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DEAR SOUNDSCAPE FRIENDS, COLLEAGUES, ENTHUSIASTS...

The response to the first Soundscape Newsletter was strong, welcoming and heartening. One person

4

thought it was *

about time” that something like this was happening. It seems that our timing for making this

type of contact is right. We want to thank all those of you who responded so promptly and enthusiastically to
the first issue. Some of you sent information about your work, your publications and your soundwork. Some
of you subscribed to the newsletter and sent the requested $10. Some of you sent both.

However, not everyone who responded sent us
money. So without beating around the bush let us stress
right away that THE SOUNDSCAPE NEWSLETTER
NEEDS YOUR FINANCIALSUPPORT.IFYOUWANT
TOREMAIN ON OURMAILING LIST ANDRECEIVE
FUTURE ISSUES PLEASE SEND US $$$$. YOU ARE
GETTING AN UNBELIEVABLY CHEAP DEAL,
CONSIDERING THE BENEFIT OF CONNECTING
WITH AN INTERESTING, VIBRANT, NEW COM-
MUNITY! You simply need to fill out the subscription
form on the next page, include your money order and
send it off. Note that European subscribers can now
send their subscription money directly to the Swiss
Volksbank Basel. Subscribers from the Americas and
the Far East continue to send it to us here in Vancouver.
WE ARE LOOKING FORWARD TO THE DELUGE!
Wehave smiling volunteers standing by to receive your

contributions. (If you have paid already, please ignore
this loud-voiced cry for money and thanx!)

This second newsletter is bringing you short news
from many parts of the world and from people with
varying backgrounds. We decided to print numerous
short contributions rather than a few long ones, simply
because the purpose of the newsletter at this point is to
hear from as many people as possible, and to expand
thesoundscape network. So, now wecanbegin to listen
to each other, to hear how we each relate to the world of
sound, what we do, how sound touches us, how we
express ourselves with sound.

The limited space of the present issue does not make
it possible to publish everyone’s contributions. How-
ever, we have tried to give you an inspiring spectrum.
We hope you'll enjoy.

Hildegard Westerkamp, Editor

The Soundscape Newsletter

World Soundscape Project
““ Simon Fraser University, Bumaby, B.C., Canada, V5A 186

Department of Communication
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E. Morita, Claude Schryer, H. Westerkamp.

Thanks to the Dept. of Communication at SiFU for its support.

The next newsletter WILL be published. Just continue to
sendus yourwritten andfinancial contributions. More news-
letters- say three ayear-willbe published. Subscription cost
isUS$ 10(Americas and FarEast) andsFr 15 (Europe). Please,
see subscription form for details.

 Reading this newsletter is a way of listening.
Writing for it is a way of soundmaking.

r}
We Always Welcome Contributions
1) FOR PUBLICATION IN FUTURE NEWSLETTERS:
a) A short paragraph describing your work/
activities and how you address issues of acoustic
ecology within your discipline or your work.

b) Sound Journal entries

c) Sound Quotes from literature.

d) Sounds/soundscapes that you hear in your
dreams.

2) FOR THE DEVELOPMENT OF A BIBLIOGRAPHY:
A list of recent publications and work related to
issues of soundscape, acoustic ecology, acoustic
design within your discipline.

Please send to: The World Soundscape Project
Department of Communication
Simon Fraser University
Burnaby, B.C.
Canada, V5A 1S6

FAX: (604) 291-4024

m ADLINT for ewsle!ter#n: April 30, 1992 [N

I wish to subscnbe to The Soundscape Newsletter.

NAME:

 SUBSCRIPTION FORM

ADDRESS:

PHONE:____ __ FAX:
If you know other indi‘fiduals, groups or institu-

tions who may want to receive The Soundscape
Newsletter, please send us their name and address.

