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September 1992

| co:.LEAGUEs""ENThusmsrs, RESEARGHERS SOUNDMAKERS
ECOLOGISTS coupossns, RECORDISTS MUSICIANS, AUDIO ARTISTS...

'August 8-14, 1993, As you will have notlced,by now,

you are also receiving more detailed information in

. this package about the conference as well as about
how to make proposals for papers and projects. We

are eagerly awaiting you responses. -

It is time to renew your subscription for this
“second year of The Soundscape Newsletter. Those of
you who have just “come on'board” (since June) will

‘not have to renew. And some o6f you have already
paid for two years.. For the majority of people, how-
ever, the time for renewal has come. Those of you
who have received the newsletter since the beginning
and have not paid-up.. : well, the only escape from
the fires of hellish gullt is to pay twice as' much.

J . If we do not receive your subscription money by -

]anuary 15, 1993 we will have to take you off the
mailing hst We can no longer afford to send out
“freebies” because of rising printing and postage
costs. Hope to hear from you'

- As announced in the previous newsletter we are

_now pubhshmg one or two longer articles in each

issue. I am happy to start with an article by R. Mur-
ray Schafer, Canadian composer and founder of the
World Soundscape Project, as most of you know. If
anyone of you has a longer piece of writing to con-
tribute, suitable for this format we welcome your

‘contributions. -

Iam off to India in nud-October coordmatmg a
soundscape workshop in Delhi, and will be back in
early January. Any mail will be answered after my
return. Deadline for submissions for newsletter #5 is
]anuary 15, 1993. Warm wishes to all of you.

Hildegard Westerkamp, Editor.

1he Soundscope Newsleﬁer

World Soundscape Project
~ “Simon Fraser University, Burnaby, B.C.. Canada, V5A 156

Depomnenf of Communlccﬁon




Reading this newsletter is a way of listening.
"~ Writing foritis a way of soundmaking.

O

— ]| We Always Welcome Contributions
Another way fo SUPPO” this news’eﬁef 1) FOR PUBLICATION IN FUTURE NEWSLETTERS:
SEND US YOUR ADVE@SEMENT a) A short article about your work/activities and
how youaddress issues of acoustic ecology within
» : ' S ~your discipline or your work.
‘BusinessCard -~~~ - . $20- M b)Sound Journal entries

o . o c) Sound Quotes from literature.
1/8page (6cm X9cmwide) §35- ) d) Sounds/ soundscapes that you hear in your
DR o
I/4page (125cmX9 cmwide).  $50- || ) EOR THE DEVELOPMENT OF A BIBLIOGRAPHY:

A list of recent publications and work related to -
issues of soundscape, acoustic ecology, acoustic

