the new social and 

cultural condi1ons in which everyday life is lived. 

1.1.2 UK NaDonal Lockdowns and Place Experience 

Place is an embodied phenomenon, and all human experience is 1ed to place. While spaces, 

like the city, physically exist with geographic loca1ons and mathema1cal measurements, 

place is that which is immaterial, comprised of iden11es, meanings, and experiences.15 Place 

(the Kan1an phenomenon) is the lived experience of space which is different for each 

individual, experienced through the orienta1on of one’s own body.16 Space as a 

mathema1cal phenomenon (Euclidean space, or the Kan1an noumenon ‘thing in itself’) is 

inaccessible to human beings as we are already being-in-the-world, experiencing space from 

our own subjec1ve perspec1ve and unable to separate ourselves from intui1on.17 This is an 

important dis1nc1on which provides a framework in which the city and the pla1al changes 

brought on by the na1onal lockdowns can be understood. While the Covid-19 pandemic had 

a significant effect on the space of the city, it was the iden1ty of the city which underwent 

such no1ceable changes for me. 

 It is important to note here that place iden1ty is always in a state of flux. Lived 

experience is ephemeral, in that the iden1ty of places are constantly changing as we re-

experience them.18 We might also call the iden1ty of a place its character, as the 

environment has an ac1ve effect on consciousness as it experiences the world. The 

rela1onship between the body and the spaces it experiences is immediate, a marer of 

dwelling and already being-in-the-world, which means that consciousness con1nues to be 

 
14 ‘Pla<al’ is presented by Robindra Raj Parmar to complement the spa<al dimensions of the environment, 
where pla<al implies subjec<ve experience through ‘being-in-the-world’. Pla<al points to the experien<al, 
where spa<al points to the tangible and visible world. See Robindra Raj Parmar, ‘Pla<al Phenomenology and 
Environmental Composi<on’, (PhD diss., De Monoort University, 2019), 10. 
15 Paul Morgan, ‘Towards a Developmental Theory of Place Abachment’, Journal of Environmental Psychology 
30, 1 (2010): 11. 
16 Immanuel Kant, CriJque of Pure Reason, trans. Norman Kemp Smith (Basingstoke: Palgrave Macmillan, 2007), 
27. 
17 Kant, CriJque, 27. 
18 Giralt et al., ‘Convic<on and commo<on: On soundspheres, technopoli<cs and urban spaces’, in Urban 
Assemblages: How Actor Network Theory Changes Urban Studies, eds. Ignacio Fariás and Thomas Bender 
(London: Routledge, 2009), 189. 
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impressed by subjec1ve experience and place iden1ty is always being manipulated in a 

process of co-construc1on.19  

The changes wrought by the pandemic, however, were so significant that the iden1ty 

of the city for me changed completely. The direc1ve to stay indoors and avoid interac1ng 

with others outside of one’s household turned the city into a prison, something that has 

already been raised by Rob Sullivan about the typically oppressive situa1ons imposed by the 

city on its people. Where Sullivan discusses the how a city can be understood as a prison 

owing to the endless traffic and its barrage of noise and buildings, however, the type of 

prison imposed by the na1onal lockdowns was very different.20 The urban oppression 

described by Sullivan is one of sensory overload, whereas the na1onal lockdowns removed 

these s1muli and replaced them with emp1ness, isola1on, and the inability to leave the 

house of one’s own accord. This calls to mind Foucault’s ‘carceral city’, though where 

Foucault describes networks of structures and rules, the na1onal lockdowns led to a 

superseding of such rules and in their place came a new way of understanding how the city 

could become carceral.21 If the city was the prison, then the home became the prison cell. 

The associated changes in the urban soundscape caused by the sudden absence of 

traffic and people led me to consider to what extent the city’s iden1ty had been changed, 

and what this meant for my research. As I was unable to go out into the city, I sought a way 

of expressing the changes taking place around me through my own prac1ce using a medium 

which I could readily access at home. 

1.2 The City Lament Style in String Quartet No. 2, “Paralysed City” 

1.2.1 The City Lament for a New Modernity 

How doth the city sit solitary, that was full of people! How is she become as 
a widow! She that was great among the na1ons, and princess among the 
provinces, how is she become tributary! 
She weepeth sore in the night, and her tears are on her cheeks: among all 
her lovers she hath none to comfort her: all her friends have dealt 
treacherously with her, they are become her enemies.22 

 

 
19 Heidegger, Poetry, Language, Thought, 154. 
20 Rob Sullivan, The Metaphysical City: Six Ways of Understanding the Urban Milieu (London/New York: 
Routledge, 2019), 64–65. 
21 Michel Foucault, Discipline and Punish: The Birth of the Prison, trans. Alan Sheridan (New York: Vintage Books, 
1995), 307. 
22 Book of Lamenta<ons 1:1–2 (King James Version). 
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The passage above from the Book of Lamenta1ons 1:1–2 is an example of a city lament that 

has been set to music by numerous composers. The city lament is a style of prose composed 

to lament the fall or destruc1on of a city, and this provided me with a means of expressing 

my own experience of the city during the UK na1onal lockdowns. Tamar Boyadjian’s exegesis 

on the laments wriren in the medieval Mediterranean about the fall of Jerusalem examines 

key tropes of the lament style borrowed from the wri1ng of Dobbs-Allsopp.23 

 A number of Dobbs-Allsopp’s tropes raised by Boyadjian are relevant to the 

contemporary issue of the na1onal lockdowns, and these provided a framework for me to 

begin composing a sonified city lament for the city of Newcastle upon Tyne.  

1. The city lament has a mood of mourning for a significant loss,  

2. There is an element of destruc1on, which in the case of the lockdowns can be 

thought of as the desola1on of modern soundscape, and 

3. There is a hope for future restora1on, which can be thought of as the post-lockdown 

era and the relaxa1on of lockdown measures.24 

 

Employing the city lament style via musical means allowed me to reflect on and express my 

own experiences of the city and the ways that its soundscape had been dras1cally affected 

by the pandemic. Although the city lament style is ancient, the message the style conveys is 

one that can be keenly felt in the modern world, par1cularly in the context of the UK 

na1onal lockdowns.25 The Book of Lamenta1ons excerpt above has been set numerous 1mes 

by composers of different periods, demonstra1ng the 1melessness of the text and its style, 

and the significance it can play. 

 Sec1ons of the La1n Vulgate version of the text have been notably set by Thomas 

Tallis and Claudin de Sermisy, among others: 

 

Aleph: Quomodo sedet sola civitas plena populo! Facta est quasi vidua 
domina gen1um; princeps provinciarum facta est sub tributo. 
Beth. Plorans ploravit in nocte, et lacrimae ejus in maxillis ejus: non est qui 
consoletur eam ex omnibus caris ejus; omnes amici 
ejus spreverunt eam, et fac1 sunt ei inimici.26 

 
23 Tamar M. Boyadjian, The City Lament: Jerusalem in the Medieval Mediterranean (Cornell University Press, 
2018). 
24 F. W. Dobbs-Allsopp, Weep, O Daughter of Zion: A study of the City-Lament Genre in the Hebrew Bible (Rome: 
Editrice Pon<ficio Ins<tuto Biblico, 1993), 30–93. 
25 Boyadjian, The City Lament, 11. 
26 Lamenta<ones 1:1–2 (Bibla Sacra Vulgata). 
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This can be compared with Philip van Wilder’s segng of a similar text found in GB-Ob 

Tenbury 1464, which laments the fall of Thebes instead of Jerusalem in the Book of 

Lamenta1ons.27 

The German transla1on of the text above has been set by composers including Rudolf 

Mauersberger and Marhias Weckmann, though the former employed a combina1on of 

other verses from the Book of Lamenta1ons for his segng:28 

 

Wie liegt die Stadt so wüste, die voll Volkes war! Sie ist wie eine Witwe, die 
Fürs1n unter den Heiden; und eine Königen in den Ländern war, muß nun 
dienen.29 

 

While I have not set this text as part of this research, the city lament affords a clear way of 

tying in my work from the early stages of this research into the context of the UK na1onal 

lockdowns. String Quartet No. 2, “Paralysed City” was wriren following an evening when I 

had ventured out to go shopping for essen1al goods, which was one of the few excep1ons to 

the direc1ve to stay at home. I was struck by the silence in a part of the city centre which 

was regularly one of the busiest. This experience probed me to write some verses which 

appear in the score of the quartet as a preface to each movement; they are a verbal 

representa1on of my phenomenological experience to accompany the music of the quartet. 

In a sense, these verses are themselves in the style of a city lament; the purpose of the city 

lament context, however, is intended more for thinking about the quartet itself as a sonified 

lament which could stand alone without the accompanying texts if required. 

 

 

 

  

 
27 Oxford, Bodleian Library, MS Tenbury 1464, fols. 3v–5r. 
28 See Rudolf Mauersberger, Wie liegt die Stadt so wüst (Kassel: Verlag Merseburger, 1949), and Mabhias 
Weckmann, ‘Wie liegt die Stadt so wüste’ in Four Sacred Concertos, ed. Alexander Silbiger (A-R Edi<ons, 1984). 
29 Die Klagelieder 1:1 (Lutherbibel). 
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Figure 1.1: The four verses which preface each movement of String Quartet No. 2, “Paralysed City”. 
 

I A thousand weary eyes – 
Pale yellow, miserable, 
You would seem dead to me. 
 
A deafening hush – 
The last cyclist 
Returning home. 

 
(Dancing somnambulists) 
 

 
II The last glimpse of a taillight 

Turning onto Grainger Street. 
St John is crying. 
 
The spectral murmur of  
Abandonment: 
Leave the hea1ng on. 
 

 
III November grey away  

From the sta1on into fog, 
An old song of fiuy. 
 
Almost lifeless creature 
Hovering over water – 
Lights off 
 
(Except the operator’s). 
 

 
IV Asphalt black, wet s1ll. 

A visitor 
Flapping and cooing 
Flapping and cooing  
Then gone – 
 
Seeking a lirle warmth 
Exposed rauers refuse, 
A derelict bar forsaken 
Once again. 
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The ‘social fact’ of the UK na1onal lockdowns was a par1cularly strange experience because 

residents of the UK collec1vely experienced it in isola1on.30 Some people, par1cularly those 

shielding for health reasons, did not see anyone beyond their own home for the dura1on of 

the measures.31 This reinforces the universality of the city lament – everyone resident in 

ci1es across the world experienced the same phenomenon yet had their own subjec1ve 

experience of it. 

 Earlier in this chapter, I described the change in the soundscape of the city during the 

na1onal lockdowns as the desola1on of the modern soundscape. The most recognisable 

soundmarks of ci1es across the world, those sounds which characterise or represent a 

par1cular loca1on to a listener, were silenced.32 For now, it will suffice that a soundmark is 

closely connected to a place’s iden1ty, and without it, that iden1ty would fundamentally 

change. The silencing of familiar sounds such as traffic and the bustle of people altered the 

soundscape of Newcastle upon Tyne, and in combina1on with the lockdown measures 

restric1ng social interac1on, gave way to a new modernity.  

 A soundscape is symbolic of a civilisa1on’s current condi1on and carries with it 

cultural significance and meaning.33 We can, therefore, look to the changed soundscape of 

the city during the na1onal lockdowns to understand the social condi1ons of the 1me, 

par1cularly if we consider, following Prakesh, that ‘ci1es are the principal landscapes of 

modernity’, the sites of the ‘breathless intensity of modern life’.34 The soundscape of 

modernity that was once comprised of the sounds of modern technology35 – a culture of 

noise which found its incep1on in the industrial revolu1on and gained real foo1ng during the 

First and Second World Wars36 – was transformed into a soundscape of loss, giving way to a 

new social and cultural condi1on where people became disconnected from one another and 

 
30 A ‘social fact’ (coined by sociologist Émile Durkheim) is an external constraint placed on a society, coercing it 
into a par<cular way of ac<ng. We might say, then, that the social fact of Covid-19 coerced or necessitated the 
na<onal lockdowns, forcing people into isola<on in order to protect themselves, otherwise they would catch 
the virus, become unwell, and possibly die from the disease. See Émile Durkheim, The Rules of Sociological 
Method, trans. W. D. Halls (New York/London: The Free Press, 1982), 52. 
31 For research data on inves<ga<ons and interven<ons to reduce loneliness owing to social isola<on, see 
Williams et al., ‘Interven<ons to reduce social isola<on and loneliness during COVID-19 physical distancing 
measures: A rapid systema<c review’, PLOS ONE 16, 2 (2021), 1–28. 
32 Jonathan Beever, ‘Sonic Liminality: Soundscapes, Semio<cs, and Ecologies of Meaning’, BiosemioJcs 13 
(2020): 79. 
33 Karin Bijsterveld, ‘Listening to Machines: Industrial Noise, Hearing Loss and the Cultural Meaning of Sound’, in 
The Sound Studies Reader, ed. Jonathan Sterne, (London/New York: Routledge, 2012), 153. 
34 Gyan Prakesh and Kevin M. Kruse, The Spaces of the Modern City: Imaginaries, PoliJcs, and Everyday Life 
(Princeton/Oxford: Princeton University Press, 2008), 1 and 12. 
35 Emily Thompson, ‘Sound, Modernity and History’, in The Sound Studies Reader, ed. Jonathan Sterne, 
(London/New York: Routledge, 2012), 117–8. 
36 James G. Mansell, The Age of Noise in Britain: Hearing Modernity (Chicago: Illinois University Press, 2017), 4. 



 

 18 

alienated from the very ci1es in which they lived. The stalling of the sounds of the modern 

age gave way not to a stalling of modernity, but to a new way of being-in-the-world that was 

unlike anything in recent memory. 

1.2.2 Understanding The Paralysed (Lockdown) City 

In my second string quartet, I depict the stalling of the modern soundscape as paralysis. This 

portrays the city almost like a creature or even a human being (two of Sullivan’s other 

metaphors for the city), one which had previously been a living and breathing organism with 

the lifeblood of traffic and noise running through it.37 If the city is a reflec1on of those who 

inhabit it – those who make it a city as place, in comparison to a city as physical space – a site 

imbued with their iden11es and experiences of it, the absence of those people to experience 

the space is akin to the city becoming dormant, ‘wai1ng for the right moment to appear’.38  

 It is the strange feeling of the city being abandoned that I sought to evoke through 

the desolate, quiet soundworld of the first movement, which opens with slowly unfolding 

and carefully controlled musical lines. This is later transformed into a bustling, nervous 

soundscape, which does not arempt to convey the sounds of modernity but con1nues to 

reflect the anxiety of the new modernity that I experienced throughout the na1onal 

lockdowns. While it may also be a memory or recollec1on of the busy city streets to an 

extent, it also represents my realisa1on that this was now missing, and I was leu in isola1on. 

This realisa1on stemmed from the sudden reduc1on in the barrage of s1muli that cons1tutes 

the urban experience, the inunda1on of sound which is tolerated through the “blasé 

agtude”.39 In light of this, the cessa1on of the constant visual and aural sensa1ons of the 

city provided space for reflec1on, for no1cing those things which had previously been taken 

for granted, breaking the habitua1on developed through repeated exposure.40 

 The UK na1onal lockdowns necessitated the type of separa1on that amplified feelings 

of loneliness and protracted the passage of 1me. Aliena1on from friends and family, even 

neighbours, forced people into a new way of living which wavered between the desire to 

reconnect and the strange enjoyment of extensive solitude that comes from not being 

 
37 Sullivan, The Metaphysical City, 16. 
38 Sullivan, The Metaphysical City, 37 and 34. 
39 Georg Simmel, ‘The Metropolis and Mental Life’, in Georg Simmel on Individuality and Social Forms, ed. 
Donald L. Levine (Chicago: University of Chicago Press, 1971), 324–339. 
40 The no<on of ‘taking things for granted’ is raised by Thomas Kelly, which provides a useful way of interpre<ng 
Simmel’s “blasé attude” and how the changes brought on by the na<onal lockdowns opened up a space for re-
experiencing the city. See Thomas Kelly, ‘Taking things for granted: comments on Harman and Sherman’, 
Philosophical Studies 56, 1 (2011): 141–177. 
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allowed to leave the house, ‘spaces of inner estrangement’ which allowed one to find 

pleasure in things that were usually neglected (reading, cooking, learning to do new things). 

Rafael Wainer adds to this, however, that social isola1on led to the lack of social and 

sensuous s1mula1on that required such strategies of self-preserva1on, making use of the 

extra ‘free’ 1me which was paradoxically created through the imposed removal of 

freedoms.41 

The separa1on from others calls to mind Setha M. Low’s “Divided City”, which can be 

reconsidered in light of the Covid pandemic and its social effects.42 While Low uses this 

metaphor to highlight historical, visible separa1ons between people (for example, the Berlin 

Wall), and hidden barriers of race and class, a reinterpreta1on of the no1on of division 

caused by the pandemic (another hidden barrier) adds a further dimension to the 

‘personality’ of the lockdown city.43 This metaphor also allows the social condi1ons of the 

1me to be conveyed, as the city is only divided insofar as the people in it are divided. The 

metaphysical iden1ty of the lockdown city forged through phenomenological experience 

becomes, then, a symbol of the people who were subject to its new social and cultural 

condi1ons, disconnected from another but communally experiencing the pandemic.44 

The division enforced on the city-as-creature can be understood as a wound, a 

separa1on of its cons1tuent parts. Viewed in conjunc1on with the silencing of the city’s 

soundscape which temporarily stripped it of its perceived iden1ty, this presents a powerful 

image – even more so when considering the worldwide collec1vity and translocality of the 

suffering wrought by the pandemic.45 For Schneider and Susser, a city is wounded when the 

collec1ve well-being of its cons1tuents and the once ‘iden1fiable, bounded place’ in which 

 
41 Rafael Wainer, ‘The metropolis and mental life in the age of COVID-19: Delaying descent into the blasé 
attude’, Somatosphere, “Dispatches from the pandemic” series (2020). 
hbp://somatosphere.net/2020/metropolis-mental-life.html/. 
42 Setha M. Low, ‘The Anthropology of Ci<es: Imagining and Theorizing the City’, Annual Review of Anthropology 
25 (1996): 388. 
43 Sullivan describes the ‘personality’ of the city as something like its iden<ty or character, in that the city is 
imbued with a personality or ‘style’ through the experiences of its inhabitants. In terms of place, personality is 
subjec<ve, much like the metaphysical cul<va<on of place meaning. See Sullivan, The Metaphysical City, 39. 
44 The unity through social isola<on echoes Jérôme Monnet’s discussion of place symbols as something which 
‘connects across distances, it unites, it conveys, and it communicates.’ The symbol of the city as something 
wounded and fundamentally changed connects all of its inhabitants. See Jérôme Monnet, ‘The symbolism of 
place: a geography of rela<onships between space, power and iden<ty’, trans. Angela Verdier, Cyberego: 
PoliJque, Culture, ReprésentaJon 562 (2011): paragraph 3. hbps://journals.openedi<on.org/cybergeo/24747.  
45 The “wounded city” is an image conjured by Schneider and Susser, which can be caused, for example, by acts 
of nature, civil unrest, and the effects of globalisa<on on economic divides. The social complica<ons of the 
pandemic align with their argument that ci<es are constantly undergoing cycles of destruc<on and 
reconstruc<on because any number of threats. See Jane Schneider and Ida Susser, Wounded CiJes: DestrucJon 
and ReconstrucJon in a Globalized World (Oxford/New York: Berg, 2003). 

http://somatosphere.net/2020/metropolis-mental-life.html/
https://journals.openedition.org/cybergeo/24747
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they dwell, is affected.46 The changing soundscapes caused by the pandemic, for me, caused 

a significant shiu in the iden1ty of the city, making the wound metaphor par1cularly useful 

for understanding the sudden and bewildering changes which consciousness was subject to.  

The metaphors explored above can be 1ed back into the city lament style which 

underpins String Quartet No. 2, “Paralysed City”. The mourning for loss and destruc1on is 

par1cularly relevant here, as both can be understood in the context of the social and sonic 

changes caused by the na1onal lockdowns. Both social freedoms and the familiar sounds of 

modernity were lost due to the pandemic, being replaced by a new condi1on of modernity in 

which people were alienated from their environment. Although the city looked the same 

(save for the absence of cars and people), it had a very different – and, to an extent, 

oppressive – character. 

1.3 Place Experience and Meaning 

1.3.1 Rethinking the Lockdown Context 

Just as the na1onal lockdowns restricted social freedoms and mandated staying at home, 

causing issues of loneliness and helplessness, the lockdowns also opened up a space for 

solitude, reflec1on, and for reformula1ng our understanding of the places in which we live. 

Although my own experience of the lockdown city led me to compose String Quartet No. 2, 

“Paralysed City” upon reflec1on of the absence of people and the alien landscape which I 

was confronted with, it also allowed me to reexperience the city in a way that had not 

previously been possible. Returning to Simmel’s “blasé agtude” which assumes a self-

preserving ignorance towards the cacophony of sounds and s1muli of the typical modern 

city, the sudden absence of noise and traffic allowed urban characteris1cs which were 

usually ignored to be no1ced. From my own experience, I remember being en1rely surprised 

when looking around and no1cing the design of the city, the curve of the streets, and other 

more specific details of the environment which usually went unno1ced in favour of 

naviga1ng the city safely amongst traffic and people. 

 I became more conscious of this dialec1c between isola1on and solitude as the 

lockdown measures moved into their later stages and restric1ons were eased, and the 

familiar sounds of the city slowly started to return. Where on one hand, the social distancing 

measures had been an emo1onal struggle which one hopes will never again be necessary, on 

 
46 Schneider and Susser, Wounded CiJes, 1. 
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the other hand, the opportunity to behold the city without the ‘nervous s1mula1on’ of 

metropolitan life, was an experience unlike any other, and there was something sombre in 

the realisa1on that its transient appearance was fading.47 

 SIll Earth, UnsIll, a work for classical guitar which explores endnotes reinterpreted 

for structural and intertextual applica1ons in score-based work, was composed around this 

1me. While the contribu1ons of this work to the por)olio focus more on how mo1vic 

materials can be used to mediate a sense of musical place – SIll Earth, UnsIll explores how 

score-based endnotes can affect the perceived narra1ve and visual performance of a musical 

work – the once again changing social context in which I was wri1ng the work clearly 

informed my approach to developing the music. Where String Quartet No. 2, “Paralysed City” 

employs a sonified city lament to mourn the onslaught of the new modernity imposed by the 

lockdown measures, SIll Earth, UnsIll approaches this from another viewpoint, mourning 

the return of the burgeoning urban soundscape and the end of the prolonged solitude that 

social distancing afforded. While the easing of the lockdown measures was a posi1ve step 

towards social reconnec1on, I personally found it difficult to readjust following the disrup1on 

of the solitude I had become accustomed to. SIll Earth, UnsIll, therefore, mourns the city 

becoming once more the vic1m of the blasé agtude. 

1.3.2 ComplexiDes of Place 

These simultaneous desires and pla1al experiences point towards the complexi1es of place 

which are explored throughout this exegesis and have already started to take shape above. 