NOTE: SUBSCRIBERS FROM
THE AMERICAS AND THE FAR EAST
Please enclose a money order of
Can. $10 (inside Canada)
U.S. $10 (outside Canada)
and mail to:
The Soundscape Newsletter
Department of Communication
Simon Fraser University - .
Burnaby, B. C. Canada, V5A 156

NOTE EUROPEAN SUBSCRIBERS

Please deposit sFr 15 directly to:

“Swiss Volksbank Basel,

KOK 504.10.282630.9 TSN (Europe)”

All Inter-European correspondence should go to:

NAME: The Soundscape Newsletter (Europe)
PG Akustische Landschaft
ADDRESS: Geographisches Institut der Universitét
Klingelbergstr. 16 ,
4056 Basel ()
Switzerland N
J
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. . .ConrereNce UpDATES FestivaL Uppates EVENT UppAtes CoNFERENCE UPDATES FesTivALUPDATES. . .

: THE TUNING OF THE WORLD
0 Banff International Conference on Acoustic Ecology
The Banff Centre for the Arts  August 1993

Planning for the Tuning of the World, Banff Interna-
tional Conference on Acoustic Ecology, is proceeding
onschedule. Funds have beensolicited from the federal
Department of Communications, and several other
foundations will be approached in the coming months.
Over 50 proposals for presentations/ talks have already
been received in response to the announcements that
have been circulating since the summer of 1991. The
program committee will be meeting in mid-February in
Calgary to assemble the list of keynote speakers and
finalize the schedule. A brochure-registration form will
be available for international distribution by May 1992.

Michael Century,Director of Program Development
The Banff Centre for the Arts /

P.O. Box 1020, Banff, Alberta, Canada TOL 0C0
Phone: 403-762-6290 Fax: 403-762-6699

URBAN ECOLOGY
7e Printemps Electroacoustique 1992

June 1-21 1992 Montreal
) Montreal is “celebrating” the 350th anniversary of
-/ the foundation of the city in a big way in 1992. Numer-
ous special events and festivities are planned. Is this a
good time to present a festival of electroacoustic music
on the theme of sound ecology? How will the “Prin-
temps” integrate with the soundscape of the tricente-
nary Montreal? We'll find out from June 6 through 21,

1992... '

The 7th season of the “Printemps” focuses on the
relationship between the contemporary sound artist
and the urban soundscape, as well as the sound artist’s
relevance and responsibilities in the urban setting. The
event will explore these themes through outdoor per-
formances, children’s workshops, interactive installa-

tions, concert/conferences, radio broadcasts and pub-

lications.
“Leparc Fontaine comme théatre sonore" (June 14) is
a day long series of sound ecology events culminating
with the performance of three commissioned works for
150 amateur band musicians, 8 electric guitars and live
electronics. Our objective is to present the park as
musical instrument (reverberation, reflections, tone).
“L’Orchestre-vélo” (June 6-21) is a 10-piece bicycle
orchestra which will present synchronized multidisci-
plinary performances in the streets and parks of the
city. The ensemble will use bicycle technology and
recycled materials. A special emphasis will be placed
‘Page 3 *

upon the spatial relationships of sound bicycles in
motion.

"Atelier de récupération sonore"” (June 13-14) is a
weekend workshop for children using recycled materi-
als and simple electroacoustic techniques.

"Concert/conférences"” (June 6, 13, 20) is a series of
discussions and performances with prominent phi-
losophers, ecologists and composers exploring three
issues: 1. What is sound ecology? 2. Sound artists and
ecology 3. Radio and ecology.

"Droit de cité"” (June 15-21) is a series of live broad-
casts on Radio-Canada FM featuring live performances
and transformations of urban soundscapes by musi-
cians and media artists.

The "Printemps" also includes a number of installa-
tions, outdoor performances and special radio broad-
casts. We plan to produce a catalogue and compact disc
of the event.

For more information on the "7e Printemps elec-
troacoustique" contact:

Claude Schryer, Artistic Director

ACREQ, CP 416, Succursale Qutremont

Outremont, Quebec, Canada H2V 4N3
Telephone (514) 849-9534 Fax (514) 289-9680
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ST. JOHN'S, NF., CANADA AIC 275 (79) 737-8209 ok (#4) 737-2007 (FAX)
FOR TOURIST INFORMATION CALL T-800-56%-4353.




