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Abstract 

As the global population grows, there is a pressure to maintain growth and productivity 
while encouraging society toward efficiency-driven and 'simulated bubbles' of existence. 
Jean Baudrillard’s vision of an inescapable hyper-reality denies any experience of ‘the real’ 
and appears ever more pertinent. However, a profound moment in this author’s life as a 
music composer suggests that experiences of reality are indeed possible. These experiences 
arise not from a turning inward or away, but from an engagement with the objective world: a 
realisation that the subject is locatable in the object. In this doctoral dissertation, based on 
my creative work, original music compositions are located as outdoor events and as a 
framework though which to address the central research question of how such works might 
reframe personal understandings leading to an experience of ‘the real’. 

The idea of noise as a contemporary city-based cultural artefact is central to this 
project where perceptive barriers are removed and the world may be seen and heard as 
complete. To this end the relevant literature is examined; this includes the music of Edgard 
Varèse, Iannis Xenakis, John Cage, Richard Barrett and Brian Ferneyhough; the art works of 
Johannes Vermeer, Domenico de Clario and Mario Merz; and the philosophies of Jacques 
Ranciere and Giles Deleuze – all of which are utilised to offer insights into a rethinking of 
the compositional process. This leads to the examination of arguments for seven 
methodological principles: 1) Space and Time; 2) Mapping the Soundscape; 
3) Instrumentation; 4) Layering; 5) Pathways; 6) Personal Elements, and 7) Silence. These 
principles are applied in the creation of three large scale outdoor musical works: The 
Circular Ruins 1, The Circular Ruins 2 and The Circular Ruins 3. Jorge Luis Borges’s 
story The Circular Ruins serves as a guiding metaphor to understand these events as a 
bringing to life of the soundscape. 

Each of these three projects are examined both in text and in an accompanying digital 
book on iPad in order to offer alternate readings via video, image and recorded sound. The 
digital material aims to allow the viewer /listener opportunities to more fully interact with 
the creative viewpoints and, when combined with a reading of the dissertation, this 
collectively provides a deeper interrogation of the research project. While very different 
from the live events, the digital materials in conjunction with the dissertation directly address 
and exemplify the author’s aims, questions and conclusions.  
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Chapter 1: Introduction 

When composing outdoor musical works I am addressing a crisis. This crisis is a modern day 
collective ignorance. Too often in our city-based society the beautiful is elevated and the 
ugly eschewed. The beautiful tones of a bird are admired while the ugly sounds of city 
development, as it destroys its habitat, are ignored. The violent sounds of petrol exploding 
inside the engines of vehicles are muffled and displaced to maintain a sense of serenity and 
peace on the journey to work. As the air-conditioner produces cooled air and a calming hum 
the energy demands of our society are added to, more coal is burnt in noisy distant power 
plants and the climate changes. A culture of ignorance and separation, a culture of wealth 
and suppression, feeds a growing narcissism and all manner of subjective justification. The 
word culture itself is increasingly separated from the actions of life and applied only to the 
arts, whose role is increasingly keeping us entertained rather than engaged. It feels like the 
band is playing on as the Titanic sinks. 

The ignorance I sense in my community would be characterised in Michael J. 
Smithson’s terminology as a ‘conscious ignorance’ arising from the adoption of a 
‘commonsense sociality’, which in turn suggests I am an ontological realist (Proctor & 
Schienbinger, 2008). I see the world as stable and external and it is in this objective ‘other’ 
that I recognised my subjective self. The “emergent, constructed, and imposed” (Proctor & 
Schienbinger, 2008, p. 214) ignorance I see around me is thus also a reading of myself. I see 
in the world the barriers that create my own feeling of disconnection and separation. 

Donna Haraway contextualises these feelings in different but related sociological 
terms that suggest a deep knowledge of certain fields of important activity is coupled with 
ignorance of other important fields of activity, to some extent exacerbating a sense of 
separation within the highly specialised cultures many of us inhabit. 