Earlier in this chapter, place was described as always in flux. Place iden1ty is everchanging 

because of the immediate rela1onship between human beings and their environment.48 This 

perpetual becoming is a marer of dwelling and goes back to Heidegger’s Dasein which is 

thrown into the world, and finds itself “there”.49 Human consciousness is already dwelling, 

permanently viewing its environment from a uniquely subjec1ve perspec1ve as an “agent-in-

its-environment”.50 Consciousness is able to nego1ate meanings out of experiences through 

 
47 Michael Peter Smith, The City and Social Theory (Oxford: Basil Blackwell, 1980), 108. 
48 Giralt et al., ‘Convic<on and commo<on’, 189. 
49 Mar<n Heidegger, Being and Time, trans. John Macquarrie and Edward Robinson (Oxford/Cambridge, MA: 
Blackwell, 1962), 174. 
50 For Tim Ingold, Heidegger’s “being-in-the-world” aligns with the “agent-in-its-environment” which inhabits or 
dwells in the world as part of a co-construc<ve rela<onship as opposed to being an individual removed from a 
world “out there”. See Tim Ingold, The PercepJon of the Environment: Essays on Livelihood, Dwelling and Skill 
(London/New York: Routledge, 2000), 173. 
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engagement with the environment, what Heidegger calls dwelling in order to build.51 In the 

course of already being there in ‘the current of their involved ac1vity, in the specific 

rela1onal contents of their prac1cal engagement with their surroundings’, consciousness 

experiences place meaning as everchanging, dependent upon its experiences up to that 

point.52 

 In the case of the sudden change in the urban environment during the na1onal 

lockdowns, then, we can say that the lockdown city could either be viewed as carceral or as a 

renewed environment allowing the blasé agtude to be superseded by a more aruned sense 

of one’s visual surroundings. The way consciousness relates to its environment at any one 

1me through its ‘subjec1ve colouring’ determines the meanings ascribed to it.53 In the 

familiar context of social isola1on which underpins the works above, the carceral experience 

of the home turns the norma1ve view of home on its head, where home becomes hos1le, 

and the outside signifies freedom from perceived loneliness or danger. Yet, social isola1on 

also afforded a period of solitude in a place of safety away from the outside (and the danger 

of illness). This highlights an Inside-Outside dialec1c which is en1rely malleable, depending 

on the subjec1ve experience of the perceiver.54 It also recalls J. J. Gibson’s descrip1on of 

places of danger and refuge, where Gibson suggests that a cliff can either be a place of 

danger (risk of falling), or a place of safety (for a seagull, for example). The human experience 

of the home (and city) during social isola1on, then, is one of con1nuous ‘place-learning’, 

understanding the affordances of the space which becomes a part of that place’s perceived 

iden1ty at any one moment.55 

By now it is clear that place is an embodied phenomenon, meaning the body is the 

medium by which human beings are able to perceive and have a world.56 The body is the link 

between the self and the space which is lived ‘through its sensible and percep1ve features.’57 

 
51 Heidegger, Poetry, Language, Thought, 144. 
52 Ingold, The PercepJon of the Environment, 186. 
53 The ‘subjec<ve colouring’ imposed on a loca<on, for Bollnow, is the subjec<ve view of the environment. See 
Obo F. Bollnow, Human Space, trans. Chris<ne Shubleworth (London: Hyphen Press, 2011), 18. 
54 Katerina Bauerová’s presents the norma<ve view of home which embodies safety and privacy, outside of 
which is the vast world of poten<al hos<li<es. See Katerina Bauerová, ‘Dialec<cs of Inside and Outside: 
Overcoming Spa<al Dualism with Gaston Bachelard and Louis-Marie Chauvet’, Just do it?! RecogniJon and 
RecepJon in Ecumenical RelaJons, Proceedings of the 19th Academic ConsultaJon of the Societas Oecumenica 
(2018): 205. 
55 James J. Gibson, The Ecological Approach to Visual PercepJon (New York: Taylor & Francis, 1986), 136. 
56 For Merleau-Ponty, the body is ‘the general medium for having a world’, an ‘expressive space’ by which we 
come to interact with the world. See Maurice Merleau-Ponty, Phenomenology of PercepJon, trans. Colin Smith 
(London/New York: Routledge, 2005), 169. 
57 Edward S. Casey, ‘Between Geography and Philosophy: What Does It Mean to Be in the Place-World?’, Annals 
of the Associate of American Geographers 91, 4 (2001): 683. 
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Percep1ons of space are known to consciousness through the body as it experiences the 

environment, and although various scholars have referred to place with a range of terms, 

these all point to the body as the primary way that consciousness can come to know the 

world into which it has been thrown.58 Using this understanding of how the environment is 

experienced, place is employed throughout this exegesis to refer to the meanings and 

iden11es nego1ated through the experience of sound, whether it is part of the soundscape 

of a physical loca1on or based on places generated through musicmaking. 

1.4 Conclusion – Possibili3es of Place in Crea3ve Prac3ce 

While the experience of the city played a significant role in the early stages of my research 

(and is used as the context for a number of the others works in this por)olio), it is not the 

only environment I was concerned with in this project. My experience of the lockdown city 

led me to consider the role of sound in place experience, both in the environment of the city 

and beyond it. The city and the pandemic, then, acted as a gateway for me to explore the 

complex rela1onships between sound and place, and following the end of the na1onal 

lockdowns, I was able to consider other ways in which sonic experience can mediate a sense 

of place and expand the scope of my research. 

 Given that every aspect of human experience takes part in place construc1on by way 

of the body as the medium, it follows that even purely sonic experiences (for example, 

listening to an acousma1c installa1on) can produce place. Of course, the sonic dimensions of 

the city during the UK na1onal lockdowns had a profound effect on me, but in that case 

seemed to amplify the visible emp1ness of the space instead of signifying something about 

sound itself. It points, nevertheless, towards sound as a key component of place experience. 

Where Clarke describes the ‘resonance’ of the body as the ‘ac1ve, exploratory engagement 

with’ the environment, we might think of resonance as the way in which consciousness 

perceives a type of sonic or musical place in sound by way of the body.59 For Merleau-Ponty, 

this would be because of the ‘musical significance of an ac1on’, and how the body can be 

 
58 Bollnow, for example, refers to ‘experienced space’ [erlebter Raum] to describe the metaphysical dimensions 
of the environment known to us through the orienta<on of the body, which aligns with the defini<on of place 
used in this research project. This is rooted in what Aristotle describes as three pairs of direc<onali<es, above 
and below, front and back, and ley and right. For “experience space”, see Bollnow, Human Space, 18. For 
Aristotle’s three pairs of direc<onali<es, see Aristotle, On the Heavens, trans. W. K. C. Guthrie (Cambridge, 
MA/London: Harvard University Press, 1939), 139. 
59 Clarke, Ways of Listening, 19. 
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given to music in order to bring it to life.60 Both Merleau-Ponty and Roland Barthes posited, 

some twenty years apart, that the body exemplifies musicality. For Barthes, it was in the way 

that the body connects to, and creates, music through the piano or the voice.61 Music itself, 

according to Barthes, contains figures of the body (somathemes), a second semiology 

beyond that of its first (the musical language – pitch, rhythm, harmony, and so on) which 

signifies something beyond linguis1c descrip1on.62 We might say, then, that the mo1on of 

the body has its own musicality and can resonate with sounds heard because of the 

signifying figures of sound. This has already been demonstrated, to some extent, in 

considering the way in which the noise of urban modernity coerces one into a blasé agtude. 

In Chapter 2, bodily movements are said to express mo1on because of the way in which we 

associate pitch and volume with our bodily orienta1on (high and low, near and far), and this 

can contribute to a sense of place which is detached from a physical, visible environment.63 

 Where in this chapter, two of the score-based works included in the por)olio were 

presented as inves1ga1ons into the social context in which I found myself at the outset of 

this project, Chapter 2 turns to look at some of the acousma1c works included in the 

por)olio which were produced towards the end of the na1onal lockdowns, and auerwards 

once the measures had been fully relaxed. While the works are presented in a format unlike 

that of my second string quartet, for example, the acousma1c works in the por)olio 

cons1tute a key part of this inves1ga1on into the ways in which sound can mediate a sense 

of place. This is then developed in Chapter 3, which discusses the project in which my score-

based and acousma1c approaches coincide. 

 As a star1ng point, the lockdown city as place provided me with a vivid first-hand 

account of the effects of sound (or the absence thereof) in the nego1a1on of place meaning. 

String Quartet No. 2, “Paralysed City” was wriren in the style of a sonified city lament, 

allowing me to work out how the city had changed for me in the course of the UK na1onal 

lockdowns. SIll Earth, UnsIll enabled me to refine this understanding and consider the ways 

 
60 Merleau-Ponty uses the example of an organist reaching precisely for the stops and pedals which bring the 
sound of the instrument into being. See Maurice Merleau-Ponty, Phenomenology of PercepJon, trans. Colin 
Smith (London/New York: Routledge, 2005), 168–169. 
61 Paulo de Assis, Logic of ExperimentaJon (Belgium: Leuven University Press, 2018), 161. 
62 de Assis, Logic, 163. 
63 The corrobora<on of, for example, high pitches with high spa<al loca<on, or quiet sounds with something 
more distant, is termed “Cross-domain feature correspondence” by Zohar Eitan. These consistencies allow 
human beings to perceive height, depth and mo<on within musical sound, which is used in Chapter 2 in 
describing how a sense of musical place is mediated in listening to acousma<c music. See Zohar Eitan, ‘How 
pitch and loudness shape musical space and mo<on’, in The Psychology of Music in MulJmedia, eds. Siu-Lan Tan 
et al. (Oxford: Oxford University Press, 2013), 166. 
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in which place iden1ty can change, and this work is returned to later in this exegesis, where 

its musical materials are explored as a demonstra1on of approaches to musical place in 

score-based music.  
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Chapter 2. Sonic Landscapes as Places 

2.1 Landscape and Sound 

2.1.1 The Landscape Metaphor in Sound PercepDon 

This chapter explores how landscape can be used as metaphor to uncover musical place in 

crea1ve prac1ce. By considering the acousma1c works in the por)olio such as all illusions, all 

again and all that is lost, and how the sounds employed therein can be thought of as 

characteris1cs of sonic landscapes, this chapter demonstrates how musical places can be 

cul1vated through the listening experience. This, in turn, is applicable to the works in the 

por)olio more widely. In Chapter 1, the aural and visual dimensions of space were used in 

the context of the UK na1onal lockdowns to describe how the place of the city changed for 

me in the early stages of this research. In this chapter, the focus turns purely to the 

experience of sound and how sonic landscapes can be perceived in the sound 

transforma1ons over the course of an acousma1c work.  

 The concept of landscape is closely connected to place. Although, like place, 

landscape brings with it its own linguis1c and semio1c issues stemming from its use as a 

descrip1on of something visible – for example, landscape pain1ngs which are painted from a 

single point of origin that present the ‘geometric and picturesque’ arributes of a loca1on – it 

is a useful term for describing the shapes and characteris1cs of sounds.64 In order to do this, 

it is first necessary to unpick the complexi1es of landscape to make it clear in which ways it 

can be applied to the experience of sound. 

Place is experien1al and its meaning is nego1ated through our being-in-the-world. It 

becomes imbued with the iden1ty that one ascribes to it based on unique experiences. In 

comparison, space describes the geometry of the visible world, the ‘thing in itself’ which we 

are unable to truly know owing to our already subjec1ve dwelling.65 In perceiving the visible 

environment, we can trace the characteris1cs of the landscape and understand how it is 

punctuated by shapes and lines, and this contributes to our overall impression of the 

landscape and the meanings we ascribe to it. Where acousma1c music is concerned, the 

 
64 Tiago Mesquita Carvalho, ‘The Aesthe<cs of Sound in Landscape and Architecture’, in Philosophy of 
Landscape: Think, Walk, Act, eds. Adriana Veríssimo Serrão and Moirika Reker (Lisbon: Centre for Philosophy at 
the University of Lisbon and Authors, 2019), 157. 
65 For Kant, the ‘thing in itself’ is the unknowable underlying object behind that which our senses perceive; 
‘objects of possible experience’ appear to us only through our percep<on of them. See Immanuel Kant, 
Prolegomena to Any Future Metaphysics with SelecJons from the CriJque of Pure Reason, Revised Edi<on, ed. 
Gary Haoield (Cambridge/New York: Cambridge University Press, 2004), §32 [66–67]. 
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visible world is removed from the sounds presented (insofar as it can be), and the work is 

experienced predominantly through listening comprehension. This is why landscape ini1ally 

appears as a problema1c term; landscape is perceived visually, not sonically (though as we 

will see in Chapter 3, the sound of a par1cular loca1on plays a key role in our experience of 

it). Landscape is commonly used in geography and art, in which disciplines the term can be 

quickly applied and understood, but it also invites complexi1es about landscape 

representa1on and subjec1ve percep1on.66 To some extent, the term landscape is much like 

place which has several meanings in different contexts. 

Nevertheless, landscape can be reinterpreted to aid in the discussion of acousma1c 

music and musical place more widely, separated from the visible environment and instead 

being used to describe our percep1on of sounds. Landscape can help to describe the shapes 

perceived in sound, the way that sounds transform over 1me, and the way in which music is 

structured. These experiences of sound contribute towards a sense of musical or sonic place 

which is different from the sense of place mediate through worldly experience. 

2.1.2 The Landscape of Sound 

Both the visible and sonic dimensions of the environment are experienced via the body and 

its orienta1on in space. The body is the experien1al medium through which sound is 

encountered and plays the central role in making sound, and art more widely, meaningful.67 

Place can be sensuously produced through our auditory and visual facul1es, and our 

understanding of the sounds we hear is necessarily connected to the body that offers our 

primary means of perceiving the world.68 In contrast to the image of a physical landscape, 

sound is a temporal phenomenon, and its occurrence (‘sound-producing ac1ons’ in motor-

mimesis cogni1on) can be perceived as having a physical contour or being in mo1on.69 In the 

visible environment (or depic1ons of it), one perceives the rela1onships between objects as 

they physically appear, but sound requires 1me to unfold for a listener to comprehend its 

‘rela1onal cons1tu1on’ to other sounds.70 Soundscapes cannot be sta1c because sound 

occurs over 1me, and the dynamic shapes perceived in sonic events can contribute to a 

 
66 Hicks et al., ‘Introduc<on: Music and Landscape’, Journal of Musicology 33, 1 (2016): 1. 
67 Salomé Voegelin, Listening to Noise and Silence: Towards a Philosophy of Sound Art (New York/London: 
Con<nuum, 2010), 73. 
68 Sara Cohen, ‘Sounding out the city: music and the sensuous produc<on of place’, TransacJons of the InsJtute 
of BriJsh Geographers 20, 4 (1995): 434. 
69 Rolf Inge Godøy, ‘Motor-Mime<c Music Cogni<on’, Leonardo 36, 4 (2003): 317–318. 
70 Carvalho, ‘Aesthe<cs of Sound’, 159. 
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temporal sense of landscape instead of one perceived from a single viewpoint (like with 

physical landscapes).71 The sonic events which unfold in acousma1c music, then, might be 

thought of as characteris1cs of, or punctua1ons in, an overall sonic landscape – those 

features which make it a unique landscape.  

 These sonic events are immaterial or perceptual objects – termed sound objects 

(objets sonores) by Pierre Schaeffer, where raw sounds are detached from their extramusical 

meanings – which, like musical materials in a score, are organised into textures and 

structures and transformed over 1me to mediate a sense of musical place.72 Sound objects 

are complete sounds in themselves, detached from their sound source or original context 

(with concrete sounds) from which they were drawn as fragments; the sound object is no 

longer a fragment, but a discrete sound in its own right.73 Through the listening experience, 

however, sound objects gain significance both intrinsically and extrinsically, becoming 

interconnected with one another to make up the characteris1cs of an acousma1c work’s 

virtual environment that unfolds over 1me.74 Both the 1mbral and extramusical aspects of 

acousma1c sound are heard by, and exist simultaneously for, the listener, which transforms 

discrete sound objects into cons1tuent parts of a more meaningful whole.75 

 Acousma1c music affords of the disloca1on of sounds from their sources, allowing 

listeners to construct their own meanings about the sounds they hear. The extrinsic 

meanings ascribed to the intrinsic rela1onships between sounds, like the meanings 

nego1ated through the experience of the visible environment, are shaped by listeners’ own 

backgrounds, experiences, and social segng.76 Taking this as a star1ng point, the following 

sec1ons detail two of the soundworks presented in the por)olio which employ contras1ng 

types of source material in the crea1on of their sound objects. The sonic landscapes of these 

works convey different types of musical place, one which stems from the context of the post-

 
71 Barry Blesser and Linda-Ruth Salter, Spaces Speak, Are You Listening? (Cambridge/London: MIT Press, 2007), 
15. 
72 The object sonore is, for Schaeffer, evidenced in the acousma<c listening experience. The sound object is not 
an instrument or device playing a sound, but the sound itself, and the ‘object of our listening alone […] en<rely 
contained within our perceptual consciousness.’ See Pierre Schaeffer, TreaJse on Musical Objects: An Essay 
Across Disciplines, trans. Chris<ne North and John Dack (Oakland: University of California Press, 2017), 67. 
73 Brian Kane, Sound Unseen: AcousmaJc Sound in Theory and PracJce (Oxford/New York: Oxford University 
Press, 2014), 16. 
74 Clarke, Ways of Listening, 69. 
75 Ambrose Field, ‘Simula<on and reality: the new sonic objects’, in Music, Electronic Media and Culture, ed. 
Simon Emmerson (Aldershot/Burlington: Ashgate, 2000), 40. 
76 Dennis Smalley uses ‘intrinsic’ to refer to the arrangement of sounds contained within the work, while 
‘extrinsic’ refers to the perceived connec<ons between them on the part of the listener. See Smalley, 
‘Spectromorphology’, 110. 
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lockdown city and Storm Arwen (November 2021), and the other of which explores the 

dislocated sounds of a physical instrument, the organ. 

2.2 Sound Objects from the City – all illusions, all again 

2.2.1 Social Context of Storm Arwen, 25–27 November 2021 

all illusions, all again is an acousma1c work which was presented as an installa1on in the 

Newcastle University Arches in November 2022, a year  auer the arrival of Storm Arwen in 

the UK. Eight months prior to Storm Arwen’s arrival, the restric1ons of the third na1onal 

lockdown were liued, and Newcastle upon Tyne was transformed from a paralysed, stagnant 

city into a living, reanimated creature, the breath of which was the voices of those 

par1cipa1ng in the city’s nightlife and the heartbeat of which was the throb and pulse of club 

music. This erup1on in the city’s nightlife and its effect on the acous1c environment 

indicated the extent to which lockdown had caused significant harm; the post-lockdown 

condi1on was defined by the streets of the city being thronged with people every night of 

the week into the early hours of every morning, enjoying the freedom to socialise.77  

 Storm Arwen lasted three days but did not discourage people from socialising and 

taking part in the city’s nightlife, which between April and November 2021 seemed not to 

slow down. This, in conjunc1on with the interes1ng opportunity presented for capturing the 

effects of the weather, mo1vated me to compose all illusions, all again. Instead of capturing 

the sounds of the storm, however, I opted to capture the effects of the storm on the floor-to-

ceiling windows of my flat in the city centre using contact microphones. The vibra1ons 

caused by the storm on the second and third nights cons1tute the underlying soundscape of 

the work, which also includes the distant sounds of people and club music which were also 

picked up by the contact microphones. The force of the weather, then, became an 

‘affordance for ac1vity’ and placemaking in a par1cular geographical and social context.78 

 The sonic landscape of all illusions, all again presents a virtual environment which 

‘grapples with “real” space.’79 The work heard by listeners is not an ecological soundscape or 

 
77 R. Murray Schafer posits that the current social condi<ons of a society can be indicated through its general 
acous<c environment. In the case of the post-lockdown city, the constant sound of people taking part in the 
city’s nightlife indicated that people were ready to reconnect, perhaps even make up for lost <me. See R. 
Murray Schafer, ‘The Soundscape’, in The Sound Studies Reader, ed. Jonathan Sterne (London/New York: 
Routledge, 2012), 98. 
78 Benneb Hogg, ‘Weathering: perspec<ves on the Northumbrian landscape through sound art and musical 
improvisa<on’, Landscape Research 43, 2 (2018): 241. 
79 Holly Watkins, ‘Musical Ecologies of Place and Placelessness’, Journal of the American Musicological Society 
64, 2 (2011): 407. 
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a depic1on of the reality of Storm Arwen, but a consequence of the storm where weather 

has acted upon sound-producing objects (in this case, the glass pane of a window).80 The 

chao1cs of the weather then becomes the medium for genera1ng the basis of the work’s 

materials, the frequency and prominence of the vibra1ons being indeterminate.81 Although 

all illusions, all again presents a soundscape which is far removed from the actual sounds of 

Storm Arwen, it is rooted in the post-lockdown context and explores an important period in 

the social history of Newcastle upon Tyne. In this way, there are two simultaneous narra1ves 

at play in the music; the real-world sounds of the urban environment (the club music and 

people) bleed over into the soundscape through the contact microphones recordings, while 

the abstract acousma1c sounds of the window vibra1ons open up a perceptual space for 

listeners to create their own meaning. By avoiding capturing the sounds of the storm itself, 

the work affords listeners the opportunity to construct their own meanings in a space of 

ambiguity and poten1al. At the same 1me, by including the faint sounds of the urban noise 

picked up by the contact microphones, the work is 1ed into the context in which it was 

created. The work, then, both brings to life my own memories and the social narra1ve of the 

early months of the post-lockdown city and affords the inven1on of new narra1ves through 

sensuous engagement with the music.82 

2.2.2. Experiencing Sonic Landscapes: University Arches InstallaDon 

all illusions, all again was installed in the Newcastle University Arches in November 2022 as 

part of A Space for Sound – The Arches Sound Project 2022. The Arches present an unusual 

loca1on for experiencing the acousma1c work; it is an outdoor space which has specific 

boundaries, and the shelter from the building overhead lends the space the impression of 

being semi-indoors.83 There are four speakers installed in the space, one fixed in top of each 

 
80 Ambrose Field describes approaches to acousma<c composi<on which include real-world sounds to simulate 
our surrounding environment, and ‘low reality credibility’ is used to describe a sonic landscape which holds 
lible realism owing to the incompa<bility of sounds (for example, collaging sounds which are from obviously 
different extrinsic contexts). The faint club sounds in all illusions, all again in combina<on with the effects of the 
weather on the glass presents a sonic landscape which has low reality credibility, primarily because the sounds 
don’t belong together in the real world. The club sounds are far removed from the sounds of glass vibra<ons, 
and while both Storm Arwen and the club sounds did occur at the same <me, the absence of any actual 
weather sounds in all illusions, all again, detracts from the credibility of the sonic landscape as the ‘real world’. 
See Field, ‘Simula<on and reality’, 37 (for hyper-reality) and 44 (for low reality credibility). 
81 Janice Randerson, Weather as Medium: Toward a Meteorological Art (Cambridge, MA: MIT Press, 2018), 4. 
82 Salomé Voegelin suggests that sound art can both replay memories and narra<ves and invent them through 
the embodied experience of ‘sonic temporality’, where listeners encounter sounds and nego<ate meanings. See 
Voegelin, Listening to Noise and Silence, 130–131. 
83 For “unusual spaces”, see Blesser and Salter, Spaces Speak, Are You Listening?, 18. 
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corner, poin1ng across and down into the Arches. This directs the sound down and towards 

those passing through the space, which affects the boundaries of its acous1c arena and 

horizon. The acous1c arena is the space in which a listener can hear the sounds of the 

installa1on, the boundaries of which can be physical (like the walls of a room) or immaterial 

(like the maximum distance at which a sound can be heard).84 

 

 
Figure 2.1: The Newcastle University Arches, in the top corners of which four speakers are installed 
for sound installaGons. 
 

 When listeners are in this space, they are surrounded by the sounds of the 

installa1on which are directed down into the space. The idea of being inside of the sonic 

landscape of the acousma1c work is an interes1ng one, given that landscape is tradi1onally 

considered as something that is beheld from a singular viewpoint, something that is ‘over 

there’. Where sonic landscapes are concerned, however, the objec1fica1on of landscape is 

challenged by the listener as sonic landscapes are understood and formed through the body 

and the experiencing consciousness as it perceives shape and mo1on in sound; there is a 

sense of being in the landscape and experiencing it through one’s interac1ons with it, which 

is lost in the experience of visible landscapes.85 This presents parallels with being-in-the-

world and experiencing phenomena such as the weather by way of the body. The experience 

of the weather was one of the key factors that led me to composing all illusions, all again. 

While the acousma1c work is not indexical – it does not document or represent the sounds 

 
84 Blesser and Salter, Spaces Speak, Are You Listening?, 18. 
85 The Landscape Quartet’s work in the Northumbrian landscape presents an example of ‘being in’ the 
landscape and being affected by it, much like sound objects are experienced through the body. See Hogg, 
‘Weathering’, 237–238. 
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of Storm Arwen mime1cally  – the context of the weather in conjunc1on with the post-

lockdown social condi1ons is crucial for posi1oning this work in this por)olio. 

 While the loudspeakers installed in the Arches are out of sight to those passing 

through or by, the interior-exterior dialec1c of the Arches allows some of the sound to 

escape the arena of the Arches. This means that some of the sonic events can enter into a 

listener’s acous1c horizon as they approach the Arches, becoming part of their ‘experien1al 

region’.86 The sou boundary of the Arches works par1cularly well in this case, as all illusions, 

all again was designed to give the impression of the low-frequency sounds rising out of the 

surroundings and becoming part of the soundscape of the installa1on area. If a listener is 

only passing through the Arches, they will be momentarily enveloped in the focal point of the 

sonic landscape, and then as they leave the Arches the sounds will gradually fade. If the 

listener is posi1oned in the Arches for the dura1on of the work, then they will be able to 

hear the low-frequency sounds of the work grow out of the speakers above them, and then 

experience the sonic landscape of the work as it develops and introduces the other sounds 

included in the textures.  