MUNICH KLANG-DESIGN SYMPOSIUM
A Report

“SOMEBECOME DEAF WITHOUT NOTICINGIT”.
This is what Max Neuhaus reportedly said at the Klang-
Design (Sound-Design) Symposium in Munich, De-
cember 1991, organized by the DesignZentrum
Miinchen. There he talked about his sound design
failure in the very sensitive ﬁeld of Amencan police
sirens.

The press reviews of the Klang-Demgn Symposium,
although sympathetic to and interested in the topic of
acoustic. design, sounded slightly amused and some-
what uneasy about the fact that it focussed “only” on
sound. Such a reaction, of course shows how important
and necessary these kinds of meetings really are.

Canadian composer Murray Schafer presented his
ideas about acoustic design, and the German philoso-
pher Wolfgang Welsch outlined a general path for an
acoustic approach towards the world today. The last
and most practically oriented words, however, came
from producers, technicians and salesmen.

Industry has now recognized that sound design can
be profitable. Siemens stressed the importance of glv-
i i n “acoustic identity”, and BMW is
investing in dev es that “tune” the acoustic output of

their cars so that they are acoustlcally identifiable as
BMWs.

- Perhaps it is heartening that mdustnes are hnally
making acoustic design - rather than mere noise abate-
‘ment - part of their overall product design strategies. A
- symposium such as this one is certainly important in
~ that it draws attention to this issue on a larger scale.
,EumPe' needs more of this.

: , "W‘lr}kler,' B‘asel,’ Sw1tzerlam':\l‘:

SIGHT AND HEARING -

'RECONSIDERED - RECONCILED?

A Report of the Kassel Colloquium

The interdisciplinary colloquium “Klang Umwelt
Design” (Sound Environment Design) took place at the
Gesamthochschule Kassel, Germany on November 1
and 2, 1991. It was organized by the Departments for
Town and Country Planning, Psychology, Sports and
Music.

This colloquium offered welcome opportunities to
meet people from Germany, Austria and Switzerland:
planners, architects, artists, radio producers, ethnolo-
gists, designers, musicologists, geographers, ornitholo-

gists... The contributors were presenting topics along

the aural-visual boundary, highlighting a number of
possibilities for ‘real-time’-'real space’ co-operation
between specialists from acoustic and visual design.
Consistent with this cooperative spirit, the proceedings
of the colloquium will be published visually - printed
text - as well as acoustically - on a CD. (For further
inquiries about the Colloquium please contact:

Prof. Dr. D. Ipsen, GhK FB 13, Postfach 101380, D-
3500 Kassel, Germany)

The Kassel meeting also prompted the formal crea-
tion of the network “The Soundscape Newsletter
(Europe)”. Among the founders are Albert Mayr (It-
aly), Hans Ulrich Werner (Germany), Justin Winkler

scape Newsletter (Europe) is officially located in Basel
and has started its activity with the present issue of the
newsletter. ALL INTER-EUROPEAN CORRESPON-
DENCE, SUBSCRIPTION FORMS, AND INQUIRIES
FOR THE SOUNDSCAPE NEWSLETTER CAN NOW
BE SENT DIRECTLY TO:

Justin Winkler

The Soundscape Newsletter (Europe)

c/o PG Akustische Landschaft

Geographisches Institut der Universitét
Klingelbergstr. 16, CH-4056 Basel, Switzerland

Tel. 061 267 3648/355 122 Fax: 061 267 3651

0

The World Soundscape ngect’s Handbook for Acot

f WE&M

Communication and the School for the Contemporary Arts at Slmon Fraser University, is available from Cam-
bridge Street Publishing, 4346 Cambridge Street, Burnaby, B.C.V5C 1H4
" This 160 page reference work compiles all major terminology from the fields of acoustics, psychoacoustlcs en-
vironmental acoustics and noise measurement, electroacoustics, music, linguistics, and soundscape studies, with
extensive cross-references and straightforward explanations. Numerous diagrams, charts and tables provide ad-
ditional reference information. The book is an ideal reference text for students of acoustic communication, elec-
troacoustic music, and any other field where a knowledge of sound is needed.
Softcover copies are available postpaid at Can $14.00/US $12.00 and hardcover copies at Can $20.00/US
$18.00; outside North America add Can $9./US $8 for airmail. Canadian residents please add 7% GST.
The author’s book Acoustic Communication is available from the publisher, Ablex Publishing, 355 Chestnut
Street, Norwood, NJ 07648 USA (Tel: 201-767-8450)