_ deSIgn within your d1sc1phne
‘| The Soundscape Newsletter Editor; Hildegard Westerkomp. B
Advisors: Michael Century, Albert Mayr R. Murray Schafer, Barry Please send ALL :
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will be published three times a year. Subscription cost is US$ 10
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= Thisnkmg of Joh €age o
Iam here, and theré is nothing ° '
These are e John Cage’s words from his Lecture on Nothmg ,They were perhaps
the most hberatmg words I had heard as a young student.
; . Ifamong you are those who wish to get somwhere,
: =+ let them leave at any. moment. - : ‘ '
An openness to all possrbfhhes ‘No attempt to control anythmg or anybody
A'sparkle in his eyes. Offermg a space to relax mto A freedom An umer space
that feels authentic. :
I have nothmg to say and 1 am saying it.
While [ was out to “fight” noise in the seventies, he was inviting all sounds into
his hearmg Llstenmg and questioning.
Are sounds just sounds or are they Beethoven?
- If sounds are noises but not words, are they meanmgful ?
Is a truck passing by music? ,
< If I canseeit, do I have to hear it too?
If I don’t hear-it, does it still communicate?
If while I see it I can’t hear it, but hear something else, ~
say an egg-beater, because I’ m mszde looking out does the truck commumcate or the egg—beuter which
conitftunicates?
It seemed politically incorrect at the time to be open to all sounds. Yes, it was
important to listen to them alt. But, I felt there had to be a distinction, a dis-
crimination between the acceptable and the unacceptable, between good and
bad.
: Iask you, sometime, too, sounds kappemng in time, what will happen to our experience of hearing, yours,
mine, our ears, hearing, what will happen if sounds being beautiful stop sometime and the only sounds to
hear are not beautiful to hear but are ugly, what will happen to us?
Would we ever be able to get so that we thought the ugly sounds were beautiful?
If we drop beauty, what have we got?
Have we got the truth? .. : '
 If we had any sense in our heuds, wouldn t we know the truth mstead of gomg around looking for it?
What truths does the soundscape hold for us? Or music? Or voices? Is our
listening'wide open to the truth? Are we that free? Are we that accepting of all
sounds? :
John Cage died on Augst 12, 1992 and was born on September 5, 1912. My aunt
died on August 7, 1992 and was born on August 24, 1902. She would have been
90 a few weeks later had she not suddenly collapsed from life into death: John
Cage would have been 80 had he not done the same.
Do I have to know when to stop?
. Is this the one chance we have to be alive and ask a question?
How long will we be able to be alive?
Each breath a sound. Itis born and then dies.
i Hildegard Westerkamp
(Quotatlons are from: mmm by John Cage, Westem University Press, Middleton, Connecticut, 1973).
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byR. Murray Schafer

. eskin would haveworked. Thesensation of drinking
is entlrely different when the hquld is squlrted intot outh rather than sipped out of a glass or sucked through a straw, and so are the
accompanying sounds, on this occasion a bright burﬁ as the air seeks to replace the liquid through the twisted thin spout. Nothing

touches the mouth but the hquld Itis probably thep wa‘ y tndrmk yet it ha&,been replaced by the glass as individual proprietorship
oI ‘ nts an even greater degree of privatization—the

he beginning of the meal, partly in compensation for
lastic cup. Materials change, sounds change, social

hidden elixir. The glass, replacmg more tuneful recep
the mute consumption to follow, an exercise denied:
customs change. The soundscape of every society is ¢ d b dominant materials from which itis constructed. Thus we may
speak of bamboo, wood, metal, glass, or plastic cultures, that these materials producea repertoire of sounds of specific resonance
when touched by active agents, by humans or wind orwater. Thecontainersand conveyances for water could makea nice dossier of keynote
sounds for cross-culturalstudy. In modern times water forms a strong domestic keynotein the presenceof taps, toiletsand showers; inother
cultures the sounds of water are more clearly marked at the village fountain or pump where all washing is done and from which all water
is drawn to the household. Unlike water, stone does not makea sound on its own; rather only whenbrushed, chipped, scraped or crushed.
The various methods in which this happens have characterized cultures in may parts of the world. Before roads began to be macadamized
in the nineteenth century, wagon wheels over cobblestones provided one of the clearest keynotes of all stone cultures, often rising to the
level of annoyance, so that straw was often spread over the roads near hospitals or around the homes of the sick to mute the sound of the
horses; hooves and the grating of the wagon wheels. Europe was a stone culture and toa large extentstill is, particularly in its smaller, less-
touched communities. Whenstones were piled up tobuild cathedrals, palaces and homes, they affected the reflection of soundsboth within

and without their surfaces, fortifying spoken rhetoric and amplifying music and military parades. North America was originally a wood
culture, passing, like modern Europe, to cement and glass during the twentieth century. ‘

Glass is the most imperceptible soundscape material and there-

fore needs special treatment. Its history goes back possibly nine

thousand years or more, though its prominence is much more
recent. About 200 B.C. Roman glass makers learned how to roll out
slabs of glass to make mosaics and also to close small window
surfaces, though their semi-opacity admitted only feeblelight. The

- manufacturing of glass wax improved by the Venetians after 1300 -

but it was not until the seventeenth century that the glazing of
windowsbeganonalargescale. In 1567 Jean Carré, a merchantfrom
Antwerp, had received a twenty-one-yearlicensefrom Queen Eliza-
bethIfor making window glass in Britain, butitwas Louis Lucas de
Nehan’s new method of casting in 1688 that for the first time
permitted the production of large polished plates of flat glass of
relatively uniform thickness from which it was possible to make
excellent mirrors and fill large window openings.

