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Abstract

Since the turn of the millennium, the term
generating persistent discussiondahate. This study explores quessarrounding the
definition ofsound art throughn analysis dfiesediscourse It also applies a Foucauldian
notion of discourse to the concept of genre in order to promoteessemtialist definition of
sound arthat is pursued through a project of clarification rather than classifiteiogsearch
draws from a wide range of sources, from online symposia, magazine articles and publications tc
art exhibitions and their materials, to expose othe conflicthg and convergent
representations of soundaithinthe artworldCritical analysis ékyideas and themes
identifiedin thissource material $sipportedhrough reference to the history and theory of art
and musias well as genre and culture.

Sound art is an ambiguous and mutable concept that shares concerns with other forms such ¢
experimentahusic and sonic art but has also developed specific generic iDeapitegan
apparent reluctance to define sound art, the category plays andictipergant role within
the institutions, industries and academies of the artigtieprofile surveyexhibitionssuch as
Sonic Boghtayward Gallery, London, 2000) ¥otiméMoMA PS1, New York, 2006ave
beena major contributing facttwthegrowt b ut al so uncertainty of
to theiridiosyncratic anidconsistent representations of the genre and te@éwsyich sound
challenges artistic traditions of dislagy also highlight ideological tensions relating to the
categasation oftontemporarartin postmodernitywhichisrooted in modernist concepts of
mediajn showing how sound art simultaneously invites and resists definition

Sound aris typically concerned with issuesooind space and perceptidrnere are @ny
competing interpretations of these definitional,ileasever, arisirfgppm asimultaneous
association with and differentiation from the traditions of music and the vislia¢ artsuing
institutional battle of territories and phenomenologicld bathe senses pulls towards and
away from the visual respectivBhsuniqueclusterof tensionsinderpisthe discourse of
sound araindaffords acategorical porosity and liminality tiiamately characterise it.

Issues of definition are therefosmtral to the identity of sound. @m in-depth
understanding dhe ontologicatlebates andialecticsvithin its discourseot only draws
attention to sound art as a conceptual, philosophical and material exploration of artistic and
human experience but aésgposethe way in which the arts evolve and artistic meaning is

created to provide an insight itlte very nature analue of art itself.
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Chapter 1

Introduction: Sound Art and the Problem of Definition

And today? Every thing sounds, everyone knows how to work with a sound program, everything is
called sound art. This is the challenge now, defining what sound art really means.
(Christina Kubisch, i Pérsonal History of Sound Art 197® 0260H),

While soundds increasing importance in the artwor
devoted to the subject, sound art has yet to be accurately defined.
(Alan Lichtjn Sound Art: Beyond MBstwveen Categdigs)

Sound art is a term frequerhcountered the world of contemporary arts. It first cammyo
attentionjust overten years agturinga flurry of soundbased activity at contemporary art
centres around the country. Having previously chosen to study both music arfdfine art
combination that had, at the time, been extremely difficult to orchestrate at the level of higher
educatior® andthen gallery studies, it was intriguindgjgooveian art form that potentially
drew inspiration from and also raised questions for all of thesAsiretisated irthe
epigraphs to this chapter artist Christina Kubisch and musician Alan liickés nevertheless
difficult to grasp what the term sound art actually referisiihtoughthe field ha moved on
significantlyageneral uncertairgurroundinghe meaning of sound agimainsThisopening
chaptemwill setthe scene for this study butliningts research aims and approaches and
introducing the field of sound art.

Research aims and approaches

What is sound art? How can it be defined? Why has it emerged? Should it &hst atuadl?
shows thatthese fundamental questionsudesdgly surround the activity of sound art but are yet
to be comprehensively addressed by theoretical literature. This study cannot arebdkes not
provide the definitive answer to these questionsgl, howeverexplore and interrogate some

of thekey ideas, debates and activity surroutitttrgmergence sbund art in an attempt to
reveakome of itattributesandambiguitiegas well aheunderlying causes of such uncertainty.

While the arts and humanities are an obvious point of reference for this investigation, the
met hods and approaches of the socAraWorldsci enc
(2003, for example, is a seminal texts presentation of art asocial phenomenddecker
writes:



Art worlds typically devote considerable attention
observing how an art world makes those distinctions rather than trying to make them ourselves we

can understand muchwhat goes on in that worl@ecker, 2003: 36)

Becker s ap phetaet thdart ibnotgustlproduded ks an artist, but through a
whol e O6network of cooperationd with shared in
that can and shild be analysetiheidea ofand a r t wasaoihed [y philosopher Arthur
Danto, who identifiedhe significancef cultural contexn the definition of art (1964)his
concepfacilitates consideration of sound art as a social creation that exists within a complex
social network. It also allows a pragmatic appro#uohunderstandingf sound art through
observation aothe way in whicthe artworld makes such distinctions. Pierre Bourdi s
investigations of the assumptions, values and ideologies of art are another key reference for a
sociological approach to the arts. Remattk@t§ s oci ol ogy and art do not
bedf el | ows dasgeris @8 denidl & Be spcialfaeour of the aesthetic is in fact
one of the ideol ogical il |thasartisticpsactices aretinffaet ar t s .
cultural practices carrying their own set of vanésaises further questions about whether
there is a culture ebund art, and what its assumptions, values and ideologies might be. Michel
Foucaultds concept otbanndarstandngf thessec@l construcidns o s i g
of meaning and knowl e d ggtemalically forcheé chjeats®fr i ng O pr a
whi ch t hey sFpuealkighlightdt®eingportandedof language in its social context,
and suggests that cultural categories such as sound art are created through a particular context
and historical moment. That sound art isptoe extent, created by the ways in which it is
discussed and represented is an idea central to this study, wduobuk#| wide range of
source® from online symposia, magazine articles and publications to art exhibitions and their
material® to investigate thdefinitionaldiscourse of sound aBy gpproaclngsound art as a
cultural concephat iscreated socially by the people who produce, present and cartkisne it
studytherefore viewthe project of definition as a task of clarification rather than classification.