Zcology edlted by Barry Truax, Associate Professor in

(Switzerland), and Rosmarie Zani (Austria). The Sound- {

e
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SOUND ART EXHIBITIONS
During the past two years I have organized two exhi-
bitions of sound ‘art in Canada. One was at the

QNewfoundlandsOund Symposiumin 1990 in which the
* “sound pieces were similar in concept to acoustic musi-

cal instruments and could be “played” by visitors to the
gallery. The second one was at the Art Gallery of
Algoma in Sault Ste. Marie, Ontario in the fall of 1991,
where the works were more sculptural in nature and
only three of the pieces were designed for interaction
with gallery visitors.

One of the biggest challenges in organizing these ex-
hibitions was to create an acoustically balanced sound-
scape without loosing the musical /acoustic integrity of
each individual work while having to present several
sound pieces in one (often rather reverberant) space. I
like to call this the “tuning” of the exhibition. Until all
the piecesare installed this tuning process can only take
place in the imagination. It is like composing a piece of
music without having the required instruments avail-
able for demonstrating their musical/acoustic possi-
bilities.

Pieces had to be placed so that they didn’t obscure one
another visually or aurally. As well, visitors to the
exhibition had to be able to listen to and produce
sounds at the same time. This I found difficult, not 6nly
in terms of balancing sound levels, but also because the

ajority of visitors brought with them a handicap that

" is widespread certainly in Western culture: people are

unaccostumed to attentive listening, or even worse,
have been conditioned not to listen. ‘ ‘

It was interesting to observe my own responses when
several visitors were producing sound: as the gallery
became louder my attention shifted from the details of
individual sounds to the room soundscape as a whole,
from my own soundmaking to that of others in the
room, and sometimes my listening reached a rather
distracted and vaguely anxious state. Was I afraid
something would break? (Maybe.) Was I disappointed
that nobody appeared to be listening? (Maybe they
were?). R A

‘What is the effect of including sound in a visual
context?The silence of the art gallery is broken, often in
a playful tone. First I notice more children than usual
visiting both exhibitions, then I notice that they don’t
seem to feel as inhibited as usual. Lots of voice sounds
in the gallery. ' o , ' :
~ Sometimes an older child will move from one piece to
the next, figuring out in turn how each one works, and
appearing to be satisfied with his/her understanding.

simple piece, like a percussion instrument, is often

)Sassed over quickly, or tested for maximum volume

capability. A form of listening, I suppose. But the most
satisfying explorations are by young children whose
Page 5 -

methods of serious play lead them to thorough explo-
rations of the things they find intriguing. The presence
of sound inanart gallery seems to encourage everyone,
even adults, to become more actively engaged with the
works. Their response usually goes beyond intellec-
tual appraisal and detached observation, a stance that
is taken so often towards purely visual art work.
These exhibitions were intended to stimulate listen-
ing and to integrate thelistening experience with the act
of producing sound. When this works successfully
adults sometimes adopt the natural curiosity of chil-
dren, and become active in playing —rather than frivo-
lously “fiddling” — with sound. Such playing is like
musical improvisation and I have seen/heard it take
place in these exhibitions.
Gayle Young, Grimsby, Ontario, Canada

BAUHUTTE KLANGZEIT WUPPERTAL

I 'am a composer and, after many years of isolation
and waiting timein East Germany I moved to West Ger-
many in thesummer of 1988. SinceI’ve been in the West
I have tried -under enormous difficulties - to create
circumstances that would allow me to transform some
of my theoretical concepts developed in the DDR into
concreteproject. A firstresultin this respectis “Bauhiitte
Klangzeit Wuppertal”, which I founded in collabora-
tion with the city of Wuppertal (near K6In) in June 1991
and which has been under my direction since then.