For along time there was a tax on‘glazed windows. In Britain the
occupier of a house with ten windows had to pay an annual tax of
8s.4d.in 1776, rising to£2.16.0in 1808. Thehigh rate continued until

1825 when the tax was halved -and houses with seven or fewer -

repealed in 1845 theindustry immediately entered a period of rapid
growth, of which the Crystal Palace of 1851, containing a million
square feet of glass, became a symbol of its triumph.

During the twentieth century the commercial streets of all cities
have gradually suffered their romantic stone work to be chipped
away to provide larger display windows, while above them tower
buildings that have altogether abolished windows, replacing them
with walls of glass. From the streets we are given views of interiors
once private and mysterious; from the towers, executives contem-
plate theskyline and envision distant goals and objectives. None of
thisisnew. Wehavelived withitforsome time. Our concernis with
the change of perception brought about by glazing.

The glazed window was an invention of great importance for the
soundscape, framing external events in'an unnatural phantom-like

‘silence.” Thediminution of sound transmission, whilenotimmedi-
ate and occurring only gradually with the thickening of glazing, not

onlycreated thenotionofa‘here’ anda’there ora ’beyond "butalso
introduced a fission of the senses. Today one can look at one’s

‘environment, while hea.rmganother, withadurablefilm separating - -
the two. Plate glass shattered the sensorium, replacing it with {

contradictory vistial and aural impressions.

Withindoor living, two things developed antonymously: thehigh
art of music, and noise pollution—for the noises were the sounds
that were kept outside. -After art music had moved indoors, street
music became an object of particular scorn. Hogarth’s celebrated
print ]]]g_EnmggLM_uﬂ_m shows the conflict in full view. A
professional musician indoors clamps his hands over his ears in
agony while outside his workroom a multitude of sonorous activi-
tiesare in progress: ababy is screaming, aman is sharpening knives
on a grindstone, children are playing with ratchets and drums,
several hawkers are selling wares assisted by bells and horns, and
oneshabbily-dressed beggar has targeted the musician’s window
for an oboe serenade, The developing antagonism between music
and the soundscape can.be more clearly sensed by comparing
Hogarth’s print with Brueghel’s town square of a century earlier.
Take a look at Brueghel’s “The Battle Between Carnival and Lent.”
Hogarth’s print contains glass windows. Brueghel’s painting does

~ not. Brueghel’s people have come to the open windows to listen;
“Hogarth's musician has come to the window to shut it.

In a study of fairy tales, Marie-Louise von Franz points out that
glass ‘cuts you off, as far as your animal activity is concerned. .
Mentally you are not cut off. You can look at everything through
glass practically undisturbed, for. you can see as well as though it
were not there. . . but it cuts off the animal contact. . . People very
oftensay, “Itfeels asif therewerea glasswall. .. between meand my

surroundings.” That means: “I see perfectly well what is going on,

I can talk to people, but the animal and feeling contact, the warmth
contact is cut off by a glass wall. . . ““ The world of sounds and
textures, the palpitating, kinetic world, is zoned out; we still watch
itmove, but from our(generally seated) position indoors our physi-
cal contact with it has ceased. The physical world is “there’; the
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it craves reorchestration: thls is the era of
Muzak and of the radio, a form of interior
decoration, designed or ‘absent-mindedly

introduced to reenergize the spaceand ren-

der it more sensorally complete:. Now the
interiorand exteriorcanbecome totally con-
tradictory. The world seen through the win-
~ dow islike the world of a movie set with the

radioassoundtrack. Irecall travellingin the

dome car of a train passing through the
Rocky Mountains with schmaltzy musicon
thepublicaddresssystem and thinking: This
_isatravelogué movieaboutthe Rocky Moun-
" Yains—we are not here at all. IR
-~ When the division between' ‘here’ and
“there’ is complete, the glass wall will be-
come as impenetrable as the stone wall.