The subject under scrutiny requires an interdisciplinary approach, and {sisdartly
aimed at a multidisciplinary readershilpyiraw upora range of idegsom the history and
theory of art and music as well as theory of genre and, culbuder to provide sustained
critical analysis of its source matétiaile tis navigation through different disciplines and
bodies of thought presents challenges in thioposy of ths study it also beconsa key
contribution of this research. Tdlesencef an establishdgkld of study for sound drasin
factsupportedan exploratory approach that also brings a degree of reflexivity to the enquiry. The
literature orsound art, for exampls,not only a point of reference for ttigdy buivill also
becomean object of study in itsedind he idea of discoursell not onlyinform the approach



to the studyutwill also becomasubject ofnvestigationThis organic approach lzso

allowed the slow trickle of academic work on sound art to be integrated during the course of the
study, a challenge faced when writing about any contemporary phendsfertdaobjects

for analysighefewmonographsn sound anwill feature in several chapters of this study,
scrutinised frondifferent angkeas relevanReference to a range of online material is also

worthy of noteAlthough often avoided in academic sttdyincorporatiorof this material

allowsthe consideration of an emerging field of sound art prior to the release of any publications
on the subjecaindhas thepotentiako highlight key attitudes and debates leading to the

formation of certain discourses.

Although hisresearch is conoed wih a form ofcontemporary arit, will approach sound
arthistorically in order to support a critexadl discursiveerspectiveChronologically, the study
will begin in the 1980s, which is the decade in which the term was fil$taused. of the
millenniumwill emerge a& point of focugn relation tactivityprecedinghis timeand up to the
present daylhis focus on twendfyrst century activity means teatliermovements such as
Futurism, Dada and Fluxus are not discuakbdugh historical influences from the 1950s
onwards will be considered in relation to sound art activity where appropriate.

Theexhibitiononsideredt the heart ahisstudywill providesignificantpractical
examples of the discourse of soundradtits definitiomn history Approaching these
exhibitionsas another key text for analysisalsoenable a more focused and concrete
interrogatiorof sound aralongsid¢he broader and motieeoreticainvestigations
Reconstruéngthe discursive milieu of these exhibitions in historfpkmilla key aspect of their
analysis, angquire thesynthesis of multiple layers of evidenioh aphotos diagrams
recordingsnd text relating to their production aeceptionAn examinatin of exhibition
content willalsoprovidethe opportunityto encounter selection of wks by artistaithin a
particulacontextof criticism andlisplayThe curatorial examplésrough their combination of
sound art worksyill alsodemonstratehared characteristics and other aspktttecategorical
thatwould not be present ircansideration of individual workscompact disalso
accompaiesthis studycontairing soundtrackfrom worksmentionedvithin thechaptergsee
pagexii for alisting. The assembly of such diverse materd@monstrate the conflicting and
convergent representations that make ugisbeurse of sound arregarded amnother key
contributionof this study



State of the field

Ten years ago, it walsnostimpossible to identify a field of study for soundTagorisation on

the subject was practically fsxmstent, although a whole range of activity seemed to suggest that
such a thing did exist and had, in fact, existed for somBeforeturningattentionto the
emergingesearch and scholarsbipsound arit would therefore be useful to consities

activity Whileit is impractical to provide an exhaustive acoegpecially in light dieever

increasing breadth and patactivity theaim of thischronological overvieito provide a

taste of the discoureésound art as well hghlight the context and purpose of this study.

Activity and events

From 2000

The turn of the millenniunvasa significant moment for sound art, with alemof high

profile exhibitions taking place in major art centres in thed gitles of London, New Youiknd

Tokyo. The H&oniwBoord: The &rt df Boufgloddrs ex ampl e, was hai l

first ever sound art exhibition, and received major press coverage in newspapé&resuch as

Guardian, The Observer, The Ind€penderesdThe Daily Telegr@gpdmney, 2000;

Maddocks, 2000; Sturges, 20@3h)W2000Nolfson, 2000)n the same year, the exhibition

Volume: Bed of Stowkiplace at MOMA PS1, one of the largest and oldest institutions dedicated

to contemporary art in the US (PS1, 2008: n.p.), in conjunction with its critically acclaamed annu

series of live experimental sound, music and perforiwanceUgPS1, 2012: n.plhe year

2000 also brougsound ArSound as Medithird exhibitoro f 6 exper i ment al soun

have come into prominence in the 1990s and musicians wp@mhaee=d the field of sound

af (Hat anaka,tooR@abedt: HAapandhiMhT I nter Communi c.
Newspaper coveragksoexposesationahctivityin additionto these international shows.