The pitched material included in the work was created using ceramic vases filled with 

water which were struck like percussion instruments. At the 1me of Storm Arwen, many 

people chose to con1nue to con1nue to isolate where possible, which led to me 

experimen1ng with other ways of crea1ng sonic material for use in all illusions, all again. 

Where the sounds of the city that bled through into the recording of the window vibra1ons 

were clearly from a recognisable sound source, the low-frequency vibra1ons and percussive 

pitched material is more abstract and adds further opportuni1es for listeners to perceive 

landscape characteris1cs over the course of the work. In the second work discussed below, 

all that is lost, sounds which are dislocated from their original sound source become the 

basis of the materials for its sonic landscape. It was wriren, however, much later than all 

illusions, all again and was premiered as part of an online livestreamed concert of 

acousma1c music, which affords a different listening experience to the sound installa1on of 

all illusions, all again. 

 
86 Blesser and Salter, Spaces Speak, Are You Listening?, 22. 
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2.3 Disloca3ng Voices Through Acousma3c Music 

2.3.1 Comparing Approaches to Composing AcousmaDc Music 

At the start of this chapter, the landscape metaphor was introduced as a means of 

comprehending the characteris1cs of sound in acousma1c music, which describes the shapes 

and connec1ons perceived in sounds through the listening experience. The sonic materials 

used in all illusions, all again were drawn from sounds of the real world but were framed in 

such a way that the sounds became abstract – the window vibra1ons caused by Storm Arwen 

did not appear as the sounds of a storm, and the percussive pitched material created using 

ceramic vases filled with water were presented as other punctua1ons or aspects of the 

landscape. While there were some sounds that were recognisable, such as the sound of club 

music that bled through the windows and were captured by the contact microphones, these 

were dislocated from their expected environment (the sounds picked up by the contact 

microphones were from Newcastle upon Tyne’s Bigg Market) and shiued into another 

listening context. In all illusions, all again, however, these dislocated sounds only played a 

minor role in the overall sonic landscape as they were only faintly picked up by the contact 

microphones whose primary role was to capture the effects of the storm as it acted upon the 

floor-to-ceiling windows. 

 In composing all that is lost, however, I took disloca1on as the star1ng point of the 

crea1ve process. One of the main components of the work is a melodic fragment played on 

pipe organ, the voices of which were dislocated from the instrument and recontextualised. 

While the organ recording appears in a much more recognisable form than the any of the 

materials from all illusions, all again, this is the only way in which it makes a slight allusion to 

reality; its treatment in the context of the sonic landscape of all that is lost is intended to 

subvert the expecta1ons of its tradi1onal role by placing it in textural interac1on with 

electronic sounds.87 The organ appears alongside cyclical electronic voices which creates an 

unserled, shiuing texture in a sonic landscape which is quite different to the one presented 

in all illusions, all again. The electronic sounds generally cons1tute the lower-frequency 

material while the organ operates in higher registers. This contrast between real and ar1ficial 

sound at different ends of the frequency spectrum is actually intended to bring the sounds 

into a more convincing interac1on instead of highligh1ng their inherent differences. 

 
87 The representa<on of reality, as Field notes, becomes a composi<onal parameter in electroacous<c music. In 
all that is lost, the organ is subject to processing which both retains its recognisable sound and dislocates it 
from its original context. See Field, ‘Simula<on and reality’, 37. 
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In addi1on to the disloca1on of the organ voices, pitch-based materials play a much 

more central role in all that is lost. The sounds presented are more like moving voices that 

interact over the course of the work, affording different types of musical place to come about 

through percep1on. The focus on pitch shows this work as a mee1ng point between my 

score-based and acousma1c work. Where all illusions, all again found its incep1on in my 

recording of the window vibra1ons caused by Storm Arwen, the materials of all that is lost 

began in notated form but are presented to the listener via acousma1c means. 

 

 
Figure 2.2: A score reducGon of the main electronic voices moGf in all that is lost. 

 

all that is lost was premiered as part of a livestreamed acousma1c music concert by La Hora 

Acusmá1ca, a project based in Argen1na that promotes new acousma1c music and 

composers through their YouTube and Facebook pages along with experimental videos by 

visual ar1sts.88 La Hora Acusmá1ca began streaming concerts in April 2021 during the Covid-

19 pandemic, which provided (and con1nues to provide) a space for composers to share 

their work. This allowed me to explore a different means of presen1ng my work, contras1ng 

all illusions, all again which was presented as an installa1on, and opening my work up to a 

wider interna1onal audience. 

2.3.2 Erasure as Reference Between Musical Places 

Following the thread of transla1ng notated music into an acousma1c context, this sec1on 

describes the process behind the composi1on of abandon I and abandon II, two acousma1c 

 
88 La Hora Acusma<ca, ‘La Hora Acusmá<ca, ciclo de conciertos virtuales 2023. Quinto concierto, 20 de 
Octubre’, October 21, 2023, video, 1:17:08, hbps://youtu.be/ZUw6b_tA1xw?si=omJr7tn4P4GxthZS&t=2427.  

https://youtu.be/ZUw6b_tA1xw?si=omJr7tn4P4GxthZS&t=2427
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works which are related through an indeterminate, dura1onal acous1c work, (never) 

abandon. The three abandon works employ a related, yet different approach to crea1ng 

musical place. Each was created via a process of reducing or erasing musical materials which 

were then developed and reframed in another context.  

 (never) abandon was the first work I completed following the relaxa1on of the social 

distancing measures in the UK in 2021 and was wriren to berer understand musical place as 

it can be mediated through musical materials. The piece was later workshopped and 

recorded with music colleagues in 2022 and became a symbol of reconnec1on and a return 

to social musicmaking. Where a number of the works in the por)olio are demonstra1ve of 

my overall understanding of musical place and its affordances (for example, my purposeful 

use of intertextuality through endnote rela1onships in bloom and splinter), the pieces 

stemming from (never) abandon were wriren early on in the research process to develop my 

understanding and explore possibili1es.  

 The three pieces described in this sec1on are interrelated through their musical 

materials. The musical materials of (never) abandon are based on a reduc1on of J.S. Bach’s 

BWV 651 ‘Fantasia super Komm, Heiliger Geist’, the first of the Great Eighteen Chorale 

Preludes.89 abandon I and abandon II are both derived solely from recorded fragments 

captured during the recording session of (never) abandon and are comprised of random 

sounds caught outside of the recording of the work itself, and a second take which was not 

used.  

 

 

 

 

 

 

 

 

 

Figure 2.3: A figure showing the referenGal relaGonships between the abandon works and their 
source materials. 
 

 
89 Bach, BWV 651, 1958, 3–12. 

J.S. Bach, BWV 651 (Chorale 
prelude) 

(never) abandon 

abandon 
I 

abandon 
II 
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(never) abandon was used as a means of exploring musical place through the 

recontextualisa1on of musical materials and how a reframing of the music can present it in a 

new light; the knowledge I gained from this directly influenced my later treatment of musical 

materials in rela1on to endnotes and intertextuality. My approach consisted of an almost 

complete erasure of Bach’s music, leaving behind only a single fragment of music and a 

handful of individual pitches. The end result bears very lirle resemblance to Bach’s organ 

work, much like Tom Armstrong’s use of erasure and musical borrowing in his work JPR, 

which juxtaposes fragments from Jean-Philippe Rameau’s Pièces de clavecin en concerts 

(1741).90 Where Armstrong’s work is based on longer fragments arranged in repea1ng, 

overlapping structures, however, my approach to the notes borrowed from Bach was to 

completely detach them from their phrasing and place them in an indeterminate space 

which focussed primarily on individual harmonic interac1ons.  

 
Figure 2.4: The only fragment remaining from the erasure process applied to BWV 651 which 
consists of more than one note, employed as the repeaGng keyboard moGf in (never) abandon.91 
 

(never) abandon is for an open score trio, one of which must be a keyboard instrument (in 

the recording, a piano was used); the two soloists only play single pitches (in the recording, 

viola and flugelhorn were used), and choose them randomly from two sets of four. The 

pitches were borrowed from moments in the chorale prelude of par1cular harmonic interest, 

such as moments of modula1on; combined with the aspect of performer indeterminacy, this 

resulted in some interes1ng harmonic interac1ons.92 The dura1ons of the pitches that are 

sounded by the soloists are also indeterminate. Where the keyboard sounds the fragment 

 
90 Tom Armstrong, ‘Re-voicing Rameau: Borrowing prac<ces in Tom Armstrong’s JPR’ (paper presented at the 
Tenth Biennial Interna<onal Conference on Music Since 1900, University of Surrey, September 11–14, 2017, 
hbps://openresearch.surrey.ac.uk/esploro/outputs/99516245402346).  
91 Bach, BWV 651, 1958, 3. 
92 ‘Performer indeterminacy’, in comparison to indeterminacy employed in the composi<onal process, includes 
leaving space in a work for performers to make certain choices that directly affect the way a work sounds, is 
structured, or performed. See Kirsten L. Speyer Carithers, ‘Musical Indeterminacy as Cri<cal and Affirma<ve 
Play’, ASAP/Journal 8, 1 (2023): 122. See also, William G. Harbinson, ‘Performer Indeterminacy and Boulez’s 
Third Sonata’, Tempo, New Series 169 (1989): 16. 

https://openresearch.surrey.ac.uk/esploro/outputs/99516245402346
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shown above at the beginning of each phrase and allows it to completely decay each 1me, 

the soloists decide how long each of their chosen notes should last, and the rate at which 

they start to become unsynchronised with each other with every structural repe11on, as 

dictated in the performance rules. 

 As part of a crea1ve process, this work allowed me to understand ways in which I 

might fragment or borrow composi1onal materials for the purposes of musical reframing. 

(never) abandon, however, was more of a means to an end in developing further pieces 

which began to dig down into what I wanted to inves1gate. While (never) abandon was a 

crucial step in my process, it was in the pieces that stemmed from it in which I really started 

to treat musical materials in a purposeful way to cul1vate different types of musical place. 

2.3.3 ReducDon and Reframing to Create New Musical Places 

 abandon I and abandon II are acousma1c works based solely on recordings of the 

viola and flugelhorn, respec1vely, captured during the (never) abandon session. Where 

(never) abandon took musical a fragment and individual pitches from Bach’s work and 

recontextualised them, these acousma1c works feature materials which are, on the surface, 

unimportant. The materials used in the works are sounds and pitches captured outside of 

the formal recording of (never) abandon, accidents or moments which weren’t intended to 

be heard. Some of the sounds come from between takes – for example, the sound of the 

viola’s bow catching the music stand, or a finger quietly catching some open strings – and 

others come from ourakes of the piece which weren’t selected as the final recording.  

 Although the aesthe1cs of the two acousma1c works are quite different, both had 

the same star1ng point: recycling leuover materials to create two works which give the 

impression of ensembles. As the materials were either viola or flugelhorn sounds, each work 

became a collage of recorded fragments from each instrument. Over the course of the works,  

these sounds are manipulated, stretched, and processed to become less like real 

instruments, contribu1ng to the realisa1on that the sound sources for the works were never 

physical instruments, but only pre-recorded ves1ges of them.  

The musical place of the abandon works refers to a previous itera1on of themselves, 

their reduced materials stemming from a ‘parent’ work. The process of working this out was 

crucial for informing my crea1ve approaches in the later stages of this research project – 

they might be thought of as stepping stones in the development of my understanding. The 

discussion of soundmarks in Chapter 3, and endnotes and intertextuality in Chapter 4 
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demonstrate a much more detailed understanding and purposeful use of musical materials 

and their interrela1onships to mediate a sense of musical place. 

2.4 Conclusion – Different Types of Musical Place 

In comparison to the score-based works in the por)olio, those discussed above are 

presented largely through acousma1c means, whether intended for installa1on, live-

streamed performance, or otherwise. Both acousma1c and score-based approaches to 

composi1onal prac1ce allow for the cul1va1on of different types of musical place, and this is 

carried forwards into Chapters 3 and 4. The complexi1es of musical place are already 

apparent, here, in that place can be mediated not only through subjec1ve, worldly 

experience, but also through perceiving meaning in, and rela1onships between, sounds in 

themselves. Musical place can refer to the sense of landscape formed by the shapes and 

transforma1ons that we perceive in sounds over 1me, and these characteris1cs are explored 

by Dennis Smalley through spectromorphology.93 Where the visual experience of the physical 

world can be more readily described using language to a certain extent (and sound is ouen 

found as an accompaniment to that experience, informing our naviga1on of physical 

space),94 describing subjec1ve impressions and meanings of sounds in themselves is 

immediately more difficult because of their immateriality. We might, then, move towards 

describing the sonic materials themselves using our previous understanding of worldly 

experience as a basis for perceiving mo1on, height, depth, and shape.95 By focussing on the 

sounds in themselves, we can begin to describe how the intrinsic rela1onships between 

them are constructed and given the poten1al for meaning and musicality to emerge. 

 Using the experience of the visible world from Chapter 1 and the sonic experiences 

described in Chapter 2 as a point of departure, Chapters 3 and 4 discuss the remaining works 

in the por)olio. In Chapter 3, soundmarks as meaningful marks of an environment’s 

soundscape are described in rela1on to my work with the Edith Adamson Carillon; the 

 
93 Dennis Smalley, ‘Spectromorphology: explaining sound-shapes’, Organised Sound 2, 2 (1997): 107. 
94 Carolina Vasilikou, ‘Sensory Naviga<on in the City Centre. Perceptual paths, sense walks and interac<ve 
atmospheres’, (paper presented at the 3rd Interna<onal Congress on Ambiances, Volos, Greece, September 
2016), 559, hbps://hal.science/hal-01414151/document.  
95 Manuella Blackburn expands Smalley’s concept of spectromorphology and vocabulary to present 
composi<onal approaches based on the visualisa<on of soundshapes, the understanding of which is rooted in 
our percep<on of sound based on worldly experience. For example, Blackburn describes an acack sound as 
something akin to a door being slammed, or handclapping, whereas more sustained sounds might be related to 
our experiences of a microwave hum or running water. See Manuella Blackburn, ‘The Visual Sound-Shapes of 
Spectromorphology: an illustra<ve guide to composi<on’, Organised Sound 16, 1 (2011): 6. 

https://hal.science/hal-01414151/document
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project focussing on the carillon, Ordinary Light, combines both my approaches to score-

based and acousma1c work to explore how different types of musical place can intersect 

through the experience of sound. In Chapter 4, the issues raised in the previous chapters 

come to frui1on, exploring how musical materials as intertextual references, soundmarks, 

and sonic landscapes can be applied to score-based music. 
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Chapter 3. Soundmarks and Becoming 

3.1 Soundmarks of the City 

3.1.1 The ‘Soundmark’ and Public Space 

In Chapters 1 and 2, the city and no1ons of landscape were used to describe the rela1onship 

between human beings and their environment, and the role which sound plays in the 

experience and forma1on of place. In this chapter, two case studies of site-specific 

instruments found in public spaces are used to explore sonic landscapes further, the Edith 

Adamson Carillon in Newcastle Civic Centre, and the Auber1n organ in the King’s Hall, 

Newcastle University. Public spaces offer the poten1al for placemaking through engagement 

with soundmarks. Batchelor refers to this poten1al as the ‘unknowingness’ of public space, 

an ambiguous site for making connec1ons and nego1a1ng place meaning.96 We might say 

that public space offers a site for re-nego1a1ng place meaning, too, which resonates with 

the circumstances that led me to undertake this research project. The social isola1on 

brought on by the na1onal lockdowns fundamentally changed the way in which people were 

allowed to engage with public space and affected the way public instruments were used. 

Before turning to the two site-specific projects using public instruments in the por)olio, the 

soundmark is introduced as an iden1fiable part of the sonic landscape which contributes to 

place iden1ty, and posi1oned in the placemaking process using Deleuze and Guarari’s no1on 

of refrain. 

 In Chapter 2, landscape was used as a metaphor to describe immaterial place, sites 

formed in the mind of the listener through engagement with sound. This ability to 

comprehend landscape characteris1cs in sound, however, would be impossible without prior 

experience of, or immersion in, the worldly perceived environment.97 This sec1on turns to 

the landscape of Newcastle upon Tyne as it relates to its soundmarks, and while a focus on 

sound is maintained, the place of the city plays an equally important role.  

 
96 Peter Batchelor, ‘Lowercase Strategies in Public Sound Art: Celebra<ng the transient audience’, Organised 
Sound 18, 1 (2013): 20. 
97 “Immersion” is described by Moirika Reker as the totality of bodily experience and how landscape 
understanding is rooted in environmental experience. While she warns against the careless use of landscape as 
a blanket term for anything we can behold, she advocates for landscape as representa<ve of our immersion in 
the environment, echoing Ingold’s “agent-in-its-environment”. See Moirika Reker, ‘Bridging City and Landscape’, 
in Philosophy of Landscape: Think, Walk, Act, eds. Adriana Veríssimo Serrão and Moirika Reker (Lisbon: Centre 
for Philosophy at the University of Lisbon and Authors, 2019), 270; for “agent-in-its-environment” see Ingold, 
The PercepJon of the Environment, 173. 



 

 41 

R. Murray Schafer’s no1on of the soundmark has been widely adopted in soundscape 

studies, acous1c ecology, and in fields such as urban design, to describe a sound which 

signifies a par1cular place.98 A soundmark has unique quali1es to the loca1on in which it is 

situated, demarca1ng a place; for example, a village bell ringing at the hour.99 For Kreutzfeldt 

and Søch1ng, as well as Schafer, a soundmark carries with it a place iden1ty, linking it to 

one’s memory of par1cular place.100 It is also a community sound, heard by a large amount 

of people – for example, the carillon in Newcastle upon Tyne is heard by members of the 

public twice weekly during recitals.101 The soundmark is ‘essen1ally an auditory landmark’, 

one which punctuates the soundscape of a loca1on, and while this might undermine the 

powerful visual contribu1on that the architecture of a carillon tower can add to the 

perceived environment, the term offers a means of conveying the perceived importance of 

par1cular sounds in a soundscape in comparison to others.102 

In the modern world, and par1cularly in the UK, the carillon presents an interes1ng 

site-specific case study in soundmarking. Bells are no longer required to carry out the 

historical social func1ons of deno1ng 1mes of day, year, or religious gatherings, yet they s1ll 

remain a familiar sound in Newcastle upon Tyne and elsewhere across the world.103 Where 

the soundmark of a ringing bell could have become obsolete, being silenced and holding only 

a historical or heritage value, carillons are used for musical performance to contribute the 

cultural ac1vi1es of their respec1ve ci1es and towns. The bells included in the Edith 

Adamson Carillon (carillons must have at least twenty-three bells), and individual and smaller 

groups of bells that are not part of a larger instrument, can be heard daily across Newcastle 

in different loca1ons. Excluding the carillon in Newcastle Civic Centre there are only fourteen 

other manually operated carillons in the UK, meaning that the instruments typify only a 

minute frac1on of bells found and heard across the country (in comparison to the 

 
98 Schafer, The Soundscape. 
99 Eben J. Muse, ‘The Event of Space: Defining Place in a Virtual Landscape’, in CreaJng Second Lives: 
Community, IdenJty and SpaJality as ConstrucJons of the Virtual, eds. Astrid Ensslin and Eben J. Muse 
(London/New York: Routledge, 2011), 191. 
100 Jacob Kreutzfeldt and Rune Søch<ng, ‘The Aesthe<cs of the Soundmark’, Public Art Discourse 9, 2 (2019): 67. 
101 Schafer, The Soundscape, 274. 
102 Deng et al., ‘Soundscape composi<on as a new music genre’, (paper presented at the Interna<onal 
Conference on Mul<modal Experience of Music, Sheffield, March 23–25, 2015), 002, 
hbps://www.researchgate.net/publica<on/279748625_Soundscape_Composi<on_as_a_New_Music_Genre. 
103 See, for example, Luc Rombouts, Singing Bronze: A History of Carillon Music (Leuven: Leuven University 
Press, 2014), 39; Dolly MacKinnon, ‘“The Ceremony of Tolling the Bell at the Time of Death”: Bell-ringing and 
Mourning in England c.1500–c.1700’, in Music and Mourning, eds. Jane W. Davidson and Sandra Garrido 
(London: Routledge, 2016), 31; and, Brenda H. Kiser and David Lubman, ‘The soundscape of church bells – 
sound community or culture clash’, Journal of the AcousJcal Society of America 123, 5 (2008): 9434.  

https://www.researchgate.net/publication/279748625_Soundscape_Composition_as_a_New_Music_Genre
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Netherlands or USA, where the number of carillons is far greater). The func1onal decline of 

the tolling bell, owing to societal and technological change, meant that by the nineteenth 

century the soundmark of the tolling bell ‘was no longer required for society to func1on,’ a 

segng ‘in which the place of the carillon was not self-evident.’104 While bells are s1ll used in 

the twenty-first century for 1mekeeping – the bells of St. Nicholas Cathedral in Newcastle 

upon Tyne (not part of a carillon), for example, con1nue to sound the Quarters day and night 

– they are not socially required to do so.105 Contemporary developments in music listening 

prac1ces have expanded and intensified the ways in which music can be consumed, owing to 

the growth of digital streaming services,106 and a growing internal soundworld formed 

through headphone listening, which Lloyd et al. posit leads to less engagement with one’s 

immediate environment, blocking out external cues.107 Rombouts describes this change in 

the context of the eighteenth and nineteenth centuries, when the experience of music 

‘gradually shiued from outdoors to indoors with the emergence…[of] concert halls,’ and the 

increase in the ‘private sphere’ of home music-making.108  

Owing, however, to the historic soundmarking of bells, whether through carillon 

performance, the sounding of the Westminster Quarters on smaller groups of bells, or of 

change ringing bells – the larer of which has par1cularly strong tradi1ons in Newcastle upon 

Tyne109 – bells can ouen be heard on a listening walk through the city centre today, and s1ll 

carry with them a significance that is ingrained in cultural memory. The carillon at Newcastle 

Civic Centre remains an important soundmark in the soundscape of the Barras Bridge area, 

although its existence is veiled, heard but not seen. Before turning to an account of the 

carillon project presented in the por)olio, Ordinary Light, the ‘soundmark’ is explored 

 
104 Rombouts, Singing Bronze, 149. 
105 The social func<on of bells in the Renaissance in keeping <me, announcing prayers, mass, and work, meant 
that bells as a soundmark were central to the urban experience. They were not only audible signals but were 
imbued with significance and meaning and became part of the community iden<ty. See Niall Atkinson, The 
Noisy Renaissance: Sound, Architecture, and FlorenJne Urban Life (Pennsylvania: Pennsylvania State University 
Press, 2016), 122. 
106 Josko Lozic, ‘Digitaliza<on Creates a New Paradigm of the Global Music Industry: The Tradi<onal Music 
Industry is Under Pressure of the Streaming Plaoorms’, (paper presented at 46th Interna<onal Scien<fic 
Conference on Economic and Societal Development, ‘Sustainable Tourist Des<na<ons’, Varazdin, October 24–
25, 2019, 
hbps://www.researchgate.net/publica<on/342004627_DIGITALIZATION_CREATES_A_NEW_PARADIGM_OF_THE
_GLOBAL_MUSIC_INDUSTRY_THE_TRADITIONAL_MUSIC_INDUSTRY_IS_UNDER_PRESSURE_OF_THE_STREAMIN
G_PLATFORMS. 
107 Lloyd et al., ‘Don’t stand so close to me: The effect of auditory input on interpersonal space’, PercepJon 38 
(2009): 617. 
108 Rombouts, Singing Bronze, 150. 
109 ‘Newcastle Cathedral’, Bells of the North-East of England: A Bellringer’s Guide, accessed May 27, 2023, 
hbps://northeastbells.co.uk/newcastle-cathedral/. 

https://www.researchgate.net/publication/342004627_DIGITALIZATION_CREATES_A_NEW_PARADIGM_OF_THE_GLOBAL_MUSIC_INDUSTRY_THE_TRADITIONAL_MUSIC_INDUSTRY_IS_UNDER_PRESSURE_OF_THE_STREAMING_PLATFORMS
https://www.researchgate.net/publication/342004627_DIGITALIZATION_CREATES_A_NEW_PARADIGM_OF_THE_GLOBAL_MUSIC_INDUSTRY_THE_TRADITIONAL_MUSIC_INDUSTRY_IS_UNDER_PRESSURE_OF_THE_STREAMING_PLATFORMS
https://www.researchgate.net/publication/342004627_DIGITALIZATION_CREATES_A_NEW_PARADIGM_OF_THE_GLOBAL_MUSIC_INDUSTRY_THE_TRADITIONAL_MUSIC_INDUSTRY_IS_UNDER_PRESSURE_OF_THE_STREAMING_PLATFORMS
https://northeastbells.co.uk/newcastle-cathedral/
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further to provide a context for carillon ac1vity in the United Kingdom and how it aligns with 

this place-based research. 