~ Even thieves well respectit. Shattered glass -

is a trauma everyone is anxious to avoid.
‘He shall rule them with a rod and shatter
them like crockery,’ is a potent acoustic im-
age in Revelation (2:27). A keynote of the
Middle-Eastern soundscape under normal
circumstances, crockery becarrie ‘a’violent
signal when broken. For usthe same is true
of glass: And yet ‘one cannot help feeling
. that ‘the mind-body split of the Western
world will enly be healed when someof the

glass in which wehave sheathed our lives s

shattered, allowing us again to. inhabit a

world in which all the senses interact in-

stead of being ranked in opposition.

IThere are numerous allusions to this in

European literature, for instarice in chapter
19 of Thackeray’s Vanity Fair where the

street is laid knee deep in straw and the -
knocker of the door is removed when Miss -

Crawley isill. PR : o
?According to Sir. W.M. Flinders Petrie,

cient Egypt, though the earliest pure glass
atesfrom 7,000B.C. See: G.W.Morey, The

*Marie-Louise von Franz, Individuation
in Fairy Tales (Boston and London, 1990),
p;15.; ! -
Page 5 e

s (New York, 1938), p.12. °

Detail of 10 Audo ballerinas with amplified metronome sound. Calais 1990.

- The Audio.Ballerinas
: ) - Benoit Maubrey / Die Audio Gruppe
The Audio Ballerinas: a definition. : ) ‘
Agroup ofballerinas performing with electronicskirts. Their “audio tutus” areequipped
withdigital memories, looping devices (mini-samplers), receivers, microphones, sensors, am-

 plifiers, and speakers thatenable them tointeract directly with their environmentby record-

ing, producing, and mixing live sounds.

Each tutu'is also individually powered either by solar cells or rechargeable batteries,
depending on whether the performances take place indoors or outdoors:

A choreography, developed “onsite” for a particular space or event, arranges the balle-
rinas into a multi-acoustic sound environment. - '

The Audio ballerinas: an artist's statement: co :

The art we make is not “high tech,” it’snormal: the electronic tools we useare cheapand
commonplace and can be found inside a lot of the toys that litter a child’s playroom floor.
Furthermore integrated circuits canevenadd toa person’s charm. Loudspeakers have long
beenintegrated into modernhomes, mass transportation, and publicspaces—wherever you
find - people you’ll find loudspeakers. It seems only logical that both these elements be

glaze was known from 12, 000 BC. in an- combined:evenyouraverageneighborhood policemanbeeps and buzzesashewalks his beat.

The Audio Ballerinas’ computer chips are obtained from surplus electronic parts, they’re

 essentially modernjunk.-When you superimpose them over people’s bodies itmay look kind

of strange at first, but so did “Walkmans” when they came on the market. An essential

difference, however, with these latter objects of perverse and anti-social behavior is that my
- “Walk-ladies” don’t hoard their noise via earphones, they dish it out like Santa Claus does

with presents at Christmastime. For further information, audio and video tapes: Benoit

Maubrey/Die Audio Gruppe, Schulstrasse 35, 1000 Berlin 65, Germany.



internationally renowne
cordxst cn'cledthegl e 3
cape the noises of |
earth’s awaken-
phony of pristine

The progra' -am fol
shington State to the lush troplcs of Hawaii, the formi-
dable Austrahan outback, and the. nnexplored jungles of Sri

Kalahan Desert in Afnca, m Eieanaent Hﬂ}swof Spain, and
finally, at ]oumey s end in the magmﬁcent ‘Amazon rain-

ordon Hempfon

forest. Along the way, Hempton’s encounters with native
people are recorded, revealmg a.wilderness-based natural
harmony seldom seen in today’s world.