Am Sitting in a Room: Sound WorkgibgAréists 192000(2000), for examplasan

exhibition of sounthattook place in New York earlier in the year as part of the Whitney

Museumds twentieth century suNew&ogkTonksotdd mer i can

When theperformance art genre appeared in the® 978 playwright and novelist William

Hogeland commented cynicallyWValready have a performance &t itc a | | & dnetcoulle at er &
similarly dismiss the tedns o u n &k just a taguely glorified namewveird music. And yet

0 s o ardlths served as a useful historical euphemism, a safe harbor for works too outre for the
everconservative classical music world. (Gann, 2000: 41)



These remarks presamt early consideration of the possibility of and rationale for sound art as a
new genre within the artwarlhe curatorof | Am Sitting in a Ro@mund artist Stephen

Vitiello, neverthelesslsoobservedaeluctancen the part of the museum to acknogéed

document or tour this contribution e American Century-208Gshow Poet Kenneth
Goldsmithdescribehowthe exhibitiortherefored s i mp |l y v ani (800Cng).lsnt o t
occurrence still nevertheless pointed to the significasmendfin the history of the arisalso
raised the profile of seminal work such as
exhibition was nameith whichthe artist reecords a recording of himself speaking until only

the resonant tones of theom remain (Track 1.1).

The three international sound exhibitions thatiiygairel another journalist for the US
XLR8R magazine on music and cultuesti Echeles, widtod e | ves i nto the wor
and music installatioAghe cutting edge wheadeas, music and theory are currently being
pl ayed out i n c on tEehppeatideinyduces thedworks 2fGévén:soumd. p .
artists, mainly from Germany but dtson the UK, US and Canada, as well as some specialist
venues catering tound presentatioit. mentions, for example, tAeidium theatre in San
Francisco, developed in the 1960s by composer StawBicatfpntains 169 speakers for
sculpted soun@Figure 1.1 It also refers tengine 2%Bound gallery 6t he filer st f ul
laboratory angresentation environment in which artists can control the acoustical, lighting and
spati al parameters using familiar i nstrumen
n.p.),which wagonceived by sound engineer Jack &fgisind due to open in New York that
autumn(Figure 1.2 Echeleobservethatd sound art i s, of course,
practice as Jd2000: nglput alssseems tinfardraim thismd@mple that there is
a shared artistic mission.

In 2001, sound art baoe a topic for the British press as part of a seriesGuéndiaon
doodctuftd art fP.antissadrticle,Rhe purralist S Foole explores works
and ideas that might be asdediavith sound art, discussing installation artist Alvin Lucier,
futurist artist Luigi Russolo, composer John Cage, turntablist Philip Jeck, filmmaker David
Lynch, and musician aSdnic Boa@urator David Toop. He alseentionssome recent and now
celebrted commissions by the Londomsed organisation Artangebch as Jem Fi ne
computergenerated sound compositiangplay@99xat the London Docklands lighthouse
(Figure 1.3Track 1.2 Another exampledsa net Car di The Bising¥ace (Casd wa l
Study B)L999)created for participants to listerotoaroutefromnearbfea st Londonods
Whitechapeballeryto Liverpool Street StatigiRigure 1.4Track 1.BP o o kréci@ draws
attention not only to the growing activity but also the uncertainty surrounding sound art at the
time. O06Just | istening to inter es tstonedghippyounds
mi ght dod, Pool e Mecigashats hi Bui st 6¢eheepenmaall
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Theatre interior. Photo: Stan Shaff (2006: n.p.) © Audium. Used with permission.

Figure 1.17T Audi um O6TheatScel pt uSedn®&paced, San Fran

Gallery exterior (a converted fire station). Photo: © Andy Sutcliffe (2015: n.p.).
Used with permission.

Figure1.27T Engi ne 27 O0sound gallery6, New Yor



Photo: Steve Pyke (2000: n.p.) © The Longplayer Trust. Used with permission.

Figure1.37 Li st eni ng p o s tLongptayer, DriritnBubyiWharfr 6 s
Lighthouse, London, 2000

Il nstall at i o neconstrectiog). Phaos: iIGerrée tvai Noord © The
Artangel Trust/Janet Cardiff (1999a: n.p.). Used with permission.

Figure 147 Scenes from Janet CleMdsingVYoites sound wa
(Case Study B), 1999
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thatit encourages you to pay attention to how you listen, and to experiment with new ways of
|l i steningd (2001: 9). He concl udes:

I@n not going to start sitting down and listening to CDs of traffic arshirelting every evening, but
perhaps | will take monaterest in the uncontrollable sounds around me, rather than blocking them
out as unwanted noise. If nothing elsaakes waiting for a bus less boring. Having decided this, |
get home through a noisy London rush hour and then listen to Glenn GontlBday® Goldberg
Variations. Suddenly it seems even more impossibly beautiful than ever. (Poole, 2001: 9)

P o o kevaldason ofound art provokka mixed response from readers, whose letters,
published a week later, rahfyem criticisnto curiosityto praise (Vasset al, 2001: n.p.).