3.1.2 Soundmarking and ‘Refrain’ 

Soundmarking is achieved, according to Kreutzfeldt and Søch1ng, through ritualisa1on, a 

repe11ve process whereby ‘a behavioural parern…gives rise to an autonomous form.’110 In 

the case of the Edith Adamson Carillon, the repea1ng sound of the bells ingrains them as a 

part of the city centre’s iden1ty and sonic landscape. Deleuze and Guarari use refrain to 

describe the repe11on of sound which becomes expressive of a territory (or place).111 The 

soundmark, part of the unique ‘acous1c life of the community’, becomes embedded in 

cultural memory, allowing the sound to become symbolic of place.112 

Just as Heidegger posits that we are already being-in-the-world, Kreutzfeldt and 

Søch1ng note that the refrain takes place and forms a parern ‘before its par1cular meaning 

is established’ [emphasis original].113 In order for a soundmark to be imprinted onto the 

sonic landscape, embedded in cultural memory, the refrain has to be in order to become. Like 

consciousness, it dwells prior to building. The ringing of a church bell must be a repe11ve 

prac1ce before it gains communal meaning. It becomes expressive, to echo Deleuze and 

Guarari, ‘when it acquires a temporal constancy and a spa1al range that make it a territorial, 

or rather territorializing, mark’.114 The refrain becomes expressive of a community’s 

landscape auer being established through ritualisa1on. 

The carillon tradi1on in Newcastle upon Tyne follows the twice-weekly recital style 

during which ‘the carillonneur is playing for an [equally] invisible audience of passers-by in 

the city […] They in turn experience the music consciously or unconsciously’.115 The 

repertoire includes classical music arranged to suit the carillon and tradi1onal folk tunes. It is 

not uncommon to hear tunes that have their origin from the North-East of England which are 

easily recognisable by locals, which recalls Smółka’s remark that music which comes from a 

par1cular city can ouen be thought of as ‘the sound of the city’, or a dis1nct part of it. For 

Smółka, the music of a par1cular city is ‘an element of cultural landscape that bonds 

together two halves of its name – the sound and the city’, which becomes part of that 

 
110 Kreutzfeldt and Søch<ng, ‘Aesthe<cs of the Soundmark’, 68. 
111 Deleuze and Guabari, A Thousand Plateaus, 344. 
112 Schafer, The Soundscape, 10. 
113 Kreutzfeldt and Søch<ng, ‘Aesthe<cs of the Soundmark’, 68. 
114 Deleuze and Guabari, A Thousand Plateaus, 347. 
115 Rombouts, Singing Bronze, 315. 
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loca1on’s heritage.116 The claim that music can become the sound of a city could, however, 

be interpreted as problema1c in discussions of the urban soundscape where its residual 

soundscape is concerned, par1cularly because Smółka is priori1sing the musical styles of 

par1cular loca1ons over the poten1ally unique sonic characteris1cs of par1cular urban 

centres. It could be argued that Smółka is, without explicitly sta1ng it, arguing that a 

par1cular musical style might become a soundmark of a loca1on in addi1on to, or as a 

subs1tute for, the sounds of the city, though this remains unclear. In the context of the Edith 

Adamson Carillon, the tradi1onal music of the region is reconciled to the urban soundscape 

by way of the instrument as a soundmark of the city. 

Although Smółka is segng up a context for the discussion of albums which lend a city 

a par1cular ‘sound’, his ideas are easily transferrable to the musical ac1vity of the Edith 

Adamson Carillon. The recital format, in contrast to a formal concert performance, naturally 

suits the carillon and those signg below in the Civic Centre gardens or passing by and 

supports Smółka’s no1on that the music of the city becomes part of its iden1ty. This, 

however, means that although the City Carillonneur ouen gives tours to those interested and 

maintains a social media page, there is a dis1nct lack of common knowledge in the city about 

the carillon because it is always heard as one of many sounds in the city centre’s soundscape. 

Many people regularly hear the bells, but do not know, or misunderstand, where the ringing 

is coming from.  

 The soundmark of the Civic Centre carillon sits among the keynote sounds of the city, 

which include passing buses and the rush of university students across St. Mary’s Place, and 

the bustle of crowds shopping nearby on Northumberland Street. Keynote sounds are 

‘sounds of a landscape […] created by its geography and climate’, which have a dis1nct effect 

on the way people engage with their environment. Keynote sounds are experienced 

unconsciously but their absence would be immediately no1ced. These sounds cons1tute the 

general soundscape of a loca1on and have ‘a deep and pervasive influence on our behaviour 

and moods’, even without conscious acknowledgement. These keynote sounds were silenced 

during the UK na1onal lockdowns and their absence was felt immediately when the city was 

bathed in silence.117 Above this sonic backdrop, ‘more fugi1ve or novel events are heard’ 

which can become soundmarks because of their unique quali1es.118 The sound of the 

 
116 Maciej Smółka, The Sound of a City: A Study of the Phenomenon (Berlin: Peter Lang Group, 2023), 19. 
117 Schafer, The Soundscape, 9–10. 
118 Schafer, The Soundscape, 48. 
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carillon is a very different sound to other sets of bells in Newcastle upon Tyne, and has the 

poten1al to become a soundmark of the city through one’s experience of it. 

3.1.3 A Brief History of Carillon Music in Newcastle 

 The carillon as an instrument was first introduced to Newcastle upon Tyne in 1929 – 

just under forty years before the new Civic Centre was officially opened in 1968 – at the 

North-East Coast Exhibi1on, which was a six-month event (May–October 1929) held in 

Exhibi1on Park. The Wellington Carillon, which would go on to permanently reside in 

Wellington, New Zealand, was presented as the Evening Chronicle Campanile to the public 

arending the exhibi1on and sat at the northwest edge of the lake near the building which is 

now the Wylam Brewery. This appearance of the instrument is likely what influenced the 

decision to include a carillon on the new Civic Centre building, as well as the recent 

appearances of carillons elsewhere in the country.119 Photographs captured of the North-East 

Coast Exhibi1on for the Evening Chronicle in 1929 include the carillon by the lake as one of 

the main arrac1ons. 

 

 
119 The Loughborough carillon was completed in 1923, for example. See ‘The Bell Chamber and Balcony’, 
Loughborough Carillon Tower and War Memorial Museum, accessed March 26, 2024, 
hbps://www.carillontower.org.uk/bells.htm. See also Rombouts, Singing Bronze, 215; Rombouts documents the 
visit of John D. Rockefeller to the Loughborough carillon in July 1923 shortly ayer its comple<on. 

https://www.carillontower.org.uk/bells.htm
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Figure 3.1: An image from the Evening Chronicle (May 15, 1929) of the Evening Chronicle Campanile 
at the North-East Coast ExhibiGon, west and south façade. The capGon reads, ‘THE “EVENING 
CHRONICLE” Campanile was a marked a`racGon to the visitors to the ExhibiGon to-day.’ © 
Newcastle Chronicle/Reach plc. Reproduced with permission.120 
 

 
120 ‘Women’s Championship: At the Exhibi<on To-day’, Evening Chronicle (Newcastle upon Tyne), 13,587, May 
15, 1929, 7. 
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Figure 3.2: An image from the Evening Chronicle (May 21, 1929) of the Evening Chronicle 
Campanile, south and east façade. The capGon reads, ‘HOLIDAY THRONGS at the ExhibiGon stroll 
round the lake and listen to the “Chronicle” carillon.’ © Newcastle Chronicle/Reach plc. 
Reproduced with permission.121 
 

 

 
121 ‘Newcastle’s White City: Exhibi<on Scenes: Cadets in Camp’, Evening Chronicle (Newcastle upon Tyne), 
13,592, May 21, 1929, 7. 
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Figure 3.3: An image from the Evening Chronicle (May 21, 1929) of ExhibiGon Park during the 
North-East Coast ExhibiGon. The Evening Chronicle Campanile, south and east façade, stands on the 
right. The capGon reads, ‘THE AMUSEMENT PARK in the North-East Coast ExhibiGon is proving an 
extremely popular a`racGon during the hot weather, many visitors, especially taking to the lake, as 
shown by this general view.’ © Newcastle Chronicle/Reach plc. Reproduced with permission.122 
 

 
122 ‘To-day’s Cricket at Jesmond: Cyclists’ Carnival: Police Sports’, Evening Chronicle (Newcastle upon Tyne), 
13,592, May 21, 1929, 5. 
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Figure 3.4: An image from the Evening Chronicle (August 6, 1929) of a sporGng event during the 
North-East Coast ExhibiGon. The belfry Evening Chronicle Campanile, east and north façade, can be 
seen from the sporGng ground. The capGon reads, ‘SCENE at the Police Sports at the North-East 
Coast ExhibiGon, showing a secGon of the huge crowd watching the start of the mile cycle 
handicap.’ © Newcastle Chronicle/Reach plc. Reproduced with permission.123 
 

The arrival of the bells in Newcastle upon Tyne was reported by the Evening Chronicle, which 

documents the expecta1on that the bells as a new, unfamiliar sound created by a very 

unique and heavy instrument would draw a large crowd. 

 

 
123 ‘Picturesque Northumberland Waterfall: Athletes in Ac<on’, Evening Chronicle (Newcastle upon Tyne), 
13,658, August 6, 1929, 7. 
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Figure 3.5: An arGcle in the Evening Chronicle (May 3, 1929) which announces the arrival and 
installaGon of the first and heaviest bell of the Evening Chronicle Campanile. © Newcastle 
Chronicle/Reach plc. Reproduced with permission.124 
 

Nearly forty years later, the carillon installed in the Newcastle Civic Centre was bequeathed 

to Newcastle City Council by Mr James Adamson in memory of his late wife Edith Adamson 

 
124 ‘Victory Bells Arrive’, Evening Chronicle (Newcastle upon Tyne), 13,577, May 3, 1929, 9. 
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at the cost of £21,000, the bells of which were cast by Taylor’s of Loughborough.125 Adamson 

was a businessman, the founder of Bri1sh Paints Ltd., whose dona1on of the cost of the 

carillon allowed for the installa1on of the instrument at a 1me when discussions were taking 

place over how the council should best spend their budget.126 

 

 
Figure 3.6: An arGcle in the Evening Chronicle (September 1, 1970) documenGng the gii of a tape 
containing a recording of the Edith Adamson Carillon to the son of Mr James Adamson from 
Councillor William Harding. © Newcastle Chronicle/Reach plc. Reproduced with permission.127 
 

 
125 ‘Edith Adamson Carillon – Newcastle Civic Centre’, Newcastle City Council, accessed April 10, 2024, 
hbps://www.newcastle.gov.uk/our-city/edith-adamson-carillon-newcastle-civic-centre. 
126 ‘Giy family receive carillon tape’, Evening Chronicle (Newcastle upon Tyne), 29,034, September 1, 1970, 3. 
127 ‘Giy family receive carillon tape’, Evening Chronicle, 3. 

https://www.newcastle.gov.uk/our-city/edith-adamson-carillon-newcastle-civic-centre
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Figure 3.7: An arGcle in the Evening Chronicle (June 18, 1963) reporGng a discussion about whether 
a new aba`oir was more important than a carillon for the Civic Centre. Mr James Adamson would 
later come to bequeath the cost of the carillon to the council. © Newcastle Chronicle/Reach plc. 
Reproduced with permission.128 
 

 
128 ‘Ababoir is more important than a carillon’, Evening Chronicle (Newcastle upon Tyne), 26,800, June 18, 1963, 
7. 
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Figure 3.8: An arGcle in the Evening Chronicle (February 6, 1963) reporGng that, while councillors 
knew the price of the carillon would be £21,000, there was a desire to have the instrument and the 
intenGon to have it become part of the city life. © Newcastle Chronicle/Reach plc. Reproduced 
with permission.129 
 

The carillon had a significant impact on the urban soundscape of late-1960s Newcastle upon 

Tyne, changing the composi1on of the background sounds of everyday life in the city. This 

 
129 ‘Mixed Recep<on for the Carillon’, Evening Chronicle (Newcastle upon Tyne), 26,288, February 6, 1963, 5. 
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was not always met with favour, most likely because the bells were s1ll a rela1vely new 

sound to the city – the last 1me a carillon had been heard was during the North-East Coast 

Exhibi1on which closed in October 1929. The ar1cle below reports on the irrita1on of 

Newcastle University students whose exams were interrupted by the sounds of the carillon 

around two years auer the Civic Centre was opened: 

 

 
Figure 3.9: An arGcle in the Evening Chronicle (June 10, 1970) reporGng the irritaGon of students at 
hearing the carillon bells during their exams. © Newcastle Chronicle/Reach plc. Reproduced with 
permission.130 
 

This notwithstanding, the carillon became a unique part of the soundscape of the city from 

1968, a part which garnered interest from local residents and the Evening Chronicle which, 

forty years earlier, had introduced readers to the Evening Chronicle Campanile at Exhibi1on 

Park. As the ar1cles above document, the carillon would ouen play familiar tunes at regular 

 
130 ‘Carillon takes its toll’, Evening Chronicle (Newcastle upon Tyne), 28,963, June 10, 1970, 10. 
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1mes, becoming a recognisable part of the soundscape of the city 1ed to its local heritage. 

This tradi1on con1nues to the current day, with the City Carillonneur giving regular recitals, 

s1ll playing everything from classical music to familiar folk tunes. 

 

 
Figure 3.10: An advert in the Evening Chronicle (April 12, 1991) adverGsing carillon lessons and 
providing informaGon about the instrument. © Newcastle Chronicle/Reach plc. Reproduced with 
permission.131 
 

 
131 Peter Fairley, ‘An a-peal for help!’ Evening Chronicle (Newcastle upon Tyne), 35,462, April 12, 1991, 14. 
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Figure 3.11: An arGcle in the Evening Chronicle (August 14, 1991) adverGsing Newcastle’s ‘Carillon 
Week’ which featured newly composed music by a Newcastle University student for the Edith 
Adamson Carillon. Copyright of the Newcastle Chronicle/Reach plc. Reproduced with permission.132 
 

3.1.4 The Becoming of Place: Deleuze and Gua`ari’s ‘Rhizome’ 

The height of the Edith Adamson Carillon tower gives its sound the means to travel 

across the city centre. Where the installa1on of Ordinary Light was contained within the 

arches and their acous1c horizon, the carillon is only inhibited by the distance the sound of 

the bells can travel above the keynote sounds of the Haymarket area. Both the arches and 

the carillon, however, maintain transient audiences, members of the public who ‘become 

audience members and par1cipants simply because they encounter the art while going 

about their everyday ac1vi1es’ [emphasis original].133 Although the music of the carillon 

does not necessarily fit Batchelor’s defini1on of ‘lowercase’ – ‘music which celebrates the 

very quiet’ – Batchelor’s expression of lowercase music being ‘low profile’ helps to describe 

the carillon’s recital style.134 While a soundmark is a characteris1c sound that contributes to 

one’s impression of a loca1on, it is not always ac1vely listened to – it could be heard as 

‘mere recogni1on’, an empty soundmark.135 As Batchelor suggests, ‘Lowercase public art 

does not necessarily present the same impera1ve for close listening’, meaning the aren1on 

levels of listeners can vary greatly. Experience tes1fies to this – I have both walked through 

 
132 Peter Fairley, ‘Ap-pealing Show’, Evening Chronicle (Newcastle upon Tyne), 35,568, August 14, 1991, 12. 
133 Batchelor, ‘Lowercase Strategies in Public Sound Art’, 14. 
134 Batchelor, ‘Lowercase Strategies in Public Sound Art’, 14–15. 
135 Joy Roles, ‘Forming Soundmarks: A Cri<cal Evalua<on of the Sonic Brand within the Contemporary 
Mediascape’, (PhD diss., University of East London, 2010), 76. 
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the city centre, registering that the carillon is sounding without listening closely to the music, 

and at other 1mes have sat in the Civic Centre gardens and ac1vely listened to the bells in 

their sounding environment.  

Roles refers to an ac1vely heard soundmark as a full soundmark. The full soundmark 

‘becomes injected with experiences and events’ when ‘the individual commences some form 

of rela1onship with’ the soundmark. This means that a soundmark can be both empty and 

full in different situa1ons. Where Roles describes a direc1onal move from empty to full 

soundmark through engagement, it is more useful to reconsider this as a two-direc1onal 

possibility based upon the current aren1on of a listener to berer reflect how sounds are 

experienced in the course of being-in-the-world.136  

This variable poten1al reflects Batchelor’s descrip1on of public space as a site of 

ambiguous unknowingness. In the city there is the poten1al for connec1ons to be made 

through the experience of soundmarks. This rela1onship, exis1ng between human beings 

and their surrounding sonic and visual environment, can be described as rhizoma1c. 

Opposing the linearity of arborescent structural rela1onships, Deleuze and Guarari’s 

rhizome is a network of poten1ali1es, ‘not a fixed, sta1c en1ty’ with an unchanging 

hierarchy.137 The connec1ons forged through place experience are ever-evolving, co-

construc1ve, and interconnected, and meaning is derived from the mee1ng of sounds and 

sights with consciousness. This demonstrates the ‘poten1al for connec1on at any one 

ephemeral moment’, the no1on that there is always the opportunity for new connec1ons, 

meanings and rela1onships to be developed through human experience.138 The connec1ons 

are neither directed solely from the environment towards human beings, nor the other way 

around. Contrary to the rhizome, Deleuze and Guarari describe arborescence as the 

‘submission of the line to the point’, meaning an arborescent focus would be on the primacy 

of either human beings or the environment.139 The focus of this por)olio, however, is on the 

types of places generated through human interac1on with the world and its sounds; the 

focus is on the in-between, ‘a line of becoming [which] has neither beginning nor end, 

departure nor arrival, origin nor des1na1on’.140  

 
136 Roles, ‘Forming Soundmarks’, 76. 
137 Scob Lawley, ‘Deleuze’s Rhizome and the Study of Organiza<on: Conceptual Movement and an Open Future’, 
Journal of Postmodern OrganizaJon Science 3, 4 (2005): 38. 
138 Lawley, ‘Deleuze’s Rhizome and the Study of Organiza<on’, 38. 
139 Deleuze and Guabari, A Thousand Plateaus, 232. 
140 Deleuze and Guabari, A Thousand Plateaus, 232. 
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The rhizome is characterised by becoming, the theory of which has been explored by 

a number of scholars in rela1on to both music and place. Becoming 1es together all of the 

place experiences outlined in the por)olio, whether concerned with sonic landscape, the 

city, emo1onal responses to place, or purely musical materials. Being-in-the-world is not 

living in separa1on from the environment, but being fundamentally with it, as ‘The ac1ons of 

the body makes […] the meanings of the world emerge’.141 The rhizome and the becoming it 

embodies speaks to the whole nature of crea1ve prac1ce research, in that its methodology 

promotes rhizoma1c connec1on between experience, theory, and the works themselves. All 

of the poten1al connec1ons are constantly evolving, forging links between one another in a 

process of co-construc1on. 

3.1.5 Soundmarks and Significance 

The term ‘soundmark’ communicates the importance of a sound for a listener, though 

this does not necessarily indicate prominence in a soundscape. A soundmark is more 

meaningful than other sounds, which is discerned through the experience of these sounds, 

the threshold at which the listener hears them and marks one of them as more important. 

Like sonic landscapes formed by the rela1onship of sound objects in acousma1c music, 

soundmarks affect one’s impression of landscape through their interac1on with the other 

sounds of the environment. This occurs whether or not, as Batchelor argues, the transient 

audiences subjected these public sounds are ac1vely engaged in listening, ‘simply hear 

without engaging’, or any of the ‘variety of states of ambiguity between these.’142  

Sound is rela1onal, and ‘speaks to the marer of implicated bodies’, because one 

sound only has volume in ‘emergent rela1on’ to another.143 Sonic conflict refers to the 

moment where importance is placed upon one sonic event over another, a listener hearing 

one of the ‘myriad of soundspheres that are overlapping, repelling or reinforcing each other’, 

made up of the urban noise of cars, people and weather.144 This project is centred around 

the role that these sounds play in the forma1on of place, and how sound is inseparable from 

place iden1ty and lived experience. Place experience is sensuous, where bodily percep1ons 

 
141 Victor Gonçalves, ‘Intertwining Body and Landscape: Petrarch, Rousseau and Nietzsche’, in Philosophy of 
Landscape: Think, Walk, Act, eds. Adriana Veríssimo Serrão and Moirika Reker (Lisbon: Centre for Philosophy at 
the University of Lisbon and Authors, 2019), 174. 
142 Batchelor, ‘Lowercase Strategies in Public Sound Art’, 14. 
143 Carvalho, ‘Aesthe<cs of Sound’, 159–160. 
144 Giralt et al., ‘Convic<on and commo<on’, 191. 



 

 59 

act together to bring about a sense of place, passively hearing some sounds while ac1vely 

listening to others.145 

Returning to the Edith Adamson Carillon, the ringing of the bells during recitals places 

it in conflict with other urban noises. The sounds of traffic, people, and sirens may 

contribute towards an active or passive listening to the public instrument, depending on the 

personal circumstances of the people navigating that location. The way these sounds 

coalesce becomes a textural backdrop for the visual city, and how they are heard by an 

individual becomes the basis of the place’s identity for that individual. 

3.2 Ordinary Light – Edith Adamson Carillon 

3.2.1 Overview of Ordinary Light 

Ordinary Light combines the score-based and acousma1c approaches employed in the 

por)olio, approaching the carillon from two perspec1ves, the first as an instrument fixed in 

place in a public segng, and the second as a source of pitch material for a soundwork which 

dislocates and manipulates the sound of the instrument to present a new way of hearing it. 

The work is the culmina1on of more than a year of exploratory prac1ce with the carillon, 

detailed in the sec1ons below. Ordinary Light creates an arena of listening that extends 

beyond the acous1c horizon of the carillon up to the Newcastle University Arches, enabling 

listeners to choose how they experience the work. 

 Ordinary Light invites listeners to hear the carillon playing gestural fragments in one 

listening loca1on, then pass through the city centre and onto the nearby University campus 

to hear an installa1on in the arches which is based on site recordings of the carillon bells. 

The listeners are invited to do this in any order or wander between the loca1ons freely. 

Where the carillon naturally decays while its sound travels across the Civic Centre Gardens 

(and is s1ll audible at certain 1mes on the university campus), the installa1on component 

presents a 1meless space in which the sounds of the bells resonate and transform. A map of 

the performance and installa1on loca1ons is shown in figure 3.12 below, along with 

indica1ve regions of sound travel for each loca1on and the areas of intersec1on. 

 

 
145 Describing the ‘sensuous produc<on of place’, Sara highlight the powerful role that sound plays in producing 
place, exploring in her research how social musical prac<ces lead to the development of place iden<ty and 
become symbolic of place. Cohen also argues that sonic memory and heritage contribute to local iden<ty, 
reinforcing the idea that the soundmark is underpinned by both individual and communal experience.’ See 
Cohen, ‘Sounding out the City’, 444. 
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Figure 3.12: A map of the performance and installaGon locaGons of Ordinary Light. 
 

The carillon’s twenty-five bells were individually recorded on the roof of the Civic 

Centre tower, allowing me to manipulate each one independently. Like the organ voices in all 
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that is lost, the bells were treated as individual sounds instead of part of a larger instrument, 

dislocated and reconstructed in another loca1on. Using a sound installa1on allowed me to 

experiment with bringing out the rich overtones of the bells, enabling an experience which is 

impossible when listening to the carillon in the outdoor surroundings of the city. Using a 

musique concréte approach, I pieced together layers of the processed bells to give the 

impression of not being inside the bell tower, but of being enshrouded in a texture of 

resonant sounds unlike those of the physical carillon. 