Hempton’s unique recordings are widely recognized for
their contribution to natural science education and historical
documentation. But moreimportant, his efforts emphasize
the fact that natural sounds, like the wilderness that provides
them, are rapidly dlsappearmg throughout the world. Van-
ishing Dawn Chorus conveys an ‘important message: that
peopleeverywhereneed to listenmore carefully to the urgent )
needs of their environment. ; ’

@@afme@ag@@ @@@@@i@lﬁ) in France

by ]ustm Winkler - :

Although a lot of soundscape research and deS1gn has been
donein France by variousinstitutions for more than a decade
astomshmgly little is known about this in the English speak-
ing part of the world—partially, no doubt, because of lan-
guage barriers. Here are some examples of French Institu-
tions involved in Soundscape Research:

1) CRESSON, “Centrede Rescherche sur l’Espace Sonore”
(Research Centre for Sonic Space) was founded by sociologist
and musicologist Jean-Francois Augoyard. Hard scientific

work has been done by him and his cellaborators. A few

recent publications may indicate the spheres of interest of the
CRESSON crew. In 1989 Pascal Amphoux and Martine
Leroux published anin-depthstudy titled “Lebruit, la plainte,
etle voisin” (Noise, Complaints and Neighbours). Last year
Amphoux (et al.) issued a trilingual study on the acoustic
quality of public spaces: “Aux ecoutes de la ville” (Listening
totheCity). The mentioned publications donothave English
abstracts, whereas the proceedings of the symposium “La
qualification sonore des espaces urbains” (The Qualification
of Sound in Urban Spaces—published in Architecture and

Behaviour 7 (1), 1991, Lausanne) do so and are highly recom-

 mended reading. CRESSONEcole d’Architecture de Gre-
noble, BP 2636, F-38100 Grenoble, France.

- 2) The LAMU, “Laboratoire Acoustique et Muslque Urba-
mes” (Laboratory for Urban Sound and Music) at the Ecole

- d’Architecture Paris La Villette takes a different approach to

issues of sound /soundscape in the city. Its” president Ger-
onimo Padron Lopezis anarchitect, its’ director Pierre Marie-
tan a composer. A cornerstone of the LAMU activities is the
development of a low-cost housing project at the outskirts of
Paris, where the impact of pulsating noise from a major
hlghway as well as the sounds of the new neighbourhood
itself had to be taken into consideration. The building which
should become an example of humanistic architecture is still -
under construction. LAMU, Ecole d’Architecture Paris La
Villette, 144 rue de Flandres, F-75019 Paris, France.

3) Espaces Nouveaux has been in existence since 1984. It
was founded by music critic and former director of France-
Musique Louis Dandrel and is funded by national research
programmes. It serves as a kind of soundscape “think-tank”
and has been active in acoustic design projects involving
architecturaland outdoor urban acoustics. Its main perform, J
ances were soundscape simulation projects, including prod-./
ucts like the “amphibonic chair” and the “audiosphere”. It