Around the same time, Nigeramerican artist Keith Obadit&sinvited to write a brief
essay on sound art frt Journaln this, he describ#dse disciplinary divisions that grounded
his predecessors amdseghatt he | ab el 0 s 0 udbncdo naprotsiesrtdd i rr abtvhi esru
useful for hinto indicate the interdisciplinary nature of his praaticehcuts across
experimental and electronic music as well as conceptual visual practice2(@iadie,

Obadi ke dowitteafom thean tt pesgedive of black visual traditions, proades
interesting and personal justification of sound art to this early public debate.

In 2002, some smalscale international exhibitions of souad al@e an impression on the
discourse of sound art through their accompanying catalogues. A range of theoretical essays, for
examplewaspresente@dlongside information about participating artists frofRekenances
exhibition at the Stadtgalerie SamHan(Figure 1.b This early publication, subtithsspects of
Sound Arincludes a contribution IBermammusicologist Helga de la Metaber on sound
art aesthetics, an essay by Canadian artist and composer Robin Minard on themakitjoa of
con fete the visual arts, an article on Duchamp and Cage in relation to noise, and also an
interview with the Austrian sound artist Bernhard Leitner (Schuh), 20@her example is
the Sonic Proaedsbitionat thePompidou Centrim Parisandprevewed aMACBA, the
Mus eu doAr tideBaroetormapuhligprowkedessays on the subject of electronic
music in relation to the visual arts by theorists such as David Toop, the German music critic
Diedrich Diederichsen, and French art critic Nicolas Bourriaud (Van Ass&)eT 2662
contributionsot only point to widr theoretical activity @ound in the artespeciallfrom
Germanybut also generdiatherdiscussion the subject of sound art

Around this time, tentative exploratiansund the very existerafesound art bemto
emerge onlinarvhgagr bhf GRouyd€obadBemporary Sound
was published on the sitdorg whichaimed until 2009to document the growing presence of
sound in the ari{&igure 1.8).Garry, an Irelantased artist, explaitmgthis intentions not to

provide an overview of contemporary sound art
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Selected works, fr om | ef t to right: Steve Rodends 6N
6warum gr au, warum gel b, warum gr ¢no, Mar t
Christina Kubischoés 6F¢nf Fel der 6, Ed Osbo
Lei tner-dVeiterdSelbsti\éenr me s sungo. Photio®Kehrégrom Gunde
Verlag Heidelberg/Tom Gundelwein (Schulz, 2002b: 113, 120, 124, 133, 145 &
136). Used with permission.

Figure 1.57 Resonances, Stadtgalerie Saarbrticken, Germany, 2002



processes and intentions of @0OA&np@Bgyr ary art.
guestionshe artists Dennis McNulty, Slavek Kwi, Jody Elff and RRag&kaboutther

methodologesand technologieand asks othé&rading questiorboutthe influence of the

architectural space and critical listening in their M®etso specifically asks these artists for

their thoughts on the difference betweesicnand sound aiihcludinghe influence of cultural

context, process, and intention on this distinction. Although basicatidalithe questions as
wellastheresponses this essagrovide somadicationof the general concerns of sound art.

A year later, a similar article entéled/h at i s Sound wesmpdblsiteddnthe dr i ¢c h,
El ectronic Musi c Founda€EMRInstiusg-igard LBy lman onal onl
attempt to answer this question;iaSed new media artisatdAldrich interviewed five sound
artists: Jeph Jerman, Annea Lockwood, Chris Mann, Alvin Lucier and Stepheégfigdo.
not consciously starting out with an agenda, Aldrich rdadidesis subconsciously attempting
to differentiate between soumtland music in his interview questions through characteristics

such as material, structure, intention and presenkgiaoncludes

There is no definitive consensus. That in itself is an important acknowledgement. Sound Art is as
diverse as the groupantists that it comprises. But Sound Art is a categorical reality. It has arrived
and it has arrived from somewhere and, much like me with this project, it too has its agenda. The
artists | interviewed are motivated to inquire and to present theimaaodantext we previously
considered music. So, what is Sound Art? (Aldrich, 2003: n.p.)

Theseonlineenquiries indicategeneratiriveto understand more about sound art and its
appearance as a category, as well as a tendency to compare soumdisitwliiichwill be
seen to persist in the discourse.

In the years to follow, online eventse also held by some major visual art institutions in
order to discuss the trend of sound art and sound c@ltticeumfor example, hosted the
symposinudm Ad3@00Mpbo wdl i ght of the 6tremendous exp
arto witness @idguredy). Tieyenposiunmot onlywecdgrdsethe increasing
number of younger artists working with sdutcalsahe way in which p i o sue as Max
Neuhaus, Alvin Lucier, Christian Marclay, Maryanne Amacher, and Christina Kubisch have
moved from the margins to the centre of criti
2004: n.p. An upcoming major festival of sound lew SodnhNew Yorf2004), organised by
multi-disciplinary art and performance venue The Kitcéedsomentioned as part of the
Artforundiscussion. Ais particulaprogramme of performances, installatiomsferences and
exhibitionson sound arts later desibed by on&lew York Timesporterto havé r e ac h e d
critical mass in terms of what might be called liskerong k i ng opportunitiesd (

Some fundamental questions are raised by the symposium

10



~ SUESCRIEE QUR NEWWSLETIER

~Books
~ Exhibitions
~Links

~+ A survey of four Contemporary Sound Artists - Mark Garry

The purpose of this essay is to investigate a number of the processes and intentions of contemporary artists who work with sound.
This is not an overview of contemporary sound art but simply four particular practitioners responding to a sequence of questions |
have outlined.