Alone, in our separate kinds of expertise and experience, we know both too much 
and too little, and so we succumb to despair or to hope, and neither is a sensible 
attitude. Neither despair or hope is tuned to the senses, to mindful matter, to material 
semiotics, to mortal earthlings in thick copresence. (Haraway, 2016, p. 4) 

What musical actions can be taken, or what musical catalyst can be made, that 
addresses this perceived culture of ignorance? Or how, in Donna Haraway’s term, can music 
offer a means of “staying with the trouble” to mitigate feelings of hope and despair and 
engage sensibly with the world? (Haraway, 2016) My three outdoor musical works, The 
Circular Ruins 1, 2 and 3, attempt to answer these questions. When the ugliness of everyday 
life is heard (the construction noise, the traffic or the whine of machinery), how can these 
sounds be embraced and a sense of cultural ownership be given to them? How can an 
inclusive personal narrative of noise, rather than an impersonal narrative of necessity and 
ignorance, be promoted and so that we can read ourselves fully into the world around us? 
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My research does not propose how contemporary noisy soundscapes might be 
changed or altered. Rather it proposes that modern soundscapes be heard for what they are in 
an effort to better understand who we are and how we relate to the natural world. It is my 
conviction that a change in consciousness motivated by such understandings is a first step 
toward changing the things we do. 

In developing these three outdoor musical works I did not seek to find other outdoor 
musical works that might serve as models but rather sought to find the works (both 
philosophical and musical) that aligned with my deepest experiences and musical intentions. 
While many of R. Murray Schaefer’s almost operatic ritual Patria works (Schafer) or Lisa 
Bielawa’s joyous community driven project Crissy Broadcast (Bielawa, 2015) are outdoor 
works that involve many performers in different locations and use the environment to inform 
their work, the intentions behind their works are very different to my own. Similarly, it is not 
through an examination of soundscape study research that my work has evolved. My music 
is outdoors because I want to foster a certain type of experience, and this experience is not 
primarily operatic, community based or ecological, although it certainly shares aspects of all 
three. 

I seek to create for the listener an experience of the world that is nakedly ‘real’ and 
complete. The inaccessibility of ‘the real’ that I feel, and that is implied by this proposition, 
seems closely related to the various disconnections encouraged by the prevailing culture of 
ignorance and separation. Baudrillard’s notions of a hyper-reality in which the real is 
preceded by simulacra and simulation (Baudrillard, 1994) describe this feeling of 
disconnection although my deepest experiences suggests that simulacra can, in brief 
moments, be negated. I propose that outdoor ambient environmental sound and noise can be 
experienced as a fragment of ‘the real’. 

How does an outdoor musical work proceed to encourage these momentary 
experiences of ‘the real’, and lead a listener to identify their noisy soundscape as a personal 
part of their culture? To answer these questions I developed a methodology based on a 
process of continually reframing the listener’s perceptions, intersecting the sound of acoustic 
instruments with the sounding environment. This methodology became a set of seven 
principles that were applied in the creation of each outdoor work, each work being placed in 
a different everyday environment. Jorge Luis Borges’s story The Circular Ruins (Borges, 
1970) became a metaphor for bringing the human soundscape to life. After the performance 
of each work the principles were re-examined. In the light of their perceived successes and 
failures they were altered or adapted and applied afresh in the creation of the next work to 
come. 