“also organized “Urbasonic 88”, a four-day acoustic design of

a-public square in downtown Hong Kong. Espaces Nou-

veaux, 56, Bd. Davout, F-75020 Paris, France. R
Page 6



CORRESPONDENCE FROM OUR READERS . . . CORRESPONDENCE FROM OUR READERS

iry Artsand Performance Program
versity West in Phoenix, Arizona, USA. His
dio and radio artwrirk thatdtén d,lgitaily

mething ofa media-tech ventriloquism and
is presently investigating the melding of frog speech with certain
political speech as signs of extinction, and also collaborates with
Frances Dyson on large-scale installations dealing with social and
philosophical matters. Main historical/theoretical area of concen-
tration: sound, voiceand technology in theavant-garde and experi-
mental arts. Coeditor of Wiréles ination: Sound i
the Avant-Garde (MIT Press, 1992), essays have appeared in Octo-
ber, Public, Art & Text, Musicworks, Sound by Artists (edited by
Dan Lander and Micah Lexier) and will be appearing in the special

sound issue of West (University of WesternSydney), Cor

Sound Arts (Sydney), In the Spirit (Walker Art Center,
Rizzoli International, 1993) and Radio Rethink (edited by Dinah
Augitas and Dan Lander, 1993). He'is presently completing abook
-onsound in theavant-garde and experimental arts. Douglas Kalin
Interdisciplinary Arts and Performance Program ADA 3051, Ari-
zona State University West, P.O. Box 37100, Phoenix, AZ 85069-
7100, U.S.A. Phone 602-543-6066, Fax ‘602-543-6004{ k

I'am an audio, installation, and performance artist in Chicago. . I
have had several radio pieces broadcast on New American Radio,
and I'vedonesomeaudio installations, most recently for passenger
elevators in public buildings. I teach courses in both sound and
interdisciplinary arts at the School of the Art Institute of Chicago. In
addition, I am a Founding Mémber and Studio Manager of Experi-
mental Sound Studio, a Chicago-based organization for the produc-

. *»t‘i,on and promotion of innovative sonic arts. So, as yoti can see, |

ant to learning about and interact with other soundscape artists.

Lou Mallozzi, 5156 N. Paulina, Chicago, IL60640, USA.

Swiss composer Walter Fachndrich has created several sound sculp-
tures in landscapes or built spaces. In October 1983 he installed a
chord of eleven electroacoustically amplified tones in the alpine
landscape of Melchsee-Frutt, Switzerland. The distance between
soundsource and listehers created an all-encompassing musical
space, whichmadeitsound as f the music were emanating from the
mountains and at the same time entering them. In 1990 Faehndrich
created the “Musical Topography of a Palace Garden” in the Her-
renhiuser Girten in Hannover, Germany. With a great number of
loudspeakers installed in 32 areas of the geometrically landscaped
Baroque Gardens, 32 musical sculptures were created, analogous to
the 32 Baroque allegorical statues in the adjacent Renaissance rose
gardens. While walking through and listening to this sound instal-
lation, listeners, by moving each in their own pace aiid direction
created their own sense of musical time and space. The environ-
mental setting itself was the concert. Walter Faehndrich, Unterdorf
10, 4203 Grellingen, Switzerland. !

I am sounding the alphorn and the herdsman’s instrument, the

bugle, in my beloved mountains. For nature and its Creator. And

for the echo, the answer, the response of nature. In order to bring

peaceand quiet, pleasureand consolation to our stressed world. Dr.

{Alois Bucher, ethnologist, echo researcher, Postfach8, 6430 Schwyz,
) witzerland. . « < : -

satellite signals.

Frances Dyson is an Australian media artist and theorist currently
livinginPhoenix, Arizona, USA. Foranumberof yearsshehasbeen
producing audio artworks for radio, performance and installation
which have been exhibited and aired internationally. During this
period she has also been researching cultural and philosophical
theories of sound, and has lectured and published in Australia,
North America, Canada and Europe. In 1989 she helped establish
the Sound Studies programme at the University of Technology,
Sydney and has since taught Sound Theory, Audio Artand Audio/

Media Production at various Universities in Sydney, the Inter-Arts

CenteratSan FranciscoState University and the Californian College
of the Arts and Crafts. She was an artist-in-residence at The Banff
Centrefor the Arts residency programme, and speaker atthe concur-
rent radio Re-Thing Symposium in Canada, Spring 1992.