Taking a survey format | have chosen a number of artists from a broad range of geographic and educational backgrounds and asked them to respond to

certain specific guestions that | hoped would aid me in determining if similarities in methodology existed between these artists?, and if so, in what capacity
these parallels are implemented?

These artists are Dennizs McHulty, Slavek Kwi, Jody EIff, and Randall Packer, a biography of each of these artists is available at the end of this essay.

Contemporary developments in sound technologies has significantly expanded the scope for the manipulation of sound and to an extent has negated the
necessity of any formal musical education. Countless contemporary practitioners no longer use traditional formal structural elements in the generating ol
sound

a) Screenshot of Vibr° site essay O6A Survey
by Mark Garry, 2002. Image: the author © Association Double Entendre/Mark
Garry (2002: n.p.). Used with permission.

__ The EMF Institute

_ N. B. Aldrich

~__What is Sound Art?

Interviews with ..
Jeph Jerman
Annea Lockwood
Chris Mann

Alvin Lucier
Stephen Vitiellio

Introduction

b) Screenshot of The EMF Institute site essay6 What i s Souwed Art ?206 b
Aldrich, 2003. Image: the author © Electronic Music Foundation/Nate Aldrich
(2003: n.p.). Used with permission.

Figure 1.6 7 Online investigations into the subject of sound art
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It seems a good time ask: Why sound now? What are the key antecedents to current practices in

audio art? Where is sound art heading? What are its most exciting manifestations? (Artforum, 2004:
n.p.)

This secalled roundtable discussiatmich will be revited later inthis studyyas moderated by
philosopher and critic Christoph Coxd afso included art historian Branden W. Joseph,
composer and author David Toop, curator Anthony Huberman, and sound artists Carl Michael
von Hausswolff, Steve Roden, Marina Roseahelbtephen Vitiello.

A similar event was hosted at the Tate Maakepart of itsl_cultuReeasonThisfocusdon
audio production and distributi@md consideresbund art and the museum contarbnga
broad range of topi@s an online panel discuss g t he o6f orm, practice, an
within a digital cultur@ate, 2005: n.pigure 1.). The discussion was introduced and
moderated by Lin& H u v e, codouriddrof Electraan organisation that curates and
commissions artists workingass sound, moving image, performance and the viswaharts
expressed a particular interest t he oéwhy now and why hered i n
distribution in a museum context (Tate, 2005: n.p.). The panel also included sound and media art
t heorist Douglas Kahn, ©O6plunderphonicsd compo
Goldsmith, founder of thdbuWebnline resource of avagerde poetry, film and soufitis
discussion was held in conjunction with a range of events at the Tatersexdhilation of
sound from thenultimediavorks of Bruce Nauman iRaw Materig0045; Figure 1.8 a live
performance of Chri st i an foMhe QolundsyobChriggdddha ms by
performance curated by artist and critic SethGGhenof composition®y Luc Ferrari, Kaffe
Matthews, David Grubbs, Achim WollschEidc Roth and Olias Nil call&de Sound of Heaven
Earth(2005), and the lecture seBeand and the Twentieth CentuBafdeltiese online and
offline events indicatehe beginnings of a critical engagement with sound art and its emergence
by theartworld.

At this point, eme of the key thinkers in the areas of sound, music andharichegte
articles for online publicatio@oldsmith, for example, providé A Br i ef Survey of ¢
(2004)n a dedicated edition of an online magazicememporary American mysiew Music
Box This observethedifficulty in defining sound art in relation to forms such as experimental
music, spoken word, and o p e rGaldsiithw rpietr & so,r mawmlceer. ¢
the lines are dtlefined and disciplines overflow into one another aminge in ways that are
not easily c atleaparticleozne dodT h(e2 OAOr4t: onf. pNoprts ed ( 200 E
magazindate EtcToop stresseshe impatanceof distinguishing sound art from similar
concepts such as art and soandobservess potentially complex histoHe singles out

Christian Marclay as O6an example of a sound a
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a) Screenshot of Artforum online symposium Sound Art Now, 2004.