“Baubhiitte Klangzeit” (Bauhiitte Soundtime) at this
point is a way of working. It is not an institution. After
the first Klangzeit Symposium with circa 120 partici-
pants, twenty artists and scientists formed an alliance
which is committed to developing and realizing theo-
retical and artistic projects by the end of 1992. The em-
phasis of these projects is on Zeitklang/Klangzeit
(timesound /soundtime) inlandscapeand architecture.

In 1991 we presented several projects: Gordon
Monahan'’s “Aquaeolian Music Room on the Wupper
River”, Alvin Curran’s “Call to Prayer”, and Johannes
Wallmann’s “Schweben und Héren- von Klang zu
Klang” (Floating and Listening - from Sound to Sound)
on a Gondola ride in Wuppertal. ‘

“Baubhiitte Klangzeit” is based on the belief that there
is a connection between the habitual repression of
artistic, innovative energy in our daily lives and the
present ecological problems in the world; and that with
the help of artistic creativity, spiritual-cultural condi-
tions can be established for more intelligent and or-
ganic patterns of human environment behaviour.
“Bauhiitte Klangzeit”, on the basis of always question-
ing the role of the artistic in our lives, has made it its’
task to develop innovative artistic projects and to inte-
grate these into daily life.-

' Johannes Wallmann, Artistic Director



CORRESPONDENCE FROM OUR READERS & DESCRIPTIONS OF SOUNDSCAPE RELATED WORK

WOMAN AND HOUSE

The Globe and Mail recently described my elec-
troacoustic music theatre work WOMAN AND HOUSE
as the most bizarre offering about mothers in the 1991
WOMEN AND VIEW festival in Vancouver.

WOMAN AND HOUSE included an obsessive/com-
pulsive housewife, a singing/speaking house, assorted
forms of digital sound synthesis including live signal
processing and Granular Synthesis, home appliances
that sing and speak, a bag lady, a Sumerian Priestess, a
tea ceremony that included the audience and the Great
Mother. Many people weremoved and others intrigued
by the unlikely combination of elements. I myself was
pleased since I felt I had managed to integrate interests
in electroacoustic sound/music, motherhood, sound-
scape and womens’ spirituality in an unusual and
challenging form.

Susan Frykberg, Vancouver, Canada

YUKON PRO]ECT

I have lived in the Yukon, on and off, for approxi-
mately seven years. What began as a vague notion
centering around acqumng a D.A.T. recorder and col-
lecting environmental sounds, has become the steady
development of a personal environmental philosophy.
What began as a marginal interest in environmental
sounds has become a central focus in the growth of my
own musical intelligence.

The Yukon Project started in the fall 0of 1989. Since that
time I have spent one or two months per year collecting
sounds in the North. I have been struck by the intense

intimacy with sound that one encounters in the vast

stillness of the North. The steady drone of the city (or of
any mechanical/vehicular sound) is replaced by the
sounds of a remote place, remoteness truely on a high
order of magnitude. I am not suggesting that the expe-
rience of intimacy with sound is due entirely to the
extreme quiet. It is also the knowledge of remoteness
thatisa contributing factor here.

In this place a new awareness of sound occurs. From
the time we were in the womb our life has been filled
with sounds. And here suddenly is a place that seem-

ingly is empty of sound. I'feel a heightened lucidity - |

new and old sounds rush as if into a void into this new
and unfamiliar context. Discovery of this place is a
source of intimacy with sound and an important factor
in shaping sensory awareness. It is the experience of
collectmg sounds in this placeand thus the ever-repeat-
ing rediscovery of it which act as the main inspiration
for my project. The outcome is to be a series of ‘region
specific’ electroacoustic pieces in which T hope to con-
vey that sense of discovery.

Daniel Janke, Toronto, Canada

Dear Soundscape Newsletter and Friends,

Iam a Brazilian musician and I teach in the State Uni!j

versity of Sao Paulo (UNESP), Brazil. There, I run
project of music education, working with children from
7to 12 years old. My special concern is listening and
how to improve the quality of listening.