Her recent audio pieces, Highways to Virtuality, with the related
audioinstallation Telesthesia, deal with relationships between media
rhetoric, the body and aurality within an increasingly militarized
and technologized culture. Other audio works such as The Logic of
Waste and Utopia Road reflect her concern for an‘approach to listen-
ing and thinking which reflects an aurally and ecologically based
ethics. Recentwritingexplores theliteral and metaphorical transfor-
mations of sound within western philosophy and culture, through-
music and via media and technology, and includes “Circuits of the
Voice” (Musicworks #53) and “The Ear that would Hear Sounds in
Themselves: ' The Phenomenology of John Cage 1935-65” (The
Wireless Imagination: Sound, radio and the Avant-Garde, edited by D.

Kahnand G. Whitehead, MIT Press, 1992). Currently sheiscomplet-

ing her doctorate in Sound Studies at the University of Technology,
Sydney, and collaborating with Douglas Kahn on The Call (of the
Product) anaudio/sculptural installation for the Institute for Studies

of the Arts in Phoenix. Frances Dyson, 7810 W. Pershing, Peoria,

Arizona, 85381, USA.

®

Bruce Atc,hison, who bears sbrﬁethir}g of the appearance of a mad

scientist, is in love with sounds of all shapes and sizes, from the

mundane and household to the mysterious: electronic chatter of

“Allmylifesounds have fascinated me.” Herecalls that, asa child,
he was fascinated by the sound of the spring in his house’s screen
door. “Tused to drive my mother crazy.”

 While some people are designated as astute observers of their

environments, Bruce Atchisonis akeen listener, and a recorder. His
compositions are constructed of the rich tones of old synthesizers,
electronic rhythms and recorded sounds, which he is continually
discovering, even when he is at his office job. “I want to record the
photocopier upstairs. It has such an interesting rhythm.”
Atchison’s temperamentis suited to electronic composition, with
its emphasis on technology. Among hisbeloved gadgets arean old
moog synthesizer, sampling and recordingequipmentand hisham
radio, from which he records satellite signals, random short wave
noisesand sometimes even thedialogue of astronauts. Forhis piece
“U2Mir” he actually achieved contact with Russian cosmonauts

| from the space station Mir and recorded the conversation. “I got

him. That was a big moment for me.”

Hefinds himselflistening to varied typesof music from Kraftwerk
to Metallica, not for lyrical content, but for. the quality of noise
produced. To Bruce Atchison, the voices of household items, the
media, the sputter-and-crackle of short wave and signals of data
transmission take on almost mystical significance. “We are mysti-
fied by satellites—we don’t know what the signals are telling us.”
Bruce Atchison, 8805-93rd Street, Edmonton, AB T6C 3T2 (from

bullet7 February1992) |

| Douglas Kahnisan artist, historian /theorist, and Associate Profes-



TWO NEW SOUNDSCAPE BOOKS
by: R. Murray Schafer

. A Sound Educa
: 100 Exercises in Listening and Soundmaking
This book will be useful to évery t teacher concerned with

‘ ‘mprovmg the listening skills of chﬂda‘en and ymmg people
The exercises could serve.as. a foundation for music but they
.are mtendcdtohaveabroaderapphcauonthan this. In

today’s neisy world it is more important than ever for whole I

populations to begin to listen more sensitively and. cnm:ally
- Here are exercises dealing with soundmaking and listening,

gradually leading on towards the deSIgmﬂg of soundscapes H

‘both personal and’ public.
' ~ Hardback $32 00
Paperback $16.00
Avaﬂable November 1992

Stlldles and Reﬂecﬁom on
the Contemporary Solmdscape

1 Cons1stmg of seveml 1mportant essays on aspects of ﬂ:e
soundscape writteni over the years since the pulfhcauoim of
 The Tuning of the World, together with new pieces joining

‘them and brmgmg them ‘ tovdate, this book isa valuable .