 The soundwork in the University Arches was looped throughout the installa1on week 

(13–19 November 2023), and the carillon component was presented on four separate 

occasions (two day1me and two evening recitals), performed twice per recital. The 

boundaries of each loca1on and their acous1c horizon were indeterminate, and the 1me of 

day played a key role in the way the work was experienced. The increased traffic during the 

day meant that the experience of the recital and installa1on was very different to hearing 

them in the evening. In the evenings, the carillon could be clearly heard when standing near 

the Arches, but during the day the rela1onship between two components was blurred by the 

urban noise. While the bells could s1ll be heard from the university campus, the ringing was 

distant, and the sounds of the city took on a more significant role in the experience of 

Ordinary Light. 

 By having the listener pass through the city in order to move between the listening 

loca1ons, Ordinary Light invites listeners into the soundscape of the city, listening out for the 

sounds of the carillon and the installa1on as they grow and recede among the sounds of the 

city. Returning to the idea of sonic conflict, the listener hears the sounds of the recital and 

installa1on in the context of the urban soundscape, ascribing their own meanings to the 

sounds they hear while naviga1ng between the listening loca1ons. 

3.2.2 Background: The Re-marking of the Urban Soundscape 

My aim for this site-specific project was to engage my own crea1ve approaches with the 

carillon’s unique sound and history, par1cularly in light of the post-lockdown era and the 

impact this had on my experience of the city and the early stages of my research. During the 

na1onal lockdowns, the carillon could s1ll be played, but was only heard transiently by the 

few passing by during the carillonneur’s weekly recitals. The number of listeners was 

significantly reduced owing to lockdown restric1ons, and there was no opportunity to hear a 

whole recital, or sit in the Civic Centre Gardens. 
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 This made my re-experiencing of the carillon – to hear it again among the sounds of 

the re-opening city post lockdown – so much more powerful. The carillon appeared for me as 

a renewed soundmark, one which was becoming expressive again and going through a 

process of re-marking through its refrain. The Edith Adamson Carillon, along with the other 

returning urban sounds, became reconnected and meaningful again as place iden1ty was 

renego1ated through the processes which, during lockdown, had been suspended. 

 My first exploratory works for the Edith Adamson Carillon were intended for the 

instrument alone which taught me to write convincingly for the instrument and understand 

its nuances. Much like the organ, every carillon is unique, which means that strictly focussing 

upon the Edith Adamson Carillon enabled me to u1lise the characteris1cs specific to it. In the 

months leading up to the start of my work on Ordinary Light, I composed a number of 

shorter pieces for carillon. 
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Figure 3.13: bb. 1–13 of Monkchester Prelude, an early exploratory piece for Carillon. 

 

The pieces worked well on the carillon in Newcastle Civic Centre and were performed on 

numerous occasions by the city carillonneur, including a performance of the piece above in 

Loughborough on the Loughborough Carillon for its centenary in July 2023. Pieces like 

Monkchester Prelude, however, were straigh)orward in their composi1on, generally modal 
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and polyphonic, and did not truly achieve my aims for this place-based research. The pieces 

did not really engage with the carillon’s environment, nor express my understanding of the 

instrument as part of the soundscape of the city. This notwithstanding, the works were 

crucial in helping me to understand the affordances of the instrument and how to go about 

realising a new work which really dug down into the heart of my research. 

3.2.3 Physical and Sonic ConsideraDons in Carillon Music 

The carillon is operated using wooden batons arranged as a keyboard along with a set of foot 

pedals to make the larger, lower bells less physically demanding to strike. The clavier is 

usually played with one hand per baton using a closed fist, though two notes can be sounded 

with one hand at the maximum distance of a third. Each baton causes a clapper to strike a 

corresponding bell, all of which are hung dead in a frame and unable to swing, unlike bells 

used for Change Ringing which are hung free. The bells of the carillon are par1cularly heavy 

for the size of the instrument; the combined weight of the 25 bells is approximately 22 

tonnes.146 The clappers themselves are heavy, and the weight of opera1ng them (the ac1on), 

renders par1cularly fast passages difficult to execute. Although, in contrast to older carillons, 

the counterbalanced weights on each clapper make opera1ng them much less awkward (the 

weight is balanced out for a clapper’s return to its ini1al posi1on), the mechanism is closer to 

the broek (breech) system, which means the carillon is s1ll significantly more difficult to 

operate than modern con1nental instruments, for example, where the ac1on is much lighter. 

 

 
Figure 3.14: A view into the Newcastle Civic Centre belfry showing the staGc bells and their 
clappers. The bells are fixed to a frame, and the clappers strike them from within. 

 
146 ‘Edith Adamson Carillon – Newcastle Civic Centre’, hbps://www.newcastle.gov.uk/our-city/edith-adamson-
carillon-newcastle-civic-centre. 

https://www.newcastle.gov.uk/our-city/edith-adamson-carillon-newcastle-civic-centre
https://www.newcastle.gov.uk/our-city/edith-adamson-carillon-newcastle-civic-centre
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 Although the bells of the Edith Adamson Carillon are par1cularly heavy, the 

instrument can be played with a wide range of dynamics, from barely audible in the Civic 

Centre Gardens below, to loud enough to be heard resounding across the Newcastle 

University campus for more than thirty seconds (for the lowest bell).  

 

 
Figure 3.15: The belfry exterior from the top of the Newcastle Civic Centre tower. The design of the 
tower allows the bells to project down and across the city centre in all direcGons. 
 

The Edith Adamson Carillon presents other unique traits which make it an interes1ng site-

specific case study. The instrument contains a low C# and D# which are conven1onally 

omired from older carillons for prac1cal and economic reasons, much like short-compass (or 

short-octave) keyboards where the notes were not tradi1onally needed.147 Any music wriren 

using these notes, therefore, is not immediately transferable to other instruments which are 

not fully chroma1c but allows this nuance to be foregrounded in works intended for the 

Edith Adamson Carillon. This works so well because of the weight and long resonance of the 

heaviest bells of the carillon. 

Carillon bells generally have a strong minor third overtone or ‘1erce’, which is the first 

tuned par1al above the struck note or ‘prime’. There is a hum tone an octave below the 

struck note, generated by a bell’s vibra1ons, the ‘quint’ a fiuh above the prime, and the 

‘nominal’ which sounds at the octave above. While it is important to remember that there 

are many overtones in a single bell which contribute towards its overall tone, those listed 

 
147 Laurence Libin, ‘Keyboard Instruments’, The Metropolitan Museum of Art BulleJn 47, 1 (1989): 6. 
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above are the most prominent overtones tuned at a bell foundry.148 This means that 

par1cularly dense textures can become very muddy, but with careful considera1on and 

experimenta1on, interes1ng resonances and overtone effects can be produced when 

combining different bells with one another.  

3.2.4 Developing Ordinary Light 

The score of Ordinary Light takes the complex resonance of the carillon bells as a point of 

departure. Unlike Monkchester Prelude and my other exploratory carillon works which 

focussed on the textural interac1ons of melodic voices, Ordinary Light splinters strings of 

harmonic gestures into discrete sonic events presented as quiet, disconnected resonances 

which appear almost as blemishes on the soundscape of the Civic Centre’s surroundings. The 

fragments are purposefully lowercase, played quietly and consistently and allowed to 

resonate fully before another harmonic idea is sounded. The inten1on behind this is to 

encourage the listener to hear the resonances in the context of the urban soundscape as 

they decay into the background. My focus in this work moved from a desire to write carillon 

music, to an interest in inves1ga1ng the human, experien1al side of the urban environment 

and the sounds therein which Giralt et al. describe as the ‘permanent protagonist[s]’ of 

urban space.149 This brought me back to the wider focus of this research – the role of sound 

in place experience. For me as a listener, the carillon is not an interrup1on into the 

soundscape, but a transient part of the urban soundscape of Newcastle and has a permanent 

role in the iden1ty I have ascribed to the city.  

 The gestural approach to the score of Ordinary Light could be compared to Morton 

Feldman’s Piano and String Quartet, where the ini1al chords played by the ensemble are 

separated by silences, though in contrast Ordinary Light employs indeterminate, instead of 

measured, silences.150 This gives the impression of disconnected harmonic moments which 

are actually closely related and trace mo1vic development throughout the piece. The 

harmonic resonances could also be considered a set of endnotes to the installa1on in the 

Arches, akin to the concept of endnotes employed in SIll Earth, UnsIll. The resonances are 

intended to be heard as disconnected events, not the connected movements of musical 

voices, but owing to the repe11on specified in the score, and the similari1es between the 

 
148 ‘Carillon Bells’, The Guild of Carillonneurs in North America, accessed August 2, 2023, 
hbps://www.gcna.org/carillon-bells. 
149 Giralt et al., ‘Convic<on and commo<on’, 182. 
150 Morton Feldman, Piano and String Quartet (Vienna/New York: Universal Edi<on, 1985). 

https://www.gcna.org/carillon-bells
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mo1ves of each event, there is the poten1al for making connec1ons upon close listening to 

the carillon. 

 The process of composing Ordinary Light was quite different from my earlier 

approaches. The complex overtones of the bells meant that significant experimenta1on 

through listening was required. Although certain intervals and gestures worked par1cularly 

well in one register, there was no guarantee that the same interval would work well in a 

higher or lower register. This is due to the different 1mbre of each bell and the stark 

difference between the tone of the lower, heavier bells and the smaller, lighter bells. Each 

harmonic idea, therefore, was closely reviewed un1l interes1ng resonances were discovered. 

This allowed me to write specifically for, and in a way that worked par1cularly well with, the 

Edith Adamson Carillon as it exists in its environment. 

Both components of Ordinary Light use dura1on in different ways. Where, in 

acousma1c music, resonances can be extended through digital manipula1on, in the acous1c, 

score-based component the dura1on of the gestures is dictated by the resonance of the 

physical bells and the volume of the urban noise. This creates a very different dura1onal 

experience to listening to the installa1on inside of the Arches. Paradoxically, the urban 

soundscape is infinite in terms of dura1on. While it changes over 1me, whether subtly or 

dras1cally, it remains a common background sound in the everyday life of those in the city. 

The bells, however, eventually stop resona1ng, and it is the carillonneur’s decision when the 

next event will take place, crea1ng a greater or shorter disconnect between one gesture and 

the next.  

One interes1ng development in the composi1on of the acousma1c component was 

the use of air sounds as textural material, tying in the drawn-out bell resonances in the 

soundscape with another public instrument, the organ. My interest in this connec1on was 

informed by Kali Malone’s Living Torch (2022), on which album Malone avoids the organ 

altogether, instead using the sustain of other instruments along with air sounds to create the 

impression of an organ.151 Malone combines bass clarinet, trombone and modular synthesis 

with air sounds mixed in such a way that it sounds like an organ registra1on of complex 

overtones with air moving through the pipes. Eva-Maria Houben’s Breath for Organ (2018) 

also explores the air sounds of the organ, but with a unique focus on the internal workings of 

the instrument, the components which provide the air to produce the instrument’s sound.152 

 
151 Kali Malone, Living Torch (Paris: Portraits GRM, 2022), CD-ROM. 
152 Eva-Maria Houben, Breath for Organ (Second Edi<ons, 2018), CD-ROM. 
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Houben portrays the air moving through the instrument as its most important aspect, 

making the pitches of the instrument secondary. The sound of air, usually part of the unseen 

mechanics of the organ, makes up the majority of the 75-minute piece. The focus for Houben 

is on the instrument’s process of crea1ng sound, instead of the consequence. 

These works provided me with another way of thinking about air sounds. While I had 

employed air sounds in other works like in the air of remembering, I had not considered the 

connec1on with the organ and its requirement to have air to make sound. I then started to 

employ air sounds as a textural device of their own in the Ordinary Light installa1on to 

explore the different rela1onships I could form. By layering the air sounds and the 

resonances of the carillon bells together, I was able to suggest a causal rela1onship between 

the two sounds, much like the movement of air through organ pipes might be audible 

beneath a resultant pitch. By disconnec1ng the sounds from one another,  I was able to 

create space for the different sonic elements to undergo their own  transforma1ons and, in 

the case of the air sounds, take on a more nuanced role in the texture.  

3.2.5 DocumenDng Place through Site Recordings 

The acousma1c component of Ordinary Light required a close recording of each carillon bell 

on the roof of the Civic Centre tower in order to achieve clarity and pick up the full 

resonance of each bell. I had ini1ally intended to achieve a clear, isolated recording of each 

bell, but I found that the recording had to include at least some noise from the streets below 

due to the volume of the urban noise. I decided to make this an element in the installa1on, 

as the impossibility of completely isola1ng each bell opened unexpected avenues in the 

process of construc1ng the textures of the soundwork. 

 In contrast, the recording of the carillon recital was carried out to document the 

performance of the scored component. This was carried out on the ground level of the Civic 

Centre Gardens in order to provide a glimpse into what the audience would hear during the 

performance, whilst acknowledging that the recording will never be able to replace the 

experience of hearing the carillon in person in the context of the city, listening to the bells 

resonate across the space and merge with the urban noise, decaying into the air. 

Interes1ngly, on the day of the recording, the sounds of nearby St. James’ Park could be 

heard during a football match, as could a passing air ambulance which momentarily creates a 

low drone against the carillon. These can be heard on the recording. The experience of 

hearing the instrument is conveyed vividly by Rombouts in Singing Bronze: 
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There auer all is s1ll the magic of the moment, of that instant in the city 
when you realize the tower is singing. The sounds mix with conversa1ons on 
the street; as you walk further, the music’s intensity changes, like a game of 
light and shadows; the notes bend to the swell of the wind or are given extra 
brilliance by the silence of the evening; and you search in vain for the name 
of that song hidden deep inside your memory.153 

 

The recording of the carillon recital aims to avoid the divide between us and the 

environment that David Michael warns of, where nature sound recordings exclude the ugly, 

abject and man-made in favour of a fantasy-like focus on the beau1ful.154 Where a high-

defini1on recording of the carillon completely removed from the sounds of the city would 

present the pure sound of the instrument unspoiled by ambient noise (something close to 

this might be possible from inside the tower directly beneath the bells), Ordinary Light 

presents the carillon as it is heard in everyday life – within the urban soundscape, one part of 

its many noises and sonic events. Although much of the experien1al informa1on of being 

present in the city is lost in the recording of the carillon, the recording was necessary as a 

form of documenta1on, and the limita1ons are acknowledged. 

 The recording does, however, capture a par1cularly good example of the of the 

con1ngent effects of Ordinary Light.155 From 20’02”–26’55”, a crow engages in dialogue with 

instrument, repea1ng the rhythms of the tolling mo1f played by the carillonneur. This 

illustrates the carillon component of Ordinary Light, which is for the fragments to become 

directly engaged with the sounds of surrounding city and the living creatures naviga1ng it 

(whether human or otherwise). A par1cularly interes1ng moment occurs at 26’46”, where 

the crow repeats the rhythmic pair played by the carillonneur instead of recalling the groups 

of four or five quavers from the tolling mo1f as it had previously done. This shows that the 

crow is reac1ng to the changes in the carillon music. 

 None of the recorded components of Ordinary Light seek the beau1ful or some 

fantas1c natural fic1on like the type David Michael warns against. The project as a whole 

explores a key part of Newcastle upon Tyne’s sonic heritage and the environment in which it 

 
153 Rombouts, Singing Bronze, 315. 
153 Schafer, The Soundscape, 317. 
154 David Michael, ‘Towards a Dark Nature Recording’, Organised Sound 16, 3 (2011): 207. 
155 A conJngent effect is an effect which does not have to take place, in contrast to a necessary effect which 
must take place if the condi<ons which necessarily cause it are met. A con<ngent effect may or may not take 
place because of an indeterminate cause (i.e., this effect, another effect, or no effect at all, could be produced 
by the cause). This effect may not take place again in the future, even if the same cause was to occur. See Peter 
Wolff, ‘Necessary and Con<ngent Effects’, The Review of Metaphysics 11, 2 (1957): 204–205. 
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is found, including the noise of people, manmade machinery and weather. Although this is 

work that was wriren for the Edith Adamson Carillon, the carillon does not find itself at the 

centre of the work, but as one part of a wider picture of urbanity. Unlike the overly-framed 

ecological fantasies that Michael describes, Ordinary Light does not edit out human noise – it 

is these noises which make the carillon a soundmark. 

3.3 Le Passage – Auber3n Organ, Newcastle University 

3.3.1 Overview of Le Passage 

Le Passage is a set of short movements which was composed during my explora1on of the 

organ as a public instrument. Each movement, and the overall 1tle of the work, take their 

names from the artwork of Kay Sage (1898–1963), the American Surrealist ar1st whose 

works ouen present desolated landscapes and haun1ng ves1ges of the past.  

My ini1al sketches for Le Passage stemmed from my interest in the organ as a public 

instrument, but one which, in contrast to the Edith Adamson Carillon, is found indoors in a 

specific type of public segng. Much like the carillon, the organ is subject to social changes, 

such as those seen during the na1onal lockdowns, where churches and other loca1ons in 

which the organ is found became inaccessible to the public. The organ, however, affords very 

different crea1ve interven1ons to those offered by the carillon, which drew me to composing 

for it. The instruments also have different types of audience, even though both instruments 

are intended for public listeners. The carillon’s audience is largely transient, whereas the 

organ arracts a purposeful audience, one which usually arends a church service where the 

instrument carries out a func1onal role, or a recital specifically to hear the organ in the 

loca1ons where it is fixed as part of the space’s architecture. 

My early sketches and works for organ in the context of this project enabled me to 

write some interes1ng music, including a set of three short movements (provisionally 1tled 

Three Pieces) which approached the organ’s historical context in different ways, for example, 

exploring how I could adopt more tradi1onal forms in the context of my own work. Although 

this was a useful exercise, like my early work for the Edith Adamson Carillon, the set of organ 

pieces did not truly engage with the instrument in the way I wanted it to, nor did it reflect my 

real interest in its sonic affordances. One of the movements included in Le Passage was 

developed out of materials from one of the original short pieces which focussed on more 

subtle organ registra1ons and close-voiced harmony (‘I Walk Without Shadow’). I had 

sketched out these ideas on the King’s Hall organ, designed and built by Auber1n, at 
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Newcastle University, an instrument affording a range of dis1nc1ve sonori1es not found on 

other instruments within the city. This lends the piece an in1macy, being up close with the 

organ in the space in which is it located. On developing out the materials, I briefly explored 

the idea of turning the piece into a duo for organ and flugelhorn but decided against this 

owing to where the fleshing out of the organ materials led. 

3.3.2 AuberDn Organ – King’s Hall, Newcastle University 

While an argument can easily be made that all organ works and performances are, to a 

certain extent, site specific, a dis1nc1on can be made between works which come to be 

played on a par1cular instrument and works which are wriren for a par1cular instrument. 

The difference is that the former brings a work to life using the unique palere of a par1cular 

organ’s stops (although the work could be played elsewhere), and the larer approaches a 

specific organ as a point of departure, where the instrument becomes integral to the 

composi1onal process and the intended outcome. 

Le Passage falls into the larer category as a solo organ work which explores the 

nuances of the Newcastle Auber1n as a unique public instrument rooted in place. The 

Auber1n organ has a dis1nct sonic palere and voicing unique to Bernard Auber1n and the 

mechanical ac1on of the stops allows for the subtle detuning of the ranks of the instrument 

by slightly shortening the distance the stops are pulled out of the instrument. There are no 

other instruments in the city with this ac1on; other modern instruments built with electro-

pneuma1c ac1on stops do not allow for such control of the air flow – the stops are either 

fully pushed in or pulled out. These characteris1cs were integral to the process of 

composi1on, and while the work could be transferred elsewhere for performance purposes, 

Le Passage is a site-specific organ work which, without the Auber1n organ, would not have 

come to frui1on. The same could be said of Ordinary Light; while the scored component of 

the piece could be transferred onto another carillon with some minor adjustments, the work 

was wriren with the Edith Adamson Carillon in mind and exploited its characteris1cs and 

resonant nuances. 

The Newcastle Auber1n is an interes1ng site-specific study, not least because it is the 

first Auber1n organ in the north of England and was only the third in the UK at the 1me of its 

installa1on.156 It is now one of four public Auber1ns in the UK, and remains the only UK 

 
156 ‘Custom-made organ crowns University’s restora<on project’, Newcastle University Press Office, accessed 
April 11, 2024, hbps://www.ncl.ac.uk/press/ar<cles/archive/2017/11/kingshallorgan/. 

https://www.ncl.ac.uk/press/articles/archive/2017/11/kingshallorgan/
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Auber1n which is not found in a university chapel or other religious building: King’s College 

Chapel, University of Aberdeen (2004); St. John’s College Chapel, Oxford (2008); King’s Hall, 

Newcastle University (2017); St Birinus, Dorchester on Thames (2023). 

This makes the instrument in Newcastle University unique, possessing a curated set 

of stops unlike its UK counterparts. The resonance of the King’s Hall is far removed from a 

large church or cathedral, meaning that the organ speaks in a way that is much more 

immediate. While the instrument can easily convey a very loud and rich sound with a full 

registra1on, it excels in more sensi1ve registra1ons using individual voices. The spa1al 

distribu1on of the pipes and the pitches they create is clearly obvious when hearing the 

organ in the room, as the semitones quite no1ceably jump back and forth between the sides 

of the casing. 

Although the Newcastle Auber1n is only a two-manual instrument with pedals (in 

comparison to its larger UK counterparts), it has a collec1on of dis1nc1ve stops offering  

varied registra1on op1ons, ranging from a sou and breathy Traversière 8’ (Traverse Flute) on 

the manual II to a loud pedal Bombasson 16’.157 

 

Pedal 

Bourdon 16 

Octave 8 

Bourdon 8 

Prestant 4 

2’+Mixture 

Bombasson 16 

Sacqueboute 8 

Manual I 

Montre 8 

Flûte à cheminée 8 

Suavial 8 

Trumpet 8 

Prestant 4 

Flûte 4 

Quinte 3 

DoubleIe 2 

Tierce 1 3/5 

Mixture 

Manual II 

Bourdon 8 

Traversière 8 

Dulzhorne 8 

Portunal 4 

Flageolet 2’ 

Quinte 1 1/3 

 

Table 3.16: The stop list of the AuberGn organ, King’s Hall, Newcastle University. 

 

 
157 Compare, for example, the stop specifica<on of the King’s Hall organ with the King’s College Chapel organ at 
the University of Aberdeen. See ‘Tyne and Wear, Newcastle upon Tyne, University of Newcastle King’s Hall, 
[H01027]’, The Na<onal Pipe Organ Register, accessed February 12, 2024, hbps://npor.org.uk/survey/H01027. 
See also ‘Grampian, Aberdeen, University of Aberdeen, King’s College Chapel, High Street, [E00974]’, The 
Na<onal Pipe Organ Register, accessed February 12, 2024, hbps://npor.org.uk/survey/E00974. 

https://npor.org.uk/survey/H01027
https://npor.org.uk/survey/E00974
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Given that Le Passage was wriren with this organ in mind, the choices of stops 

prescribed in the score (and used in the recording of the piece) are specific to the Auber1n 

organ. One of the affordances of site-specific instruments is the ability to explore their 

nuances, and this is something also seen with carillons, which vary greatly in their sound 

from instrument to instrument depending on the bell foundry and na1onal tradi1ons.  

3.3.3 Kay Sage and Le Passage 

The 1tle of the overall work is drawn from Kay Sage’s 1956 artwork of the same name, and 

those of the individual movements from some of Sage’s other works. Where Sage’s other 

works such as I Saw Three CiIes (1944)158 or The Fourteen Daggers (1942)159 contain figures 

which are sugges1ve of living beings (ouen as sheets caught in the wind or figures of stone), 

Le Passage (1956) shows an obviously human figure from behind looking out across a barren 

landscape.160 The idea of a ‘passage’ to be undertaken aligned with my research and the 

context in which I was carrying out the project, and there was a resonance between Sage’s 

work and the musical materials of the organ work.  