Audio Files
SOUND ART NOW: AN ONLINE SYMPOSIUM

Qver the past several years, the art world has witnessed a tremendous explosion of interest in sound
art. In 2000 alone. major group exhibitions of audio art were mounted at London's Hayward Gallery, Mew
York's P.S. 1, Tokya's NTT InterCommunication Center. and the California College of Arts and Crafts’
Wattis Institute. The Whitney featured sound art in its 2001 exhibition “BitStreams” and its 2002
Biennial. And. since then, sound-art exhibitions have popped up in Paris, Frankfurt. Turin. Amsterdam
Goteborg, San Francisco. and elsewhere. More and more younger artists have begun to work with
sound. while pioneers such as Max Meuhaus. Alvin Lucier, Christian Marclay. Maryanne Amacher. and
Christina Kubisch have moved from the margins to the center of critical discourse and curatorial
practice

This spring and summer. New York City (and its environs) will pulse, hum, and chatter with sound-art
installation, performance. and symposia as the "New Sound. New York™ festival. organized by the
Kitchen and the Inwin S. Chanin School of Architecture of the Cooper Union. gets under way. A
celebration of the twenty-fifth anniversary of 1979's influential “Mew Music. New York™ festival, "MNew
Sound, New York™ brings audio art’s éminences grises into contact with its youngest innovators. It
seems a good time to ask: Why sound now? What are the key antecedents to current practices in
audio art? Where is sound art heading? What are its most exciting manifestations? To consider these
and other questions, Arfforum has invited art historian Branden W. Joseph, composer and author
David Toop, curator Anthony Huberman, and sound artists Carl Michael von Hausswolff, Steve
Roden, Marina Rosenfeld, and Stephen Vitiello to participate in an enline roundtable discussion
moderated by philosopher and critic Christoph Cox.

123 45 continued »

ARTFORUM

VAN DOREN
WAXTER

Image: the author © Artforum (2004: n.p.). Used with permission.

Intermedia Art Home  Archive  Podcasts  Discussions  About

Infermedia Art

New Media, Sound and Performance

Vigws Al

DIscUssIions

d_cultuRe - download, sample & cut-up culture. 29 January - 23 March

2005 ~+ d0wnloAd _salple + cuT - uP
cultuRe
New form in context of copyleft and copyright. d_cultuRe focused on audio production —+ The P0litics of S0und / The Culture
and distribution. As we shift from electromagnetic tape to digital codec as a low cost 0f Exchange

method of underground and independent distribution and exchange what implications

evolve regarding the form, practice and politics of sound? This seven-week discussion
included John Oswald — Artist and Founder of Plunderphonics, Douglas Kahn — Director
of Technocultural Studies at the University of California at Davis and Kenneth Goldsmith
— Writer and Co-editor of ubuweb. The discussion was moderated by Lina Dzuverovic —
Researcher and Co-director of Electra Productions.

A broad range of topics were addressed including: the underground tape movement.
community and independent radio, collaboration, participation and appropriation, as well
as soundart and the museum context. Some challenging notions were also put forward
under the headings of ‘nude media’ and ‘if it's not on the internet it doesn't exist’

LN

b) Screenshot of Tate
Image: the author © Tate (2005: n.p.). Used with permission.

John Oswald
Douglas Kahn

Kenneth Goldsmith

Lina Dzu

0s

onl

i ne

Figure 1.7 7 Online symposia on the subject of sound art
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Installation view. Photo: © Ivar Hagendoorn (2004: n.p.). Used with permission.

This image has been removed by the

author for copyright reasons.

Installation view. Photo: Fiona Hanson (2004: n.p.) © PA Images.

Figure 1.87 Raw Materials, Tate Modern, London, 2004-5
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move fluidly between thasetating definitidns ( 72006 mp., emphasa&ided. Toop also

remarks on the lack of dialogue between prad¢fieesncluds 6 But new musi cs,
art and sound all grow from different starting pointaiddiess a vast range of issues, so we
have to ask if a better understanding can be reached betihedaclbns. Could it be that the
gallery is a good place to st#fi@op,2005 n.p.). There is a seimaethat Toop has

conflicting feelings towards the benefits of definitiohalsdearstowards the gallery as a
potential site for convergencel analysis. Kakaisopresented his thoughts about the
distinctions betwedaBound Art, Art, Musiiin anarticle fora speciabnlineissue of American
literary magaziriehdowa Revié2006)

| am not particularly fond of the tesound aftpreferthe more genersound in the .dvtg last book
was subtitled history of sound in théharéswas no mention dund araind not only because it was
outside the historical scope of the book. (Kahnh260%)

Kahn voices a suspicion of the té&ra o u nndightof thednajor exhibitions from the year
2000claiming o have 60di scover e 606t mp.)earguethan g cal |
sound arexisted and featured in exhibitions and events long before the mill€hagen
contributions showcholars beginning to grapple with the complexities of sound art and its
definition, analsoraise some interesting questions over the beginnings of sound art and the

development of its discoutbat would benefit from further msideration.