In 1988, with the help of a scholarship from the Cana-
dian Embassy in Brazil, I went to Canada and worked
with Murray Schafer. In 1990 he came to Brazil to
conduct courses for teachers and students of music.
One of his books, “The Thinking Ear” was translated
into Portuguese under my supervision. It will be pub-
lished in the near future.

Marisa Trench de O. Fonterrada, Sao Paulo, Brazil

Born in 1960. Studies: Musicology and Literature.
Finished my studies with a dissertation on the border-
line between new music and radio drama. Since 19851
have been working mainly for radio stations as editor
and freelance author, writing and reflecting on natural
sound environments, the acoustic experiences in our
western societies and all kinds of audio art (radio
drama, new music and sound sculptures). Having trav-
elled to many African and Asian countries, I recorded
a lot of fascinating sounds there and created several

radio sound documentaries (lots of sounds, less text). I()
e

continue to travel and collect sound, and within th
next year I’m heading fortheIndiandeserts, Indoneasian
volcanoes and the Zaire jungle. Presently [am working
on a radio documentary about east African Ramadan
ceremonies and Burmese Temple Soundscapes/ Land-
scapes. During “Klang Umwelt Design” in Kassel,
Germany (see report on page 4) I gave a lecture on
“Acoustic Experience, Acoustic Travelling”.

Sabme Breitsamer, Berlin, Germany

Tam currently planning a CD. project called “Sound-
scapes”, which is based on the World Soundscape Pro-
ject’s work originally under the direction of Canadian
composer R. Murray Schafer. In collaboration with him
and the members of this pioneering research project, I
wrote my PhD dissertation about soundscape concepts
in Canada, USA and Europe. The study, based oninter-
views, analysis, radio research and art cooperation will
be published in the near future. I intend to combine it
with the Compact Disc, as a “sound bridge” for future
cooperation within a growing international network of
soundscape studies. Soundscape recordings from
Vancouver, Canada, USA and Europe, from past and
present, by Canadian artists and European producer:
will be part of the project. Since my first interview in
1984 with Schafer and his colleagues, I wrote several

Page 6
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articles and radio programmes on Canadian music,
concerts and books. At the University of Kassel I fin-
ished an extensive study on soundscape activities and
the main protagonists involved in this work - such as

urray Schafer, composers Hildegard Westerkamp,
Howard Broomfield and Barry Truax, film- and sound-
maker Dan Gibson from Toronto and others. During
my studies I presented my research on the World
Soundscape Project at conferences and in two univer-
sity seminars, whichItaughtin 1989,1990 and fall 1991.

The planned compact disc is meant to serve different
purposes: as a complimentary tool for my book; as a
collection of acoustical “images” of former and current
soundscapesin Canada and Europe;asa meeting point
for still isolated sound artists and their works; as a

“trailer” programme for the planned international |

soundscape conference in Banff 1993.
Hans U. Wemner, Kéln, Germany.

The flrstencounter withsoundscapeissues was when
I read Murray Schafer’s booklets on music education.
Then I started to introduce the idea of soundscapes in
my teaching at the university.

My recent work includes research on Suikinkutu, a
Japanese traditional sound installation, and a sound-
'scape walk event in Hiroshima.

Yu Wakao, leoshlma, Japan

) I address acoustic ecology as one element in a multi-
sensory approach to the geographic (natural, rural, and
built) environment. For a discussion of soundscape,
smellscape, and more metaphysical ‘scapes (e.g.
childscape, bodyscape and deathscape, all highly sen-

sory), see my book “Landscapes of the Mind” (Univer--

sity of Toronto Press 1990). I encourage my students to

do soundscape studies, both quantitative and qualita-

tive, at both undergraduate and graduate levels.
Douglas Por-teous, Victoria, B.C., Canada

I am a professional nature recordmg artist currently
on Earth Sounds (TM) label of Peter Roberts Produc-
tions (Seattle) which has earned the recommendation of
the American Museum of Natural History. I am con-

cerned entirely with the binaural documentation of

wilderness areas that lack human caused noise distur-
bances, worldwide, and also the campaign for a na-
tional Quiet Places System. My last three projects are:
1) Reconstruction of Washington State’s wilderness
soundscape from pioneer diaries prior to 1889. (Com-
pleted)
2) Follow dawn as it circles the globe and portray this
henomenon as an endless wave of birdsong millions
~of years old, as if one long song with a composition that
parallels the population dynamics and evolution of
birds. (Completed)
Page7 -