 

 
158 Kay Sage, I Saw Three CiJes, 1944, Oil on canvas, 92 x 71 cm, Princeton University Art Museum. 
159 Kay Sage, The Fourteen Daggers, 1942, Oil on canvas, 16” x 13”, Private ownership. 
160 Kay Sage, Le Passage, 1956, Oil on canvas, 91 x 71 cm. 
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Figure 3.17: Kay Sage’s Le Passage, 1956, Oil on canvas, 91 x 71 cm. © Estate of Kay Sage / DACS, 
London and ARS, NY 2024. Reproduced with permission.161 
 

 

 
161 Kay Sage, Le Passage, 1956, Oil on canvas, 91 x 71 cm. © Estate of Kay Sage / DACS, London and ARS, NY 
2024. Reproduced with permission. 
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While Sage’s artworks do provide some context for the work included in the por)olio, the 

music is not necessarily an expression of Sage’s pain1ngs. Sage’s work simply provides a 

means for rela1ng the music to the struggle portrayed by Sage in the last years of her 

pain1ng career. The ar1st’s encroaching blindness and the passage ahead signifies a 

fundamental shiu in Sage’s rela1onship with the world and the meaning she nego1ated 

through her experiences. The world, for Sage, and the ways in which she interacted with it, 

were in the process of becoming something very different, and the year 1958 saw her final 

pain1ngs completed. 

This becoming is expressed within the musical materials, the way they are developed 

and reinterpreted in the different movements of Le Passage, and the way the various tonal 

colours on the organ are employed. Like Sage’s work, too, there are common musical themes 

running throughout each movement which 1e them together.  

Each movement of Le Passage approaches the organ from a different tonal 

perspec1ve, using a unique registra1on and colour from the organ’s sonic palere. While the 

rest of the por)olio demonstrates different aesthe1c approaches in each work, for example, 

dura1onal approaches in the acousma1c works and more experimental or 1mbral 

approaches in the score-based works, the organ affords the possibility of a combina1on of 

these within a single work. While each movement bears a different 1tle drawn from Sage’s 

oeuvre, there are three movements with the same 1tle – Monolith I, II, and III.162 The use of 

the same 1tle between each of these three similar movements seeks to highlight their 

aesthe1c rela1onship. While the other movements of the work, such as I Saw Three CiIes or 

No Passing are short in dura1on and appear almost as miniatures, the Monolith movements 

subvert the expected dura1ons of the harmonies in favour of a more dura1onal approach, 

while doing so with fewer musical ideas than the other movements.163 These movements 

serve primarily as temporal interrup1ons to the flow of Le Passage and are presented with 

non-mensural nota1on directed to be played very slowly. The focus then shius from the 

progression of the musical lines to the sustained harmonies, allowing the voices of the organ 

to linger. 

In contrast, the other movements explore key melodic and harmonic mo1fs, using 

specific tonal colours of the instrument to bring these out. Each movement also bears a 

sub1tle which serves to describe the way more tradi1onal no1ons of form have been 

 
162 Kay Sage, Monolith, 1937, Oil on canvas, 36 3/8” x 26”, Albany Ins<tute of History and Art. 
163 Kay Sage, No Passing, 1954, Oil on linen, 51 1/4” x 58”, Whitney Museum of American Art. 
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adapted into this contemporary approach. See, for example, the prelude and postlude 

movement, I. I Saw Three CiIes and VIII. Tomorrow is Never, which bookend the work and 

knit together a number of the materials from other movements.164 There are also more 

purposefully dysfunc1onal explora1ons of form such as VII. Second Song,165 a two-part 

inven1on with alterna1ng 1me signatures which displace the harmonic resolu1ons of the 

lines, and VI. The Unicorns Came Down to the Sea which presents moments reminiscent of a 

pastorale, though the resul1ng soundworld is far removed.166  

3.4 Conclusion – Public Instruments and Place 

Public instruments offer unique opportuni1es for site-specific interven1on and place 

engagement. The projects focussed on the Edith Adamson Carillon and the Newcastle 

Auber1n organ demonstrate how sound can bring about a sense of place and meaning and 

engage with place heritage to further contextualise crea1ve prac1ce. While the instruments 

exist in different types of public spaces, both were used to mediate a sense of place which 

was grounded in their unique characteris1cs and contexts. 

 The previous chapters focussed on exploring place and how sound contributes to the 

meanings and iden11es nego1ated through human engagement with the surrounding 

environment. In Chapter 4, the musical materials developed in the por)olio are the focus of 

place. The types of place generated by musical mo1ves and pitch centres in the por)olio 

works are explored, and a reinterpreta1on of landscape is employed to introduce a novel 

approach to musical structure and the poten1al for intertextuality between works using 

score-based soundmarks.   

 
164 Kay Sage, Tomorrow is Never, 1955, Oil on canvas, 37 7/8” x 53 7/8”, The Metropolitan Museum of Art. 
165 Kay Sage, Second Song, 1943, Oil on canvas, size unknown, The Santa Barbara Art Museum. 
166 Kay Sage, The Unicorns Came Down to the Sea, 1948, 36 1/4” x 28 1/4", Philadelphia Museum of Art. 
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Chapter 4. Musical Materials as Places 

4.1 Soundmarks in Score-Based Music 

4.1.1 Musical Materials as Soundmarks 

This chapter explores soundmarks in the context of score-based music and outlines how the 

soundmark as a metaphor for musical mo1ves can be used to mediate a sense of place 

through the construc1on of musical landscapes. Musical ‘places’ are described as a means of 

considering musical materials and how these might contribute to the overall landscape of a 

work. This chapter also provides a basis for moving beyond a purely poe1c applica1on of the 

soundmark (describing mo1ves and pitch centres as markers in the musical landscape) by 

further analysing the experien1al nature of the soundmark and how this can be convincingly 

translated into score-based prac1ce.  

Previously, the soundmark was described as a sound which becomes symbolic of a 

par1cular loca1on for an individual or a community through refrain, the repe11on and 

becoming-expressive of a sound to signify a territory.167 In the case of a score-based work, 

the returning mo1vic materials and pitch centres can be considered key markers of musical 

place which contribute towards its perceived iden1ty. While this may ini1ally seem like an 

alterna1ve approach to describing the musical materials from an analy1cal perspec1ve, 

when considered in light of the way a soundmark is experienced and the nature of the 

repe11on, the score-based soundmark as a composi1onal tool becomes more nuanced. 

 When a soundmark is said to be embedded through repe11on (for example, the 

sound of the carillon bells ringing), any repe11on is not an iden1cal reproduc1on. It contains 

the ‘Idea’ of, for example, carillon bells, but can never be precisely the same as it was.168 We 

might say that the second ringing of carillon bells evokes a memory of the first ringing for the 

listener, and even if the mo1f of the soundmark is the same, the repe11on includes an 

innate difference, building upon the previous experience of the Idea. This more clearly 

provides a star1ng point for describing my approach to the musical materials of the works 

below, where the mo1vic materials shared across the works are repeated (becoming 

 
167 Deleuze and Guabari, A Thousand Plateaus, 347. 
168 Deleuze considers two forms of repe<<on. The first concerns the repe<<on of the concept or 
representa<on, which for Deleuze is a sta<c or ‘bare’ repe<<on (for example, hearing bells ringing but at 
different cathedrals where bellringing is the bare, but recognisable concept). The second form of repe<<on is 
the concern above, which Deleuze describes as an authen<c, evolving repe<<on, ‘crea<ve of a dynamic space 
and <me which corresponds to the idea’ which contains différence. See Gilles Deleuze, Difference and 
RepeJJon, trans. Paul Pabon (New York: Columbia University Press, 1994), 24. 
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soundmarks which are indica1ve of a par1cular musical place), but the repe11ons contain an 

‘instability’ – the same ini1al mo1vic material is employed in each work, but the différence 

lies in the development of the materials in the individual contexts.169 

 The soundmarks employed in the musical works discussed below are a result of these 

intertextual rela1onships, but it is important to recognise that musical places can also come 

about in individual works because of the ways in which musical elements are employed (for 

example, pitch centres as points in a musical landscape and the endnote as a structural and 

narra1ve device). Where Scheuregger and Euhymiou opt to describe musical place as an 

architecture, one constructed by a composer in terms of form and structure, I use the 

metaphor of landscape throughout this exegesis as it more easily translates into the human 

percep1ons of the environment, whether discussing the landscape of natural or manmade 

sites.170 Architecture as a metaphor for musical place is not necessarily a problema1c one 

given that form and structure have clear linguis1c 1es to physical, manmade structures, but 

landscape offers a closer parallel to the way in which I comprehend sound and aligns with 

the no1on of soundscape as an aural expression of space in the context of this research. 

Musical materials as places, then, can be thought of as the punctua1ons in the sonic 

landscapes of the works, those things that (in the physical world) lend the landscape a sense 

of shape, character, and meaning, and contribute to its pla1ality. 

4.1.2 Musical ‘Places’: MoDvic ConstellaDons in Into Convergences 

The development of mo1vic materials and their pitch centres as they become expressive and 

connected are used throughout the por)olio as markers of place. Into Convergences, in 

conjunc1on with bloom and splinter, demonstrates the ways in which these musical 

materials can signify place and assume the role of soundmarks through intertextuality, 

repe11on, and development. This prepares the way for a novel method of delinea1ng 

connec1ons between musical works, where one parent work can be related to another by 

way of soundmarks. 

Musical mo1ves become significant over the course of a musical work as sound takes 

on meaning ‘beyond itself’ through auditory experience.171 Like with Deleuze and Guarari’s 

 
169 Deleuze, Difference and RepeJJon, 24. 
170 Mar<n Scheuregger and Liyha Eyhymiou, ‘Audience Percep<on in Experien<al Embodied Music Theatre’, 
ACT – Zeitschrie für Musik und Performance 10 (2021): 12. 
171 Ian Cross and Elizabeth Tolbert, ‘Music and Meaning’, in The Oxford Handbook of Music Psychology, eds. 
Hallam et al. (Oxford: Oxford University Press, 2016), 33. 
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rhizome, the experience of hearing the music unfold offers the possibility for mul1ple 

connec1ons and meanings to be nego1ated. Musical mo1ves as places are established in 

Into Convergences through the becoming of the musical materials during the process of 

‘working out’.172 Conceptually, this work was inspired by my experience of the flight parerns 

of birds during the relaxa1on of the first na1onal lockdown restric1ons while I was out 

walking in Watergate Forest Park, Gateshead. 

In the process of working out the musical materials as they become expressive, we 

can say that as a work starts to gain an iden1ty for the composer and enters into a dialogue 

with them, a meaning beyond the notes in the score is established and the collec1ve ‘work’ 

becomes territorialised.173 The figures discussed below set out the main materials which 

become the subject intertextual development between Into Convergences and bloom and 

splinter, and also demonstrates how musical places were constructed within the work itself. 

 

 

 

 
Figure 4.1: bb. 1–2 of Into Convergences, showing the iniGal moGf which is spun out throughout the 
work. 
 

 
172 Edvin Østergaard focusses on the becoming of music from a prac<cal perspec<ve, posi<ng how materials are 
worked out in a complex crea<ve space which affords both inten<onal structuring and an openness for works to 
unfold. See Edvin Østergaard, ‘Tuning in on the Becoming of Music’, Open Philosophy 4 (2021): 199. 
173 Deleuze and Guabari, A Thousand Plateaus, 348. 
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The chordal mo1f taken from bb. 1–2 in the figure above appears throughout Into 

Convergences and is reconstructed in different ways. The figure below shows pointed chordal 

moments where the emphasis is placed upon sustained sound (drawn from the viola Bb in 

bars 1–2 which underpins the moving voices in the texture). These moments are like puncta 

in the score, points of textural clarity and harmonic luminosity where movement 

momentarily subsides. Moments like this are used, in some ways, like deep breaths for the 

ensemble, but at other 1mes are used as springboards for further mo1on and development. 

Take, for example, the resonant, calmer itera1on in bars 62–64, shown below: 

 

 
Figure 4.2: bb. 62–64 of Into Convergences, showing how chordal ‘breaths’ are used as a 
soundmark. 
 
Compare the above with the figure below, where the harp and vibraphone chords work 

together to underpin the other moving voices: 
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Figure 4.3: bb. 65–68 of Into Convergences, where the chordal ‘breaths’ are used as a springboard 
for more energeGc movement in the other voices. 
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The harp and vibraphone chord in bar 65 suggests of a stalling of mo1on, the expecta1on of 

which was set up in bars 63–64 (see Figure 4.2), only to be subverted in bar 66 by the sudden 

thickening of the texture and louder dynamics. The process of destabilising the chordal mo1f 

con1nues in bar 81, where the instruments are given less space to resonate: 

 

 
Figure 4.4: bb. 78–81 of Into Convergences, showing how the chordal ‘breaths’ are destabilised. 

 

Rela1ve stability is not achieved again un1l towards the end of the work, where a string of 

regular quaver chords sound one auer the other in an almost overstated fashion, though at a 

quiet, restrained dynamic: 
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Figure 4.5: bb. 142–145 of Into Convergences, where the chordal ‘breaths’ are overstated using 
repeated quavers at a low dynamic. 
 

4.1.3 MoDf and Pitch Centre in bloom and splinter 

bloom and splinter is related to its parent work, Into Convergences, through its treatment of 

the musical materials employed in the work, and uses pitch centres as markers of the musical 

places that are cul1vated in the course of spinning out the materials. This sec1on focusses on 

the pitch centres employed in bloom and splinter, followed by a discussion of the intertextual 

rela1onship with Into Convergences. 

 If pitch centres are considered points of reference or anchors in a musical work – the 

puncta (singular: punctum) which ‘shoot out of’ musical textures and become markers of 

phrase or form – then they may also be described as characteris1cs in the landscape of a 

musical work.174 These moments of punctua1on or instances of par1cular melodic or 

harmonic importance are used in the score-based music included in the por)olio as place-

making devices, demarca1ng territories of mo1vic development around a central pitch or set 

of pitches.175 As pitch centres are par1cularly important to my musical vocabulary as a way of 

grounding the music in the absence of an overall tonal or modality, it is necessary to 

understand how these pitch centres func1on as places which the music visits, or more 

 
174 Barthes’ punctum can be used here to describe those crucial aspects of the music which stand out as 
markers of place. Where Barthes’ studium might be the general course of the music without its ability to 
‘wound’ or ‘prick’, the puncta of the music present themselves as anchors in the tapestry. See Roland Barthes, 
Camera Lucida: ReflecJons on Photography, trans. Richard Howard (New York: Hill & Wang, 1981), 26. 
175 Scheuregger and Eyhymiou, ‘Audience Percep<on in Experien<al Embodied Music Theatre’, 14. 
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importantly, becomes. Following Scheuregger and Euhymiou, who describe the spaces that 

are opened up through the repe11on of pitch material or formal sec1ons (spaces which have 

the poten1al to form musical place through audience experience), the following sec1on 

details two examples of how pitch centres are used in the por)olio as soundmarks to 

demarcate musical place, and how similar approaches to gradually devia1ng from these 

central pitches at different speeds yield two contras1ng aesthe1c results.176 

 Although bloom and splinter is one of the shorter works presented in the por)olio, it 

relies heavily on pitch centres to ground the musical places that are constructed over the 

course its performance. The soundmark Ab–Gn is the most prominent, and is used as a focal 

point to which the music ouen returns auer pulling chroma1cally away from the primary 

pitch centre Ab. 

 

 

Figure 4.6: The returning viola moGf centred around Ab from bloom and splinter. 

 

The returning viola mo1f of bloom and splinter shown above, is presented throughout the 

piece using degrees of light bow pressure, which gives the mo1f a dis1nc1ve 1mbral quality; 

while the volume of the mo1f is fairly quiet, the light bow pressure creates an airy, overtone-

rich sound, contras1ng the warmer quali1es of the flute and clarity of the harp that surround 

the viola mo1f. My use of this technique was informed by Anna Thorvaldsdogr who uses it 

to par1cularly interes1ng effect in Sola (2019), a work for solo viola and electronics.177 

Where Thorvaldsdogr ouen uses the technique as means of transi1oning from one sound to 

another (such as light bow pressure to ord.), I employ the technique as a means of returning 

to the soundmark of the ini1al pitch centre of the piece, Ab, which is shadowed by the 

harmonic sounding Gn a minor seventh above. Even in cases where the soundmark does not 

reappear, the use of the technique elsewhere signals a return to the ini1al quiet and 

unsteady state of the beginning of the work. One example of this is in bar 58, where the 

 
176 Scheuregger and Eyhymiou, ‘Audience Percep<on in Experien<al Embodied Music Theatre’, 11. 
177 Anna Thorvaldsdotr, Sola (London: Chester Music, 2019). 
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minor seventh interval on Cn and Bn is used as a fragmented mo1f to prepare for the 

resolu1on of the work three bars later. 

The secondary pitch centres of the music are reached by straying away from the 

primary Ab pitch centre, and can be pinpointed in the music at key moments. A reduc1on of 

the first half of bloom and splinter below shows the pitch centres that guide the 

development of the piece. 

 

 
Figure 4.7: A reducGon of bb. 1–33 of bloom and splinter, showing the primary pitch centres 
reached by way of chromaGc descent. 
 

These devia1ons from the primary pitch centre, Ab, occur quickly in the work (which lasts 

approximately five minutes in performance), meaning that each transi1on is significantly 

condensed in comparison to, for example, the scored component of Ordinary Light, in which 
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pitch centres are significant markers of musical development over the course of the 

dura1onal work. The concentrated pitch centres in bloom and splinter become expanded in 

dura1on in Ordinary Light, and the devia1ons from the central pitches are carried out more 

gradually. As the inten1on of Ordinary Light is to present mul1ple repe11ons and the slow 

development of musical fragments, the changes in pitch centre are conveyed through more 

restrained shius in harmony away from a central mo1f.  

In comparison to bloom and splinter, the live-performed carillon component of 

Ordinary Light is much longer and quieter and plays a different role in the overall course of 

the music to the instruments in bloom and splinter. As a trio, the instruments of bloom and 

splinter quickly spin out the mo1vic material (the material spun out is borrowed from Into 

Convergences as a form of intertextuality), stopping the music from serling in one place. The 

carillon’s role in Ordinary Light, however, is to become a part of the urban soundscape, 

presen1ng discrete sonic events which become one of many other sounds; the dura1onality 

of the music means that music is always able to serle as the fragments repeat. Although the 

aesthe1c and dura1ons of the music are necessarily different, however, the process of 

gradually devia1ng from the primary pitch centre is comparable to bloom and splinter but on 

a much more drawn-out scale, as is the frequent return to a central mo1f which is intended 

to re-ground the primary pitch centre of the music. The returning mo1f from Ordinary Light 

is shown in the figure below and, like the ini1al viola mo1f in bloom and splinter (see Figure 

4.7), might be considered the most common characteris1c of a landscape which is 

punctuated by the puncta of changing pitch centres and other mo1vic ideas. 

 

 

Figure 4.8: The returning carillon moGf centred around An from the score of Ordinary Light. 

 

The An pitch centre in the main carillon mo1f shown above is heard more as an overall minor 

modal soundworld based on An instead of a single pitch centre, or as a mo1f focussed on Cn 

(which appears with greater frequency), owing to the complex overtones tuned into carillon 
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bells and the longer resonance of the lower bells. This is a unique affordance of the carillon, 

where the resonances allow the overtones to build up into their own consequent harmonic 

texture below what is actually being played by the carillonneur on the clavier. 

4.2 Intertextuality as Soundmarking in Musical Place 

Two sets of works were used to develop my approach to soundmarking through 

intertextuality, bloom and splinter and Into Convergences, and The Dying Earth Prayers and 

String Quartet No. 2, “Paralysed City”. The former works of each set employ mo1vic 

materials from their larger parent works, recontextualising the materials to cul1vate 

contras1ng musical places in ways which were not feasible in the larger works. The 

soundmarking of the mo1vic materials is brought about through the rela1onships between 

the different musical places, and the repe11on and différence of the ini1al musical ideas. 

Much like the soundmarks of the city are embedded through repe11on, the reappearance 

and recontextualisa1on of the musical mo1ves in two different works creates a rela1onship 

which can bring about musical soundmarking. Score-based soundmarks can be thought of as 

markers which points towards the aspects of the musical works which relate their musical 

places to one another, much like a soundmark in the city points signifies its importance in the 

wider soundscape. The intertextuality offered through a focus on mo1f offers fer1le ground 

for future research by construc1ng larger constella1ons of intertextual rela1onships across 

mul1ple works. 

4.2.1 Examples of Intertextuality in Into Convergences and bloom and splinter 

The overstated quaver mo1f from Into Convergences became the star1ng point for bloom 

and splinter, which is presented at the beginning of the work along with the viola soundmark 

(see Figure 4.6). The quaver mo1f struck me as having par1cular poten1al for development 

as it could not be spun out further in Into Convergences due to its role in bringing the 

chamber work to a close; bloom and splinter offered an arena in which to carry out this 

explora1on. 
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 Figure 4.9: bb. 142–144 of Into Convergences, showing the harp moGf which overstates the chordal 
‘breaths’ from earlier in the work. 
 
 

 
Figure 4.10: A reducGon of bb. 2–4 of bloom and splinter, which shows the harp moGf drawn from 
Into Convergences, and the viola pitch centre which is used as a soundmark through the piece. 
 

Like in Into Convergences, the harp presents the quaver mo1f in bloom and splinter and is 

used to explore the possibili1es that the musical materials afford. This adds a further 

dimension to the musical place presented in bloom and splinter, where the soundmark of the 

viola intersects with the intertextual reference to Into Convergences. The harp material for 

the whole work is largely based around the quaver mo1f in the figure above, which 

underpins the other materials presented by the viola and flute. 

 From bar 41, the music becomes more insistent, and the mo1f below is introduced 

and then passed between the voices in various forms un1l bar 51: 

 

 
Figure 4.11: The semiquaver quintuplet moGf from bar 41 of bloom and splinter, flute voice. 
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This mo1f is modified from the mo1f first appearing in bar 5 of the viola in Into 

Convergences, shown below. While the mo1f seems almost insignificant in the overall 

texture of the music in the opening bars of the work, the mo1f is developed throughout Into 

Convergences and becomes a more important component of the music as it is spun out. 

 
Figure 4.12: Examples of the development of the original semiquaver quintuplet moGf, spun out by 
the chamber ensemble throughout Into Convergences. 
 

The mo1f from bar 5 of Into Convergences becomes significant in the musical place cul1vated 

and is eventually developed out into a five note cascading mo1f which moves across the 

voices throughout the work. In bloom and splinter, the general shape of the mo1f is altered 

(with the note order being high-low-high-low instead of low-high-low-high) and it is spun out 

as a cyclical, rising mo1f that builds the main melodic tension in the work. 

 Both versions of the mo1f also appear in The Dying Earth Prayers, which was wriren 

around the same 1me as Into Convergences. The mo1f, then, appears as an intertextual link 

between Into Convergences and the two inves1ga1ve works in this part of the por)olio, 

bloom and splinter and The Dying Earth Prayers, connec1ng the musical places conveyed in 

each work while allowing each to present a unique explora1on the mo1vic material, 

independently of how it was spun out in the larger parent works. 

 Although the mo1vic materials used in the process of composing intertextuality as 

described above are, in some ways, like the leuover materials described in Chapter 2 in 

rela1on to the abandon works, soundmarking through intertextuality purposefully employs 

important materials from a par1cular work in order to create a network of rela1onships. 

Unlike the leuover recorded viola and flugelhorn fragments from (never) abandon, which 

were used to create abandon I and abandon II, the intertextual references in The Dying Earth 

Prayers and bloom and splinter, are materials taken directly from the main mo1ves of the 

parent works they are 1ed to.  

4.2.2 Examples of Intertextuality in String Quartet No. 2, “Paralysed City” and The Dying 
Earth Prayers 

The Dying Earth Prayers was wriren at an earlier stage in this research project than bloom 

and splinter, and therefore played a more exploratory role in understanding how musical 
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mo1ves could be used intertextually. The shared musical ideas with my second string quartet 

stemmed from sketches that I had developed in the course of composing the string quartet 

but which were not worked into the piece. Composing The Dying Earth Prayers presented an 

alterna1ve context in which I could frame my textural and structural approaches, and this 

became a key aspect of the piece when deciding which materials to work with and how to 

employ them.  

The string trio is around the fiuh of the length of the string quartet, presen1ng more 

in1mate and condensed exposi1ons of the textures and structures (the difference in dura1on 

makes the string trio akin to a miniature, where the string quartet is a full-length work). 