Pre-2000

It is worth taking arief interlude at this point to consider activity preceding the millennium

There is in faceference tasound arexhibition as early as 198theNew York Tim@gzage,

1984: n.p.)Trhe Sound/Art Shoekp | a c e at SdilptuwweC¥nbamdkpdesented artists

such as Les Levine, Carolee Schneemann, Sari Dines and PaulineThkvenos was

curated by sculptor and composer William Hellerméduo, for its opening night, conducted a
chamber orchestthatplayedconceptual pieces using a calculator as a stopwatch (Page, 1984:
n.p.). Theeporter Tim Pagegxplainedhatt he exhi bi ti on featured 0
contraptions, one of the most captivating being a musical pinball machine, loaded with chimes,
bell s and xyl ophone keys, conslHkealscsuggekt by Bi
t hat t he erscoras becentiattemptsdowcontbiae elements of the visual arts with
musi c and r aw s o The diréctofoPtleegdmdtgaldrié Badrbruckenip . ) .
Germany, Bernd Schutevertheless stakeslaimfor6t he f i rst synoptic e
A r ih @showthat took place at his gallerd #88(2002a: 18). He also considetsh e f i r st

i ndi vidual pr es e rtiothave beeanthe@rinuabme&iogwitlee Intemational t 0
Arti st sd Co mjhree yeargearlienl986dutdingwdnichartist Gunter Demnig
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presented a sound machine (Schulza208p Whé it is likelythatthere wasound art activity
even before these dates, retrospective claims for the beginnings of sound art are another
indication of its growth as a disgaiExhibitionsclearly play a significant role in gpeshaps
because they grablic andhereforeoften publicised events amaturn,more memorable and
traceable.

By the 190s a few publicationsn sound art begdo emergeSound by Artiftsnder and
Lexier, 1990), for example, is a compilation of essays by artists and theorists working with sound
across different fieldEhe volume contains around thirty contributions by the likes of John
Cage, Max Neuhaus, Christina Kubisch, Alvin | bmeiglas Kahn and Christian Mardlzn

Lander, who edited the book with fellow artist Micah Lexier, explains:

The desire to compile this anthology was driven by the noticeable lack of information and critical
analysis regarding an art of sound. Altht¢hgye has been an abundance of activity centred around
explorations into sonic expression, there is no sound art movement, as such. (Lander, 1990: 10)

For Lander@ound by Artists collection of information pertaining to a disparate art form,
preented Iin the hopes of Atewyeanuldteecollecgondi al oguedd
Interviews with Sound AlRrests, 1993)as released. This presented the ideasstévho took
part in the festivdCHO: Images of Satgpollo House ikindhoven Netherlands ih987,
includingTerry Fox, Christina Kubisch and Paul Panhuysen. These pubkcatansther
indication of early sound art activity and a felt need tohwldabsent discourse.

In 1995, another sound art exhibition took ate Austr al i ads Museum of
Sound in Spawventures in Australiam&ditlittie exposure in the international artworld
althoughltec ur at or 86s cat al ogue e s shustralianeSBeundbeegsigp acce s
ProjeetebsitgCoyk, 1995: n.p.Thisrevealsaninterrogation and overview of sound art as a
genreas witnessed the highprofile exhibitionsomefive years later.

Shortly aftevardsanar t i cl e enti tl ed 6 Ca nwaypuhlishédénar me ?
Australian contemporary art maga®ealTima responséo theSoundCultdestival
(Gebhardt, 1996: n.p.). Il nitiated by a group
advocate, develop and pefodafthese festivélsctaok placerine o f s
1991, the second in Tokyo in 1993, and the third in San Francisco in 1996 which featured 228
artists from around the Pacific region adrogyg-threesites (SoundCulture, 2004: n.p.). In
at t e mpdrawou soie of thé conceptual questions that emerged over what was a large
and often,dipfojpwda@arewmast @ | ect uthedffcutyot hol as Ge
locating (and organising) a specific concept of art in favour of a highly deregulatedifeé of
production in which, wultimately, anything (an

attempt to draw together such apparently disparate elements as contemporary music, sculpture,
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screerbased art, sound design, radiophonic arfsripance, scientific research, philosophy and
DJ culture into an argument about the encompassing nature of sound was bound to run into all
sorts of conceptual, sensory and geograplochl pre ms 6 ( Ge b hrhigaditle, and 9 9 6 :
the debate it prokad on amailing listledicated to the philosophy of soutdlosourniss
reprinted in the first issue of thpwblicatiorSoundSitEheconversation ent i t | ed 06 Wh
Wrongwi t h S o tevedleddncernsd gbout the delineation of a field for bmihdtheory
and sound art practieed arguedfaa need f or sfoomongbodyyof t o 6 dan
knowledge o anot her & (;Am #906e mpsThisprbddesdn:indicatiop of the
politicsand practicalities definition.

Sound art festivalseverthelessontinuedo appearTheSonambiefite st i val o6f or t
e a,rfos éxampleyas heldn Berlinfirst in 1996 and again in 20860other example ibé
annual festiva#ictivating the Medmhich has beerganisedythe San Francisco Museum of
Modern Artsince 1998t is revealing that one reportem,the fifth occasion of this festival in
2002, statkthato t he | egi uinehi aati os af recent phenome
Thiscommentighlights hovit has taken time f@ound art to enter inthe public
consciousnesandit will be seebelowhow the perceived novelty of sound art actiaisy
persistdin reportingalmosta decade later.

Towards the end dfielast century, Douglas Kahn presdone of the most significant
contributions to the academic field of sourttie artsNoise, Water, Meat: A History of Sound in
the Art$1999). This theoretical study of sound in twertiefmt ury art & concent
generation of modernist and postlernist technigques and tropes among artistic practices and
di scoursesd in Europe and the US including
musicalisation of sound, sound reproduction and imitation, silence, and bodily utterance and
screaming(Kahn, 1999: 2Kahn takes broad view of sound and of the,anidudng
literature, music, visual arts, theatre andahfims analysiglthough he subject of sound art is
beyond the historical scopehafstudyof sound in the artg neverthelegsresentsoundas a
serious topic for consideration in the theorisation and critique of modeouiadtarclealy
existed some time before the millennium, as Kahn atgeberathoughit wasperhapsot

yet sufficientlgstablishetb receive the sankend of scholarlattention.