research. Essays deal w;th creanoa and destruction by
sound, the dialectics of the soundscape, music and the
soundscape and soundscape design. There are short studies
_ of Russian and French soundscapes described by Chekhov
| and Hugo, adiary of a Canadian soundscape and observa-
' tions on the latest examples of soundscape dcstgn from -
Japan, Germany, and elsewhere. ‘
Hardback $40.00
erback $20.00
Available Ianuary 1993

" BOTH BOOKS AV“AILABLE FROM

“Arcana Ediﬁom, R '

Indian Rlver, Ontano, Canada, KOL 2B0

Prices.include postage, packaging and all applicable taxes.
Ordcrs must be prepald and will be shxpped by bookpost.

Wwas\gon , : eat

of furniture music. furnitures isissued rmonthinvarying
shapes and sizes dependent upon what the matenai at’hand re-
quires, It is free to readers/ listeners: hence, welcomes donation,
stamps,barber, ete. MarkAndrewNowak 227Montrose Place,Apt.
C, St Paul, MN, 55104 USA. :

gmmmshe by Hans Ulnch Wemer
» availabe in November 1992

European subacnbers of thenewsletter will be givena spec1al offer.

" Keep your ears perked' , y
In his work Werner is reﬂectmg on ”Kla.ng und Krach”, featuring
articles about R. Murray Schafer, Barry Truax, Hildegard
Westerkamp, Walter Tilgner, Bernie Krause, Gordon Hempton,
Steven Feld, Bill Fontana, Espaces Nouveaux, Bernard Wulff, Brian
Eno, Lou Giansante and Tony Schwartz. He also reports about the
symposium ”Klang—Umwelt—Des1gn inKassel 1991.

Just talking and writing aboutsound is not, enough: a compact disc
with contributions by most of the above-mentxoned people will
follow in Spnng 1993.

RESEARCHARTICLE

Noisein Rural Recreational Environments isa study thatdescribes
and analyses the relationship between people’s evaluation of vari-
oussounds commonly heard in rural outdoor recreational enwron{
ments and their measured db(A) or sound pressure levels. The
findings indicate that sound pressure level alone is not a good
predictor of annoyance. Rather several complexly interrelated
factors relating to the harmonic content of the sounds themselves
and those concerning theirsocio-psychological aspects influence the
way in which people evaluate different sounds. Facters relating to
the perceptionand evaluation of sounds in rural recreational envi-
ronmentsare discussedand nnphcanons for other rural settingsare -
presented. Herbert G. Kariel, is ppublished in Canadxan Acous-
tics/ Acoushque Canadienne 19(5) 3-10(1991).

RECORDINGS
Wild Sanctuary Communications, thefinestenvironmental record-
ings in the natural world including titles such as “Amazon Days/
Amazon Nights”, “Loons of Echo Pond”, “Tropical Thunder” and

Ninth Avenue, San Francisco, CA 94118 or phone 1-800-473-WILD.

‘I'he Wotld Soundscape Project’

mmmmmmm
" School for the Contemporary Arts at Simon Fraser University, is available from Cambridge Street Publishing, 4346 Cambridge

Street, Burnaby, B.C. V5C 1H4

This 160 page reference work compllés ail major bermmology fro.m the fields of acoustics, psychoacoustics, envxronmental acoustics and
" ‘noise measurement, “electroacoustics, music;, linguistics; and soundscape studies, with extensive cross-references and straightforward
explanations. Numerous diagrams, charts and ‘tables pmvxde additional reference information. The book is an ideal reference text for
- ‘gtudents of acoustic communication, electroacoustic 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 Acaustic Communication is available from the pubhsher, Ablex Pubhshmg, 355 Chestnut Street,

| .Norwood NJ 07648 USA (Tel 201- 767-8450)

edited by Barry Truax, Associate Professor in' Communication and the

“Natural Sound Senes Sampler”. To order: Wild Sanctuary, 292. -