Texturally, the string quartet takes 1me to construct tapestries of moving contrapuntal voices 

which move in and out of focus as they come together and diverge. This is mirrored in The 

Dying Earth Prayers where, albeit on a smaller scale, the string trio works towards becoming 

an ensemble instead of three dis1nct soloists. Much like the string quartet, it is ouen the 

case that the voices of the trio converge, only to quickly splinter again due to the 

interrup1ons of more angular mo1ves. The figure below shows how the voices of the string 

trio begin to converge and then diverge over the course of 16 bars, with some of the voices 

interjec1ng with a staccato semiquaver mo1f which is meant to be conveyed as outside of 

the main pulse of the music. 
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Figure 4.13: bb. 55–67 of The Dying Earth Prayers, showing how the voices gradually converge by 
bar 61, only to splinter apart again from bar 63 onwards. 
 

This process occurs on a larger scale in String Quartet No. 2, “Paralysed City”, and ouen with 

more sudden contrasts between phrases where the voices move together and the voices 

move independently outside of the pulse. In the figure below from the quartet’s first 

movement, the voices move as a unit un1l bar 168, where they immediately become 

disconnected. The angular material and poin1llist texture are then suddenly restated in bar 

171, where the entry of something more like bar 173 would have been expected given the 

previously more restrained tone of the music leading up to bar 168. 
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Figure 4.14: bb. 160–173 of String Quartet No. 2, “Paralysed City”, first movement, showing the 
contrast between the voices moving as a unit, and the voices moving as independent points in the 
texture. 
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Another instance of the voices moving in and out of focus occurs in the string quartet 

following a metric modula1on in the fourth movement, where the music immediately 

changes to a faster tempo, but the violins’ music is wriren to appear as if they had not yet 

moved into the new tempo. This gives the impression of two simultaneous tempi with the 

voices moving as duos un1l bar 131, when the instruments start to move more 

independently and push towards the disjointed, fran1c ending of the work a few bars later. 
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Figure 4.15: bb.123–134 of String Quartet No. 2, “Paralysed City”, fourth movement, where the 
violin music is wri`en to sound as if it had remained in the previous tempo from bar 128. 
 
 
In The Dying Earth Prayers, this occurs at a point where the violin and viola are moving as a 

duo and passing an angular, staccato line between their voices, opening up a space for the 
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violoncello to pull away from them in bar 46 to present a more expressive, lyrical line outside 

of the pulse of the other voices. 

 

 
Figure 4.16: bb. 38–51 of The Dying Earth Prayers, where the violoncello moves outside of the 
pulse of music to present a lyrical line, before re-joining the ensemble. 
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Following the understanding I gained from composing The Dying Earth Prayers, I was able to 

fully realise the intertextual approach that I had been developing, using selected mo1ves 

from Into Convergences from the outset and spending 1me working with them outside of the 

chamber work’s musical place. This led to me being able to reframe the musical materials 

and take them in a new direc1on, while s1ll retaining the crucial aspects of the materials that 

would connect them to Into Convergences. 

4.3 Experien3ally Guided Performance of in the air of remembering  

in the air of remembering, like the works described above, focusses on developing dis1nc1ve 

musical places, but in this case is achieved through an explora1on of the 1mbres and unique 

affordances of the instruments. The in1mate interac1ons of the duo becomes a central 

theme, which construct and deconstruct musical phrases based on mul1phonics and close 

dissonance. in the air of remembering was workshopped at the Royal Musical Associa1on 

Annual Conference (Nogngham University, 16 September 2023) by rarescale, which was a 

key milestone in the development of the piece. The musical materials presented in the score 

allow for the performers to nego1ate the way in which the interac1ons between the 

instruments play out in an experien1ally-led performance which leaves space for in-

performance reac1vity and crea1ve interven1on. While the metric structure of the work 

seems specific at first glance, the performers are instructed to feel the changes in the sound 

which guides the progress of the performance; the harmonic interac1ons between the 

instruments becomes more important than the prescribed dura1ons on the page, and the 

materials benefit from an immersive, experien1ally-guided approach rather than one which 

rigidly reproduces the nota1on. 

4.3.1 MulDphonics as MoDvic Device 

 The overtones produced by the mul1phonics of the bass flute are con1ngent upon 

the fingerings used by the performer, in combina1on with the way the air moves through the 

instrument. in the air of remembering uses legato transi1ons between mul1phonics to create 

a sense of transi1on and becoming, and these are achieved by choosing two different 

mul1phonics which use similar fingerings. These are somewhat unpredictable in prac1ce, but 

in consulta1on with Carla Rees’ The Kingma System Bass Flute: A PracIcal Guide for 

Composers and Performers (2013), I was able to predict the mul1phonics that the fingerings 
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would produce, while s1ll leaving space for the performers to shape the material.178 The 

resul1ng interac1ons linger on the threshold of connec1on and disconnec1on, where the 

performers navigate the musical materials according to how they are produced in the 

moment. If a mul1phonic does not resonate as well as another because of the air flow at 

that moment, the sound will decay, and the music will move forward more quickly; on the 

other hand, if a performer deems that a par1cular moment should be held to open up space 

for resonance, then this is communicated at the 1me. The performers, as well as playing the 

music on the page, are tasked with reac1ng to the sound of their instruments in the space. 

This is something that, while usually an unspoken aspect of performance, is given an arena 

for inves1ga1on and crea1ve interven1on here. 

 The conference workshop enabled me to receive feedback on the work which 

developed my understanding of the instruments and led to some refining of my ini1al 

crea1ve choices. I removed unnecessary performance direc1ons from the score which had 

made certain aspects logis1cally difficult to execute or had been over prescrip1ve and s1fled 

the performers’ ability to be fully immersed in the experien1al side of the performance. I 

heard directly from the performers about their nota1on and wriren direc1on preferences, 

and this resulted in the finished work employing the affordances of the instruments more 

convincingly. 

While the work was commended for its approach to the low flutes and the resonant 

soundworld the material opened up space for, my understanding of mul1phonics and the 

way the flute player controls them was developed. As such sounds require the controlled use 

of breath in order to bring about the overtones above the fundamental, a performer would 

not use vibrato. The use of vibrato disrupts the airflow into the instrument, affec1ng the 

already temperamental and unpredictable mul1phonic being sounded. In bars 6 and 67, the 

mul1phonic shown below is used a means of ending key phrases; the isolated sound follows 

a short silence in the phrase and is followed by a long silence.  

 

 
178 ‘The Kingma System Bass Flute: A Prac<cal Guide for Composers and Performers’, Carla Rees, accessed 
February 15, 2024, 2013, hbp://www.bassflute.co.uk/. 

http://www.bassflute.co.uk/
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Figure 4.17: The drai performance direcGons for bar 6 of in the air of remembering. 

 

The mul1phonic was given the direc1on ‘as steady as possible (without vibrato)’ in the drau 

version of the score. Following the workshop, I removed this direc1on and instead opted for 

a clearer framing of the sound to communicate the desired effect. The mul1phonic is now 

framed as a sound which rises out a momentary silence and then dissipates, using a niente 

marking.  

4.3.2 The Use of Microtones on Low Woodwinds 

While microtones are possible on both the bass flute and bass clarinet, I had asked 

for the use of some microtones which were not possible on the instruments’ low registers. 

The workshop gave me a berer understanding of the construc1on of the Kingma System 

bass flute and the arrangements of the keys to produce different pitches. It is not possible to 

play microtones below a low D on the bass flute, and microtones around this register 

become more difficult due to their fingerings; I had prescribed a microtone in this lower 

register in the drau version of the score bar 55.  

 

 
Figure 4.18: Bass flute microtones in bb. 55–56 of the drai version of in the air of remembering, 
the second of which was removed. 
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In this case, the shape and effect of the musical phrase was more important than the 

microtone, so the microtone was removed. This was also done in bar 64 of the bass clarinet, 

where the microtone was not possible to play. 

 

 
Figure 4.19: A bass clarinet microtone in bb. 64–65 of the drai version of in the air of 
remembering, which was removed. 
 

4.3.3 Microtonality on the Baroque Flute 

Baroque Flute was used in second movement of the work to provide a 1mbral and registral 

contrast. The instrument is wooden and is not equally tempered, which provides the 

opportunity to include microtonal inflec1ons. Instead of automa1cally matching the 

temperament of the clarinet in performance, the flau1st is directed to control the angle of 

air flow into the instrument to play specific microtones, the pitches of which are provided 

with a key in the preface to the score. This is a unique affordance of this period instrument 

used in a contemporary context.  

In the drau of the score, the baroque flute wri1ng only touched on the surface of the 

instrument’s melodic possibili1es, shown in the figure below. 
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Figure 4.20: bb. 36–42 of the drai version of in the air of remembering, which did not employ 
microtones in the baroque flute voice. 
 

The changes made to the score highlighted the harmonic and 1mbral strengths of each 

instruments, resul1ng in a work which was more coherent and informed. This then allows for 

a much more focussed discussion with performers on how to bring the work to life. 

 

4.4 Structure as Landscape: Score-Based Endnotes in SDll Earth, UnsDll 

4.4.1 Fractured or Non-Linear NarraDves 

This sec1on explores how musical place can be formed using a reinterpreta1on of endnotes 

for use in music scores which affects the narra1ve and structure of a work. In the sec1ons 

above, musical place was formed through the use of pitch centres and musical mo1ves, and 

the ways in which the materials become expressive. This links to the discussion in Chapter 3 

about the soundscape of the ci1es, and how soundmarks become symbolic of a place and 

territory. This was adapted above to provide a means for understanding how significant 

musical moments can become the puncta in the overall texture and course of a musical work 

playing out. In this sec1on, the musical places in SIll Earth, UnsIll are explored to provide 

another approach to composing place which is focussed not just on the musical materials, 

but on the approach to musical structure.  
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 SIll Earth, UnsIll places par1cular emphasis on its non-linear narra1ve structure 

which has implica1ons for the visual aspect of the performance of the work for those 

experiencing it. The use of endnotes as a structural tool creates a new sense of narra1ve 

which enforces planned interrup1ons in the musical materials. The endnotes employed in 

the work are located in the back of the score away from main movements; their purpose is 

comparable to literary endnotes, but in the form of nota1on. The endnotes are signalled 

using superscript numbers above the stave, just as they would be marked in a wriren text. 

 

 
Figure 4.21: bb. 14–21 of SCll Earth, UnsCll, showing an example of a superscript number in bar 20 
which signals an endnote. 
 

In the course of the performance, a performer must stop when they reach an endnote 

number of above stave, turn to the back por1on of the score, and perform the corresponding 

endnote. The performance notes in the front marer of the score s1pulate that these must 

not be printed out independently of the main score but must be moved between during the 

performance by turning back and forth through the pages of score. 

 

 
Figure 4.22: The corresponding endnote from the previous figure (4.21). This is the first endnote 
that appears the score, aier which the player returns to the secGon of the main score where they 
paused the performance and conGnues. 
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The use of endnotes creates an alterna1ve narra1ve to that of a tradi1onal score where, 

instead of the performer presen1ng a linear narra1ve from the first to the last page of the 

score, the act of moving between the front and back por1ons of the score becomes integral 

to the narra1ve. The disrup1on to the linearity of the music and to the visual performance 

makes the experience of the piece different to if the endnotes had simply been included as 

part of the main body of the score. The following sec1on explores how I developed the 

endnote approach to structuring the music of SIll Earth, UnsIll, and the unique musical and 

narra1ve possibili1es this offers. 

4.4.2 TranslaDng Endnote FuncDons: David Foster Wallace’s Infinite Jest 

Although one of the significant implica1ons of using endnotes is structural – the nota1on is 

presented in two parts connected through the performance process (the main score in the 

front and the endnotes at the back) – endnotes serve a more complex func1on which allows 

for the further development of the musical materials which appear in the main part of the 

score, where their development in the main course of the music might seem inconsistent or 

inappropriate, or where more 1me needs to be spent exploring a musical mo1f. This 1es 

back into the literary use of endnotes, where endnotes serve mul1ple purposes.  

 David Foster Wallace (1962–2008) uses endnotes in Infinite Jest to generate a unique 

approach to narra1ve which disjoints the tradi1onal novel-reading experience; like in SIll 

Earth, UnsIll, the use of endnotes and the need to go back and forth between them 

becomes the narra1ve of the work. Wallace, an American author well-known for his use of 

complex sentence structure and literary approaches, is arguably most renowned for his use 

of (at 1mes, very extensive) endnotes and footnotes in order to provide further details to his 

novels, affec1ng the way they are approached by the reader. While footnotes were used 

extensively in his final novel, The Pale King, which was published posthumously, it is in his 

most well-known novel Infinite Jest that Wallace employed endnotes as a means of 

disrup1ng the structure of the work.179 Infinite Jest, aside from its extensive use of endnotes 

in the back 97 pages of the novel, is known for its length, complexity of language, and 

challenging wri1ng style.180 Not only does Wallace employ over 388 endnotes, some of 

which extend more than 15 pages of and have their own footnotes (and sub-footnotes), but 

much of the novel is non-chronological, making a first readthrough par1cularly challenging. I 

 
179 David Foster Wallace, The Pale King (London: Penguin Books, 2012). 
180 David Foster Wallace, Infinite Jest (London: Abacus, 1997). 
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found the experience of reading and rereading the novel par1cularly interes1ng from the 

posi1on of a composer as the use of endnotes posed unique poten1al for approaching 

musical structure. 

 Transla1ng Wallace’s approach into the score as a primarily non-linguis1c domain was 

an interes1ng task which led me to devising a way of employing endnotes via musical means. 

The text of an endnote, for example, could be re-imagined as a diversion to a smaller sec1on 

of music in another part of the score, having an impact on the way the score was navigated 

and performed. The approach to using separate sec1ons of interconnected music which 

contribute towards a complete narra1ve relates, to some extent, to Format 2 of Boulez’s 

third piano sonata, which offers up to eight different ways of ordering the sec1ons 

(Commentaire, Glose, Texte, and Parenthèse).181 All four of these sec1ons must be performed 

for Format 2 – Trope to be completed, and SIll Earth, UnsIll must likewise have all of the 

endnotes performed in the course of the performance. Like Boulez’s work, there are rules 

which must be followed for the narra1ve of the music to be conveyed, though in SIll Earth, 

UnsIll there is no indeterminacy in respect to the order of the endnotes.182 The direc1ons to 

move between sec1ons of the score are also akin to Stockhausen’s Klavierstück XI, however 

while Klavierstück XI is presented as fragments of mostly two or three bars which can occur 

in an indeterminate order, SIll Earth, UnsIll is presented in two main parts which the 

performer moves between, having a very different effect to the fragments of Klavierstück XI 

and adding a dimension of theatricality to the performance.183  

Endnotes are both detached from the main body of a work, but at the same 1me 

remain connected to the point at which they are signalled. In a similar way to footnotes, 

endnotes can be used to provide more informa1on or further elaborate on an argument 

made in the main body of a text or, in this case, the score. The endnotes in the classical 

guitar work, therefore, were used as one way to further spin out par1cular musical ideas 

outside of the main musical flow of the score.  

Endnote 6, for example, is used to spin out the ideas set out in the first 8 bars of the 

third part of work. The first 8 bars of part 3 are shown below: 

 

 
181 Pierre Boulez, Troisième Sonate pour Piano: Formant 2 – Trope (1955–1957) (Vienna/London/New York: 
Universal Edi<on, 1961). 
182 Pierre Boulez, ‘Choice and Interpreta<on [score preface]’, in Troisième Sonate pour Piano: Formant 2 – Trope 
(1955–1957) (Vienna/London/New York: Universal Edi<on, 1961). 
183 Karlheinz Stockhausen, Klavierstück XI (Vienna/London/New York: Universal Edi<on, 1957). 
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Figure 4.23: bb. 1–8 of SCll Earth, UnsCll, third movement. 

 

The harmonics mo1f and moving quavers are retained in endnote 6, which is played when 

the superscript 6 in the score is reached in bar 8, but the material is framed in a different way 

and approached with a subtly different feel in the endnote. This approach interjects 

reinterpreta1ons of the music just heard into the performance and can also be thought of as 

a type of annota1on, here, where the other possibili1es of the material are momentarily 

explored. 

 
Figure 4.24: Endnote 6 from SCll Earth, UnsCll. 

 

The narra1ve and annota1ve func1ons of the endnotes in SIll Earth, UnsIll exist 

simultaneously, and neither takes precedence over the other. Both of these are integral to 

the work as a whole, what Eva Dolo describes as the interdependence between the main 
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novel and endnotes of Infinite Jest.184 The endnotes provide further explora1on, or other 

interpreta1ons, of the material presented in the front part of the score and at the same 1me 

affect the narra1ve of the work. These are the larer two endnote func1ons highlighted by 

Ira. B Nadel in his analysis of Wallace’s Infinite Jest, interpreta1on and narra1ve; the first 

func1on Nadel describes is to be informa1ve, which is berer suited to language-based 

communica1on and less useful, here.185 

 These func1ons work together with the visual aspect of the performance to convey a 

complete musical narra1ve to the listener. The act of making ‘the reader go literally 

physically “back and forth”’, as described by Wallace adds another dimension to the work, 

one which is primarily visual for those witnessing the performance of SIll Earth, UnsIll. This, 

however, also affects the music as the performer must halt the performance in order to turn 

to the back of the score and reorientate themselves in a (some1mes, very) different musical 

place. If the endnotes were omired, the musical place would remain unfractured, which 

would present a very different musical narra1ve.  

4.4.3 Endnotes versus Footnotes 

In the spirit of Wallace’s Infinite Jest, the endnotes employed in SIll Earth, UnsIll vary in 

length and content. Endnotes like 2, 6, and 11, are longer phrases which pulls the 

performance away from the flow of the music from the main part of the score and into 

another musical place; these are, again, eventually interrupted by the performer who is 

required to return to the main part of the score. 

 
Figure 4.25: Endnote 11 from SCll Earth, UnsCll. 

 
184 Eva Dolo, ‘Too Much Fun – Endnotes in Infinite Jest’, in Symbolism: An InternaJonal Annual of CriJcal 
AestheJcs, Volume 15, eds. Rüdiger Ahrens and Klaus S<erstorfer (Berlin/Boston: De Gruyter, 2015), 76. 
185 Ira B. Nadel, ‘Consider the Footnote’, in The Legacy of David Foster Wallace, eds. Samuel S. Cohen and Lee 
Konstan<nou. (Iowa: University of Iowa Press, 2012), 233. 
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Some endnotes like 12 are very brief in contrast, and it takes more 1me for the performer to 

turn to the back of the score to play it and then return to the front part of the score than it 

does for the endnote itself to be performed. This mirrors Wallace’s sa1rical use of very brief 

endnotes to add minor pieces of informa1on to the body of the novel, where the act of going 

back and forth and, by extension, the interrup1on itself, could be considered more important 

than the informa1on contained there. These moments were, for me, more effec1ve than 

those endnotes which pull the reader away on a lengthy tangent, and in some ways frame 

those smaller fragments of informa1on to have a greater impact. I included spaces for this in 

SIll Earth, UnsIll, where even a single, quiet gesture could be voiced in isola1on. 

 

 
Figure 4.26: Endnote 12 from SCll Earth, UnsCll. 

 

The helps to convey why endnotes were chosen over footnotes. Regardless of the size of the 

endnote, a purposeful stalling of the flow of the performance is required so that the 

performer can turn to the back part of the score and reorientate themselves in a different 

musical place to the one they were just in, only to have to do the reverse soon auer. Where 

Wallace did this to reflect the fractured nature of reality as he perceived it, I consider 

endnotes to represent the sort of crea1ve spontaneity and openness towards the mul1ple 

poten1ali1es for mo1vic development that the crea1ve process affords.186 

 In comparison to an endnote, a footnote would have lirle to no visual impact, and 

the music would seem to just jump suddenly between different ideas. While this could be a 

useful aesthe1c, it did not fit what I was trying to achieve in this work. The endnote adds 

further dimensions to the work, affording annota1ve and narra1ve developments which 

would not work musically in a linear score, and allows for the cul1va1on of different musical 

places which are visited by way of interrup1on. The footnote, in contrast to the interrup1ve 

endnote, gives further informa1on in the form of an aside from a body of text, and this has 

 
186 Dolo, ‘Too Much Fun’, 86. 
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already been used as a musical approach by Brooks, Östersjö and Wells, where the 

‘footnotes’ to their research project publica1on were presented as an album of music.187 This 

approach is somewhat closer to the leuover materials described in Chapter 2 regarding the 

abandon works. Where abandon I and abandon II were created using leuover recorded 

fragments from the (never) abandon recording session, the album Footnotes is comprised of 

those things referenced (or leu over) from Brooks et al.’s research project. Using an endnote 

in SIll Earth, UnsIll offered a way of presen1ng materials which were not leu over, but had 

great importance for work itself, and the following sec1ons detail how the concept of the 

endnote was developed further other purposes in the por)olio. 

4.4.4 Rethinking Endnotes as Intertextual RelaDonships 

While the endnotes in SIll Earth, UnsIll can be framed as intertextual references to the main 

body of the score, where the mo1vic materials are momentarily explored in a different way, 

the intertextual rela1onships discussed earlier in the chapter can also be understood by way 

of the endnote. The rela1onship between peritexts (foot and endnotes) and the main body 

of a text, or in this case, between the different parts of the score, is mo1vic, in the sense that 

an endnote in the back part of the score can develop (further spin out the musical materials), 

reinterpret (develop the mo1f in a different musical context or into a different idea), or 

‘annotate’ (briefly present related material or an aside from the main narra1ve) a mo1f 

presented in the main part of the score.188 This can invite the listener into a different musical 

place, as the endnote also affords the reframing of musical materials outside of the flow of 

the music from the front part of the score. Although in the case of Infinite Jest, Wallace’s 

endnotes can extend so tangen1ally that the reader can easily end up in a different thread 

altogether, the referen1al connec1on between the endnote and body of the novel maintains 

the reader’s associa1on to the original storyline. 

 To perceive of peritextual rela1onships as mo1vic affords further reinterpreta1ons of 

Wallace’s approach for score-based prac1ce. In the first sec1on of this chapter, musical mo1f 

was described as a way of cul1va1ng musical place, becoming a touchpoint reference 

 
187 Brooks et al., ‘Footnotes’, in Voices, Bodies, PracJces: Performing Musical SubjecJviJes, ed. Laws et al., 
(Belgium: Leuven University Press, 2019), 171–232. See also, Brooks et al., Footnotes (Orpheus Ins<tute, 2020), 
Bandcamp.  
188 Severs describes peritextual elements as those which exist on the peripherals of the novel as a physical 
object; for example, the endnote is found at the back of the novel and the publica<on informa<on at the front. 
See Jeffrey Severs, David Foster Wallace’s Balancing Books: FicJons of Value (Chichester/New York: Columbia 
University Press, 2017), 139. 
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throughout a work. A good example of this found in Wallace’s novel is outlined below, which 

will pave the way for a discussion of intertextual rela1onships between musical works. 

 The lengthy narrated interac1on between Infinite Jest characters Rémy Marathe (a 

Canadian wheelchair terrorist) and agent Hugh Steeply (Organisa1on of North American 

Na1ons’ Office of Unspecified Services) is divided across the 1079 pages of the novel but 

takes place over one night, and the conversa1on is a touchpoint Wallace returns to as the 

rest of the story unfolds non-chronologically. The first interac1on takes place within the first 

100 pages of the novel.189 This interac1on includes the signpos1ng of the fairly brief endnote 

39, which in turn redirects the reader, by way of the second of its own footnotes, to endnote 

304.190 Endnote 304 is eight pages of densely wriren text with five numbered footnotes and 

two lerered sub-footnotes; by this point the reader has been redirected to a fairly abstract 

storyline recoun1ng the plagiarism of an assignment paper by a student from the Enfield 

Tennis Academy (the segng around which one of the main storylines revolves).191 While this 

sounds far removed from the plot surrounding Marathe and Steeply, endnote 304 is 

frequently returned to as a touchpoint which provides context for the dystopian poli1cal 

upheaval in the novel. 

 Wallace’s labyrinthine interlinking of the narra1ve threads in Infinite Jest is akin to 

mo1vic development, where the endnote becomes a symbol of connec1on between two 

different components that share a narra1ve link of some kind. Returning to the idea of the 

mo1f as a soundmark indica1ve of shared mo1vic rela1onship, the concept of the endnote 

perhaps offers a more convincing picture of the rela1onship between a larger parent work 

and a smaller work focussed on a condensed recontextualisa1on of the larger work’s musical 

mo1ves. In this way, the endnote begins to take on a different meaning to when it is used 

within a single work like SIll Earth, UnsIll. 