3) Float down the Mississippi River to recover the

vanishing nature sounds of Mark Twain’s childhood

and reconstruct the wilderness soundscape of the Val-
ley as it existed in the early 1800’s. (In progress)

Gordon Hempton

P.O.Box 9063, Seattle, WA 98109, USA

I became interested in the World Soundscape Project
in the mid-70s, following its first publications and a
visit to Simon Fraser University. Influenced by its work
the following activities were undertaken: Courses in
the Tel-Aviv University Musicology Department, work-
shops'm the Tel-Aviv area, Jerusalem and elsewhere,
for elémentary and junior high school pupils as well as
adult students, field recordings in kibbutzim, public

‘markets and other environments, collection of pas-

sages from media publications, traditional Jewish
sources, poetry and literature, etc. Informal contacts
and conversations with friends and colleagues revealed
considerable interest in the project but despite efforts to
create a more formalized framework, including meet-

‘ings with persons involved in acoustics and environ-

mental agencies, nothing ongoing was established. I
did become aware, however, of numerous individuals

‘who were demonstrating their own concern for acous-

tic ecology in music, art and education. Several meet-
ings with Abraham Moles, both in France and in Israel,
were also helpful in broadening awareness of other
approaches. ,

Dr. David Bloch, Tel-Aviv, Israel

My work is prineipally concerned with sound ecol-
ogy as expressed by the medium of electroacoustics

‘and radio art. Through experimentation, l have come to

believe in certain forms of “soft technologies” as ecol-
ogy. I think of radio as the transmission of information
which can be retrieved as fact, fiction or fantasy, de-
pending on the listener’s attention, intention and reten-

_tion, thus allowing artists a presence in the ear of the

world and the world of the ear. I think of radio as an
ecosphere: “the sum of the Earth’s ecological system
(allliving organisms interacting with the physical envi-
ronment) with the implication of a conscious ecological
stewardship of the Earth and all that is in it.” I think of
seundscapes intimeand process. The ecclogy of sound
is in finding a balance.

My recent work as a composer and producer explores
the implications of sound ecology. In 1990, I curated a
series of radio ecology capsules for the “Musique Actu-
elle” program of Radio-Canada which questioned the
role of electroacoustics in the ecology movement. Later
in 1990 I completed a work for cello and tape called
ABBNF, an ecological portrait of the relationship be-
tween humamty and nature inspired by he beauty, fra-
gility and power of Banff National Park. My most

Cont'd on Page 8



Caus For PArTICIPATION, EXCHANGE, INFORMATION. CALLS FOR PARTICIPATION, EXCHANGE, INFORMA

SOUNDSCAPE OF
THE DOMESTIC SPHERE:
Call for Soundscape StudyParticipants
I have recently begun research into
what | call the Soundscape of the
Domestic Sphere. | am particularly in-
terested in the kinds of soundscapes
encountered by homemakers and chil-
dren in the home. These include chil-
dren/infant sounds, mother/parent
sounds, sounds of toys, home appli-
ances and of course media. | am also
mterestedmtalkmgto mothers/parents
about memories of the soundscapes in
which they grew up and comparing

* them to those in which they bring up

their own children.

The introductory: phase of the re-
search has been completed. Six
mothers from different cultures (Africa,
Indonesia, Europe, China, Pakistanand
Canada) participated in this stage of
the study. Soundscape analysis oftheir
homes revealed such things as’ high

~ decibel levels, extensive use of media ,
as soundscape and dlsproportlonately

low percentage of human/childrenvin-
fant sounds during a typical day.