From 2005

Some five years after the initial surge of sound art exhitatioesrange of prominent shows
considering the relationship of sound and music to the visuabastet Lumiaitehe
Pompidou @ntrein Parisfor example, aimed to provaleistory ofsound intwentiethcentury
art (2005fFigure 1.9 andVisual Musat the Museum of Contemporary lirLos Angeles

focused more specifically on casegrafesthesia ant andmusic since 190RQ005Figure 1.10
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This image has been removed by the

author for copyright reasons.

Selected works,fr om | eft to right: Frantisek Kupka, o)
canvas). Photo: © MUMOK (2016: n.p.). Used with permission;, Joe Jones, O6Bird
Caged6, 1964 ( mi xeMdUMOKE @014 h.p.). Bddwitho : E

permission; Peter Moore, O6Charlotte Moorman and Nan
John Cageds 26'1.499" for a String Player b, 19¢
Peter Moore (1965: n. p. ) ; Pierre Huyghe, OLOExp®dition
Show) 6, 2002 (light and smoke in&tna)!l ation). P

Used with permission.

Figure 1.97 Sons et Lumieres, Pompidou Centre, Paris, 2005

18



Selected works, from left to right: Installation view including Frantisek Kupka
60rgani zati on 006191&13% Btantorr Mabtiortald-Wright | |

60Concepti ondl¥y)mmdMorgamRussell6 Four Part Synchrom
Nu mb e {1914-%5) (ciloncanvas); J i m Hodges, O0Corridoré, 200

6col or;solewdbi)f er Steinkamp and Bryan Brown,

generated projection with soundtrack); Nike
2003 (light installation). Photos: Brian Forrest © MOCA, Los Angeles (2005: n.p.).

Used with permission.

Figure 1.10 7 Visual Music, The Museum of Contemporary Art,
Los Angeles, 2005
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Thispromptean article on O0Art and Music in the Twe
magazinértforumin whichcontemporary art curator Harry Cooperntitasd t he dar k secr
of highmodernist visual art and theory has always been (shhh!) sound. Npteemrikat the
twentyfirst century has already brought us two major shows devoted to the connections between
eye and ear in the twentweseadthdfocfsadf@hese: 10) . Al t
exhibitions, it is perhaps not coincidental that theteeital explorations of sound and the
senses occur around the same time that s@sadkracting increasing interest from visual art
institutions.

The British media retuedspecifically to the subject of sound art in an arti€leeiaily
Telegraght i t | e-d t @i $sthen Sound of a New Artd, which
sound art in the UK since tBenic Bo@xhibition (Davies, 2005: n.p)T he buzz ar ound

art is growingd, writes r ep o onethingtdSshoutatoat Davi e
dand, finally, the rest of refefeecesmjortprojecsatl d i s | |
the Tate Modern, such as Bill Font &Harmdnis r ecor

Bridgd_ondon, 2006) and BrucelNema n 0 shased retrospectirRaw Materiglsondon,
2005). In the same year, Tlagealso hosted events relating toHllee Noisexhibition heldat
the South London Gallery (London, 20@#)ichbrought together women artists using sound as
a mediumOther activity includehe exhibitiorS5 h h é S 0 u n datsthe Viotori&gné Albers
Museum (London, 2004yhich replaced its audio guides with new sound works relating to the
collections, and an exhibition of works by artist and musician Christiiay &tahe Barbican
(London, 2005). Upcoming projects by Fontana, Bmm¢ QuEork, Ireland, 2005) and the
Glasgowbased arts organisation N{e Startsle of Skye, 200&krealso mentioneth
Dav i e s, aswallras thecsbuedatsed shtlist for the New Music Award that year
(Davies, 2005: n.p.). An article in@ibservern f act suggest scunaMunseiw dwa v e
by playfully nicknaming some | eading new musi
et al, 2006: n.p.Here a range of authoxsite abouvor k such as Jem Finer ds
the sound sample coll ages of Vi kki Bennett (a
everyday sound by 6 anirstallatioroof sounédtidht aBBalticl di ngs 6,
Centre for Contemporary Awy Alex Bradley and Charles PoMétiteplan@ateshead, 2005).
These reports clearly demonstrate the increasing popularity of sound art as an activity five years
into this century.

That same year, sound adab®e the focus of a special editiodReviewhe London
based international magazine of contemporary art and style (Maig269%.1)1 The editor
explains: 6ln this issue we examine sound art
practtc e of contemporary ar t 2085b53). anthonk Hubegman n t he f
bassesses the i@mPpacsoand & e g200hgd) babireet 8 & ( Wi |l so
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Front cover, and page opening (right).
Photos: the author © ArtReview.
Used with permission.

Figure 1.11 7 ArtReview magazine sound issue, May 2005
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