4.5 Conclusion – Connec3ons Between Musical Places 

Building on the ideas of musical place and landscape raised in Chapter 2, and the 

soundmarks of the city outlined in Chapter 3, the examples above demonstrate how musical 

place can be cul1vated in score-based prac1ce by adap1ng the no1on of the soundmark 

from the experience of the sonic dimensions of the worldly environment, and endnotes from 

 
189 Wallace, IJ, 89. 
190 Wallace, IJ, 994. 
191 Wallace, IJ, 1055–1062. 
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the work of David Foster Wallace. This provides a new means of understanding the ways in 

which musical works can become interconnected, and how musical materials can be 

considered in terms of their role in texture, structure, and the media1on of a sense of place 

which is dis1nct from another work’s musical place. 

 In comparison to the sense of place mediated through urban experience and the 

soundscape of the city, musical place is more concerned with the interac1ons between, and 

percep1ons of, sounds. This notwithstanding, there are clear links between the experience of 

the visible world and the experience of sound in the forma1on of musical place. Approaching 

this from the score-based perspec1ve above provides new dimensions to the idea of musical 

place and sonic landscape, one which is 1ed the mo1vic nature of the musical materials and 

how they are spun out and become expressive. This, in conjunc1on with the explora1ons of 

place in the previous chapters, demonstrates the complexi1es of place and how there are a 

number of factors at play in the process of pla1al becoming. 
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Conclusion 

Main Findings 

This project developed out of my interest in exploring the connec1ons between sound and 

place, and how my own composi1onal prac1ce could be used as a means of understanding 

the types of place to which sound can afford us access. Where my ini1al line of inquiry was 

focussed on broad types of place and using crea1ve interven1ons within par1cular sites to 

explore their histories and affordances, the Covid-19 pandemic and subsequent na1onal 

lockdowns leu these places inaccessible to me. This afforded me the opportunity to carry out 

more focussed inves1ga1ons into the connec1ons between sound and place which my ini1al 

research plan did not take into considera1on, such as sounds which became important to me 

through re-experience (the Edith Adamson Carillon as a soundmark), and a focus on how 

aspects of sonic landscapes like soundmarks could be effec1vely employed in the musical 

materials of my score-based work. 

 The research ques1ons raised throughout the course of this prac1ce-based research 

project focussed on both the role of sound in place experience, and the implica1ons for 

prac1ce based on understandings of how sound contributes to an overall sense of place in 

the course of our being-in-the-world. Through the crea1ve inves1ga1ons presented in the 

por)olio, I have been able to develop approaches to prac1ce which engage with place in 

different ways. Chapter 1 presented approaches to place whereby prac1ce was a response to 

the social context of the UK na1onal lockdowns which affected a dis1nct shiu in the iden1ty 

of the city for me as a resident. My renewed experience of the city following the relaxa1on of 

the lockdown measures then brought the Edith Adamson Carillon to my aren1on, leading to 

my inves1ga1ons into soundmarks in the context of the city presented in Chapter 3. In 

comparison, Chapter 2 inves1gated approaches to place which were based on forming sonic 

landscapes in acousma1c music. While the acousma1c music in the por)olio is presented in 

a different way to the score-based works, the type of sonic place mediated by soundscapes is 

rooted in the human experience of the physical world and the embodied nature of 

experience and 1es them in with my other crea1ve work. Chapter 4 explored how these 

different approaches could be amalgamated to express the metaphor of musical place 

through a focus on musical materials themselves. The experience of both worldly 

soundscapes (and the soundmarks perceived therein) and musical materials contributed to 

the development of novel approaches to media1ng a sense of musical place within my score-
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based works, and this offers the poten1al for future development in research projects 

following this one. 

Implica3ons for Sound and Place 

The ConnecDons Between Sound and Place Experience 

Sound plays a significant role in the human experience of the environment and affords us 

access to unique types of place by way of the body. Sound is a key component of perceived 

meanings and iden11es ascribed to experiences of the physical world because of the 

characteris1cs it adds to experience. The typical image of an urban city like Newcastle upon 

Tyne, for example, would not be complete without the sounds of traffic and people (the 

sounds of urban modernity). I learned from my own experience of the UK na1onal 

lockdowns that a change in the soundscape of the city necessarily leads to a reinterpreta1on 

of the meaning and iden1ty of the city. The lockdown city enforced a new modernity where 

familiar urban sounds were silenced and replaced by a soundscape of desola1on and an 

accompanying sense of aliena1on. This experience was central in the early stages of this 

research project, and led to the crea1on of String Quartet No. 2, “Paralysed City” and 

provided a context for my classical guitar work SIll Earth, UnsIll, the larer of which also 

offered an avenue for exploring musical place through the use of score-based endnotes. The 

changes following the relaxa1on of the lockdown measures also led me to develop an 

interest in the Edith Adamson Carillon as a public instrument 1ed to Newcastle’s sonic 

heritage and prompted the realisa1on of its role in my own percep1on of the city’s iden1ty. 

The carillon provided an interes1ng angle for interpre1ng the role of sound in place 

experience as it probed me to explore soundmarks as key indicators of place. This 

demonstrates the importance of sound in the experience of the physical world. Sound does 

not only afford interes1ng experiences but is a fundamental part of being-in-the-world in the 

way human beings relate to their surroundings, navigate the city, and make meaning.192 The 

soundmark as an indicator of place was then applied in other contexts, for example, in Into 

Convergences, where soundmarks in the score (key mo1vic and textural ideas) were 

employed to lend the work a sense of iden1ty and musical place. 

 
192 For Hall et al., everyday sounds and noise are key components of the embodied experience of the city, which 
contribute towards the complexity of the urban iden<ty (along with space, history, and movements of daily 
life). While the authors are discussing interviews in noisy setngs as a way of engaging with place and 
qualita<ve research methodologies, they underline the sounds of the city as a fundamental part of its nature. 
See Hall et al., ‘Sound and the Everyday in Qualita<ve Research’, QualitaJve Inquiry 14, 6 (2008): 1031.  
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 My experience of changing soundscapes, like that of the lockdown city, was equally 

significant in my acousma1c explora1ons, par1cularly in all illusions, all again, which was 

created at the 1me when the lockdown measures were being gradually relaxed, and the 

soundmarks of the city were returning. This coincided with Storm Arwen which led me to 

capture the effects of the storm on the windows of my flat in the city centre. While the 

sounds of the effects of the storm on the windows produce an abstracted low-frequency 

soundscape unlike a real stormscape, the acousma1c work invites both reflec1on on the 

period in which the work was created, and a reinterpreta1on of the sounds for individual 

meaning making beyond that of its original context. 

 My ini1al experiences of the city led to a wider considera1on of the connec1ons 

between sound and place, and how the embodied experience of sound might be employed 

in acousma1c and score-based music to mediate a sense of sonic place detached from the 

visible environment. In Chapters 1 and 2, the nature of experience was shown to be 

connected to the body, as it is by way of the body that we have access to the world. Merleau-

Ponty describes embodied percep1on as not just being born anywhere, but in the ‘recess of 

the body’, the flesh being the material means of capturing the invisible.193 This has 

implica1ons for the experience of sound itself, in that the cogni1on of sound is closely 1ed to 

the orienta1on of the body and how we experience the physical world through movement. 

From these experiences, sound is imbued with meaning, media1ng a sense of place, 

regardless of whether it stems from an environment’s soundscape, or is presented as part of 

a musical work. 

The ConnecDons Between Types of Place 

Although a number of place types are raised in the course of this exegesis, the embodied 

nature of experience means that they do not exist in isola1on from one another. Any type of 

place experience is con1ngent upon a bodily understanding of being-in-the-world, and the 

same can be said for the experience of sound. The percep1on of sonic landscapes, such as 

those afforded by acousma1c music, is based on prior experience of the physical world and 

its landscapes, just as the percep1on of mo1on, height, and depth in sound is rooted in the 

orienta1on of the body in space. Where the experience of physical space allows for the 

development of place meaning for an individual, the experience of sonic landscapes affords 

 
193 Maurice Merleau-Ponty, The Visible and the Invisible, trans. Alphonso Lingis (Evanston: Northwestern 
University Press, 1968), 9. 



 

 113 

the percep1on of subjec1ve meanings in sound and interrela1onships between sounds 

presented to a listener (the way sounds seem related or might be a cause of consequence of 

another).194 

 I employed this approach in works such as all that is lost, and abandon I and II, which 

purposefully blur the lines between actual and perceived sound sources. These works 

present a point of convergence between types of place, where real instruments become 

unreal, distorted and dislocated through the lens of acousma1c composi1onal processes. 

The process for abandon I and II was the redeployment of leuover materials (accidental 

sounds and material from other recorded takes) from the recording session of my score-

based dura1onal work (never) abandon, using fragments of viola and flugelhorn to construct 

acousma1c textures which present the sounds of the instruments beyond their physical, 

acous1c capabili1es. In a similar way, all that is lost combined the voices of a physical 

instrument, the pipe organ, with low-frequency electronic voices, conveying a sonic 

landscape of shiuing textures in which different types of place converge. 

 The connec1ons between types of place is most clearly demonstrated in Ordinary 

Light, which incorporates both the physical loca1on of the Edith Adamson Carillon (hearing 

the bells within the urban soundscape), and the immateriality of an acousma1c work 

installed in the nearby Newcastle University Arches. The carillon is presented in two different 

ways, both as a perceived soundmark in the city centre 1ed to its heritage, and as 

disembodied voices which are manipulated to resonate for long periods of 1me and 

transform over the course of the acousma1c work. These two place experiences are 

connected through the body of the listener who navigates between the two listening 

loca1ons (the Civic Centre Gardens and the Newcastle University Arches). This work 

demonstrates the convergence between types of place with greater clarity than the other 

acousma1c works described above, given that two ways of experiencing sound as a 

component of place are presented alongside one another within the wider soundscape of 

the city. Ordinary Light also brings aren1on to the carillon as a key component in my own 

experience of the city, and how its provenance in Newcastle underpins its significance as part 

of the city’s sonic heritage that is ouen overlooked. 

 
194 From an analy<cal perspec<ve, Dennis Smalley’s spectromorphology affords a means for describing the 
content and shape of sound in electroacous<c music. Smalley’s highlights, like in the discussions raised in 
Chapter 2, that sonic events of par<cular frequencies can be given posi<onal designa<ons in the spectral space 
of a score transcrip<on of an acousma<c work. Sounds can also be related to one another and to perceived 
causes through source bounding, which is enacted by the listener through their percep<on of sound. See 
Smalley, ‘Spectromorphology’, 108 and 110. 
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Implica3ons for Prac3ce-Based Methodologies 

Exploring Place Through PracDce 

Crea1ve prac1ce offers unique means of media1ng a sense of place, whether through 

reflec1ng on experiences of the physical environment, through the cogni1on of sound, or by 

considering types of musical places in scores and acousma1c works which are afforded 

specifically through prac1ce-based methodologies. A focus on sound as a key component of 

place experience opens us the possibility of reconsidering place in musical contexts informed 

by prior experience of being-in-the-world. The use of soundmarks in my score-based works 

affords a repurposing of knowledge gained from worldly experience as an approach to 

crea1ve prac1ce and provides a means of rela1ng works through their musical mo1ves and 

outlining the roles of materials on structural and semio1c levels within the course of a work 

unfolding. Much like soundmarks of the urban environment are used as reference points and 

indicators of place, soundmarks in score-based and acousma1c works contribute to 

perceived musical places and meanings nego1ated through listening. Through this research 

project, I have been able to reinterpret the soundmark for use in score-based music, where 

important mo1vic rela1onships become markers of musical place. Musical places can also be 

visited throughout the course of a work using pitch centres as anchors or points of reference, 

which form a perceived sonic landscape as the music develops. 

The use of endnotes in SIll Earth, UnsIll as a way of altering the narra1ve and 

structure of the music, and as a means of conveying intertextuality between musical works 

through a focus on mo1vic materials, is one of the most interes1ng outcomes of this 

research. Employing these approaches has a significant effect on the musical place of the 

works, affec1ng their iden11es and the way in which they relate to one another. The 

endnote as a structural and intertextual device offers new crea1ve approaches which 

deserve further explora1on in future research projects to understand how they can be 

u1lised in other contexts. I explored the use of score-based endnotes in the context of a solo 

work for classical guitar, and while this works to good effect where the performer must 

physically turn to the back and forth between the front and back parts of the score, it seems 

on the face of it that this approach may be unsuitable for ensemble works due to the logis1cs 

of having each performer navigate between the main part of the score and the endnotes. 

This, however, could be a future avenue of research in order to berer understand the 

affordances and limita1ons of the endnote as a composi1onal technique. The endnote as a 

way of conceiving the rela1onships between musical works which share mo1vic material, 
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however, is berer suited to ensemble works where one ensemble is considered the larger 

parent work, and is related to a smaller, reduced ensemble work (the endnote) which 

employs a reinterpreta1on or further spinning-out of the musical materials of the first work. 

This helps to convey the mo1vic rela1onship explored in Chapter 4 which brings about score-

based soundmarks. This works well by considering bloom and splinter as an endnote to Into 

Convergences, which employed a reduc1on of the larger work’s ensemble, and used specific 

mo1ves from Into Convergences as a star1ng point for spinning out new music. This 

rela1onship could afford the forma1on of wider constella1ons of related musical works, all 

1ed together in the way their materials are used and recycled, which would be an interes1ng 

avenue for future research. It might also offer a theore1cal framework for understanding the 

rela1onships between other musical works. 

The Interdisciplinary Nature of CreaDve PracDce 

In the introduc1on to this exegesis, I referred to Giralt et al. who posed that it is quickly 

becoming more necessary to understand the aural dimensions of place ‘in a complex and 

meaningful way’ and how space can communicate meaning.195 This points towards the need 

for an interdisciplinary approach to place-focussed prac1ce-based research which can draw 

on other research domains, affording a comprehensive understanding of place experience as 

it relates to the physical world, and how it can be interpreted in a range of musical and 

crea1ve contexts. This research project drew on a range of disciplines to inform the 

composi1on of the por)olio, and to gain an understanding of the social, communica1ve and 

ontological dimensions of place. This emphasises the rhizoma1c nature of prac1ce, in that 

prac1ce affords the poten1al for connec1ons, for forging networks across interdisciplinary 

boundaries which can be used to reinforce the research domains of prac1ce. The 

composi1ons included in the por)olio balance the technical aspects of prac1ce with 

underpinning concepts drawn from, for example, phenomenology, urban studies, and 

acous1c ecology. Without incorpora1ng these, this project would lack the ar1cula1on 

required to convey knowledge about the role of sound in placemaking and would be too 

narrowly focussed on technicality. This does not underplay the role of prac1ce as a research 

methodology, but in fact demonstrates it as an approach to knowing which openly invites 

collabora1on and interdisciplinarity, and affords mul1ple areas of impact beyond 

 
195 Giralt et al., ‘Convic<on and commo<on’, 181. 
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communi1es of prac11oners within the same discipline.196 My inves1ga1on of the Edith 

Adamson Carillon, which resulted in the live carillon recitals and installa1on of Ordinary 

Light, had an impact both for my own prac1ce, and for the carillon as a part of Newcastle’s 

sonic heritage. My work with the City Carillonneur has drawn aren1on to the significance 

and unique features of the instrument which will, I hope, probe a future increase in support 

both from the local governing body and members of the public.  

 Prac1ce-based research as a methodology is much like Heidegger’s no1on of 

dwelling. For Heidegger, dwelling is already taking place for human beings, and this affords 

building – we dwell in order to build. Where, in other research disciplines, a hypothesis 

concerning a focussed area is formulated and then proven or disproven, prac1ce-based 

research allows more nuanced research ques1ons to naturally arise from the prac1ce itself, 

which is already taking place. Repurposing Heidegger, then, we might say that prac1ce 

comes before postula1on, or that asking ques1ons about prac1ce is a result of being 

engaged in it. This affords a unique approach to understanding place in this project, as I did 

not set out with a specific hypothesis about the role of sound in place but sought to berer 

under the connec1ons between music and place more broadly through a crea1ve por)olio. 

In the course of undertaking the prac1cal component of this research project, I was able to 

refine my set of research ques1ons which had ini1ally started out as fairly vague and open-

ended.197 

 Prior to this research, my approaches were less concerned with the interdisciplinary 

nature of prac1ce and more with formal methodologies, processes which generated musical 

materials. While this made for interes1ng research, I have found that engaging with place, 

and incorpora1ng phenomenology with elements of heritage and urban studies into the 

project has allowed my prac1ce to take on addi1onal dimensions which it did not previously 

consider. 

Future Research Plans 

This research project has shed light on the connec1ons between my own prac1ce and other 

research avenues with the poten1al to have a significant impact beyond the scope of this 

project. While my approaches to prac1ce and my understanding of place have undergone 

 
196 Skains, ‘Crea<ve Prac<ce as Research’, 84. 
197 Skains, ‘Crea<ve Prac<ce as Research’, 93. 
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significant developments, the knowledge uncovered through this research project could take 

on greater significance in research areas beyond prac1ce itself. 

Carillon Scholarship and Awareness 

While Ordinary Light brought local aren1on to an important aspect of Newcastle 

upon Tyne’s sonic heritage and its significant place in the world of carillon music, my carillon 

research offers the poten1al to have a future impact on local policy, and to bring further 

awareness to the Edith Adamson Carillon both na1onally and interna1onally. Following this 

research project, I plan to work on collabora1ve projects with the City Carillonneur, Jon 

Bradley, to improve public engagement with the carillon and probe greater financial support 

for carillon-related ac1vi1es and the maintenance of the instrument. My plan includes 

adop1ng the carillon as part of my own performa1ve prac1ce to contribute to the musical 

life of the city and seeking funding to support outreach projects. Unlike the carillons in 

Loughborough and York, the Edith Adamson Carillon in Newcastle Civic Centre remains 

hidden and lirle understood; the instrument is part of a local government building, whereas 

in York the carillon is housed in the Minster, and in Loughborough, the War Memorial tower. 

A research project which focusses on increasing the instrument’s visibility to the public, and 

on connec1ng this part of Newcastle upon Tyne’s heritage with the na1onal and 

interna1onal carillon communi1es, would highlight the importance of the instrument in the 

na1on’s history. Given that both Change Ringing (locally and na1onally) and carillon music in 

other parts of the UK are important aspects of the musical life of different ci1es, it seems 

that the Edith Adamson Carillon could at some future 1me become more visible, more 

widely understood, and berer supported. Connec1ons could also be made with urban and 

sound studies, tracing the direc1ons of sound travel and distance of the carillon’s acous1c 

horizon, perhaps as part of a project which considers the soundmarks of Newcastle upon 

Tyne and plots them in rela1on to others on a map of the city.198  

Projects such as this will open up research avenues in music policy, specifically 

concerning how historical, func1onal instruments such as the carillon are supported in the 

United Kingdom, and how this can be protected and promoted to the public and other 

musicians. This could 1e the instrument into the current discourse of ‘music ci1es’ and 

contribute to pain1ng a clearer picture of Newcastle as a music city comprised of a number 

 
198 This could also aid in drawing conclusions about the role of bells in the wider sonic life of the city, in a way 
likened to Niall Atkinson who explored the sound of bells in the urban experience of Renaissance Florence. See 
See Atkinson, The Noisy Renaissance. 
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of components (for example, the carillon, live music venues, busking scene, and nightlife). 

The carillon also offers educa1onal poten1al, allowing students to engage in unique prac1cal 

ac1vi1es that can be brought to life as part of an experien1al approach to learning, while 

simultaneously introducing students a crucial aspect of local history which is ouen 

overshadowed by the strong folk music tradi1ons in North-East England.  

There are natural connec1ons between folk music and the carillon (the carillonneur 

ouen performs folk tunes as part of the repertoire), which may also afford future 

collabora1ons between performers and composers of different styles and tradi1ons. This will 

open the instrument up to a different type of audience and performance style, with the 

possibility of using the space around the Civic Centre for live music performances which 

incorporate a live carillon. 

There is a dis1nct lack of carillon scholarship available to musicians, par1cularly in 

rela1on to UK carillon music and instruments, and what is available relates either to tuning 

carillon bells or tracing their historical development and diaspora.199 Some publica1ons have 

moved towards looking at contemporary applica1ons of the carillon, but the focus of these is 

outside the UK.200 While there are a number of recital and instruc1onal videos available 

online through pla)orms such as YouTube, these ouen stem from the USA or elsewhere 

where the carillon has greater visibility. The lack of scholarship is perhaps because the 

carillon seems to exist on the periphery of musical ac1vity, and unlike live music concerts is 

not heavily marketed. A focussed project highligh1ng the crea1ve affordances of the carillon 

and the part it plays in local heritage would enable the musical ac1vi1es of the carillon to 

garner greater local and na1onal aren1on and enable a wider pool of musicians to get 

involved with composing or performing on the instrument.  

 
199 Schneider and Leman discuss the tuning of the carillon in Bruges, which consists of 47 bells (four-octave 
carillon). See Albrecht Schneider and Marc Leman, ‘Sound, Pitches and Tuning of a Historic Carillon’, in Studies 
in Musical AcousJcs and PsychoacousJcs. Current Research in SystemaJc Musicology, vol. 4, ed. Albrecht 
Schneider (Cham: Springer, 2017), 247–298. Luc Rombouts’ Singing Bronze provides an overview for the history 
of carillon music and development, though the discussion is largely focussed on the countries in which there 
are strong cultures of carillon music like Belgium, the Netherlands, and the USA. See Rombouts, Singing Bronze. 
200 See, for example, Tiffany Kwan Ng, ‘The Heritage of the Future: Historical Keyboards, Technology, and 
Modernism’, (PhD diss., University of California, 2015), which considers contemporary applica<ons of carillons 
and organs in the post-war USA and the Netherlands. See also Canfield-Dafilou and Werner, who use a modal 
analysis of the Lurie Carillon at the University of Michigan as a means of understanding the possibili<es of each 
of the instrument’s bells for audio effects. See Elliob Kermit Canfield-Dafilou and Kurt James Werner, ‘Modal 
Audio Effects: A Carillon Case Study’, (paper presented at Proceedings of the 20th Interna<onal Conference on 
Digital Audio Effects (DAFx-17), Edinburgh, September 5–9, 2017), 247–254. 
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CreaDve ApplicaDons of the Endnote 

The endnote, which was described in Chapter 4 as a structural device used to fragment and 

reconstruct the narra1ve of, and as a means intertextuality between, musical works, 

deserves further research to understand its poten1al for other crea1ve applica1ons. While 

the endnote approach in SIll Earth, UnsIll yielded interes1ng results, I would like to spend 

more 1me exploring ways of incorpora1ng this technique into other score-based works. I 

believe it could be used to add further naviga1onal layers to performers’ scores which goes 

beyond the turning back and forth of the score in SIll Earth, UnsIll, and a more 

comprehensive overview of the crea1ve affordances of the technique could then be 

presented as an ar1cle which references a body of exploratory crea1ve work. The classical 

guitar work included in this por)olio, as well the intertextual works bloom and splinter and 

The Dying Earth Prayers, would be used as points of departure for a more extensive prac1ce-

based inves1ga1on into the technique’s affordances. 

 As an intertextual device, the endnote as a link between a larger and smaller work 

could be expanded to refer to a collec1on of more condensed musical works which refer to a 

larger whole through the reinterpreta1on or recontextualisa1on of its musical materials, 

much like a set of textual endnotes can refer to a larger body of wri1ng. These applica1ons, 

however, are s1ll closely aligned to what has been presented in this por)olio, and it would be 

useful to supplement this with an explora1on into the other affordances of the endnote as a 

musical device. It could be used, for example, to describe collec1ons of materials drawn from 

other sources, such as recontextualised fragments of soundscape recordings, viewed as 

endnotes from the soundscape. 

 My carillon research and applica1on of the endnote provide the most fer1le ground 

for future research, and I think the evidence of this lies in the rich history of the carillon as an 

instrument and its poten1al for contemporary applica1ons in conjunc1on with its public 

context, and the unique structural nature of score-based endnotes which offer a further 

experien1al dimension beyond the music itself, whether as a performer or as a listener.  
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