In all six cases the soundscapes in
which the mothers grew up were very
different to the ones in whichthey were
bringing .up their own children. The

initial study asked more questions than
it answered. Now, for the next phase of
my research | am looking for more
mothers/parents from a variety of cul-

tures. Ifyou areinterestedin taklng part
in my study, please write to me.
Susani Frykberg
‘Dept. of Communication -
Simon Fraser University =
Burnaby, BC Ganada V5A 186

PULSE OF THE PLANET :

. “Pulse of the-Planet” is a daily radio
ser.ies.'.and.is heard on 230 public and
commercial radio stations inthe United
States and inover 130 countries around
the world via the Armed Forces Radio

Network. Two million listeners tune in

to “Pulse” daily. The series spans the
globe in search of creative solutions to
environmental concerns.

Our format makes extensive use of
environmental sound to illustrate our
stories. We are looking for well-recorded
ambient sound that gives the ligtener a
Page 8

sense of a particular locale. This could
include traditional music, sounds of
nature (which may be species or loca-
tion-specific) as well as urban sounds.
For example, in a story on air pollution
in Mexico City, we used traffic ambi-
ence punctuated by the idiosyncratic
police whlstles used by the local con-
stabulary.

We pay $50 for each use of sound,
and will not use your sounds without
first receiving permission. Cassette or
reel formats are acceptable and stereo
recordings are preferred.

Those interested should send a list-
ing of available sounds or subjects to :

Jim Metzner

RD'1 Box 108, Croton Heights Road

Yorktown Heights, N.Y., 10598 USA

Phone (914) 962-1751

INTERNATIONAL SOCIETY

FOR MUSIC AND MEDICINE (ISMM)
. The ISMM was founded in Liiden-
scheid, Germany, in 1982 during the
first International Symposium on “Anxi-
ety, Painand Music”. ISMM is a medical
society, 2/3 of the members being
medical doctors. Representatives of
otheracademic areas canalsobecome
members (up.to 1/3 of the total mem-
bership), if they have a special know-

“ledge or skill according to the status of

ISMM. Subsidiary members can also
be accepted.

The scope of ISMM is to initiate and
coordinate mterdlscuplmary research
about. physuologwal and psychological
issues of music in medicine and about
the appﬁcauons of music/music the-
rapy ‘in. medicine. The 'scientific ex-

- change is organized through interna-

tional symposia about Music in Medi-
cine and through the official organ of

- ISMM, the International Journal for
-Music Dance and Art Therapy, Hettgen

Publisher, Miinster, Germany.
Membership Fee: $(US) 50.-
(includes subscription to Journal)
For more information, contact:
Dr. Ralph Spintge
Executive Secretary ISMM
Paulmannshdher Str. 17
D-5880 Liidenscheid
Germany

ENVIRONMENTAL m
AND ARCHITECTURAL v
PHENOMENOLOGY NETWORK

~ Geographer David Seamon, philoso-
pher Robert Mugerauer, and interior-
design educator Margaret Boschetti
have founded the Environmental and
Architectural Phenomenology Network.
This network is subsidized by EDRA
(the Environmental Design Research
Association) and publishes a newsletter
three times a year.

Exemplary researchthemes for which
the network will serve as a clearing
house include: sense of place; home,
dwelling, and journey; environmental
encounter and its relation to environ-
mental ethics, responsibility, and ac-
tion; human experience of the natural
and built environment; sacred space
and architecture; the geographical and
built environments as contributors to
human being-in-the-world; bodily dimen-
sions of human environmental and archi-
tectural experience; the environmental
and architectural dimensions of lifeworld,
both for human beings and other hvnn{ )
creatures; and environmental design as
place making. The network emphasizes
phenomenological work but also pro-
vides information onothertypes of quality
research. The winter 1992 issue fea-
tures an essay by R. Murray Schafer.

Thoseinterestedinreceivingthe news-
letter should contact:

Prof. David Seamon

Architecture Department

Seaton Hall 211

Kansas State University

Manhattan, Kansas

66506 USA
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recent work is called “Marche Son-
ore” (Soundwalk). It is a 28 minute
sound film inspired by the philoso-
phy of sound ecology of the World
Soundscape Project, that is: respect
for the ear and the natural voice,
conscience of the symbolism of
sounds, knowledge of the rhythms
and tempi of soundscapes, freshE
hearing (with clarity), soundwalk-\../
ing to discover our sonic environ-
ment.

Claude Schryer, Montreal, Canada