Dissertation Structure 

The evolution of ideas and the global structure of this dissertation resemble the growth of a 
tree (see Figure 1 below). In chapter 2, ‘Foundations, Influences and Literature’, the ideas 
are often partial in nature and fragmented: the ‘seeds’ of my research project. This literature 
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review, or contextual statement, intentionally avoids a linear narrative. Instead it mimics the 
flowing compositional process of influences and ideas circling in my thoughts throughout 
the making of this research project. Chapter 3 ‘Reframing, the Moment, and Methodology’ 
draws the previous influences together to establish an artistic methodology. Processes of 
reframing are explored as a means of arriving at an experiential ‘moment’, and when this 
concept is combined with the previous influences, seven creative principles emerge: the 
‘roots’ of my research project. Chapters 4, 5 and 6 detail the creation of each outdoor 
musical work, underpinned by the seven principles and guided by Borges’s story The 
Circular Ruins. While the three outdoor musical works shared the same basic methodology 
and narrative (the ‘trunk’ of the research) the environment of each work changed (South 
Bank, Oxley Creek Common and the Nathan Campus of Griffith University), resulting in 
new assemblages of the shared ideas: the three ‘limbs’ of my research tree. Chapter 7 
‘Conclusions’ examines the evolution of my artistic methodology in response to the 
experience of each work: the experiential ‘fruits’ or ‘flowers’ of my research. 

!  

Figure 1. Layout of the body of the dissertation 

Digital Book 

The written component of this dissertation is accompanied by a digital counterpart expressed 
through video and further textual information in a digital book. The digital book (presented 
on an iPad) is not simply a documentation of my work or a reworking of the written 
component. Instead it creates an alternate experience of the work that addresses my main 
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research questions in a way that this written component cannot. It establishes an experience 
of the work in an effort to examine its inferring methodology.  

The dissertation and digital book can be read and viewed separately, or they can be 
used to inform each other more directly. Indications are given in the dissertation that point to 
where the digital book can help clarify the text. Many of the components in the digital book 
comprise duplicated fragments of the dissertation text but which lend each video context and 
relate the two parts. These texts also draw directly from the programme notes given to each 
listener at each performance of The Circular Ruins in order to suggest what prior knowledge 
a listener was furnished with when encountering the work. The full programme notes can be 
found in Appendix B. 

The size of the video files is large, given the duration of each work and the 
complexity of the editing, and the interactive pages require a stable operating environment. 
Given these conditions it was felt best to present the work preinstalled on an iPad. This has 
also allowed the work to be presented in a more creative and complete way, as opposed to a 
fragmented collection of sound and video files. 

The digital book video capture and editing was developed in collaboration with 
multimedia specialists Tangible Media (Greg and Emma Harm). With myself acting as 
producer we discussed at length the desired effects so that they address my research 
questions and underlying methodologies. The video components and imagery move beyond 
simplistic documentation and explore patterning and overlay, and also speak to Tangible 
Media’s skill in suggesting the experience I sought to foster in the listener. The iPad 
therefore presents a reassembled hybrid form of the work that has its own life. In this sense it 
has moved beyond a simulation and become something unique in itself, separate to the 
dissertation and the live event. At the end of each section about each of the specific works, is 
an interactive page that allows the viewer/listener to play with a collection of sounds and 
images that were taken from both the environment and from the performances themselves. 
This presents a form of the work that may be brought to life and assembled by the user. The 
work is not being simulated but rather created anew. In performance the listener can move 
through the space to create their own alignments and overlays of sound; on these interactive 
pages the listener can do the same by activating different sounds on the screen. These sounds 
are underscored visually by various ‘skins’ that show images and brief videos taken from the 
performance. Maps and a gallery of still images are also available.  

The fifth ‘chapter’ in the digital book entitled Diaries & Ephemera; Creating Ruin, 
details in part, the creative process through the presentation of unedited images of my diaries 
kept during the development of each outdoor work. This includes musical concepts and 
research related issues as well as discarded ideas, dead ends and blatant errors in thinking. 
Overall, these do not establish the type of grounded knowledge in the way this dissertation 
does, but rather point to a broader epistemological understanding of creative process. 
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Finally, my scores for each of the outdoor musical projects are contained both in 
Appendix A of the dissertation and in the last chapter of the digital book. While important to 
my methodology the scores should not be read as assuming greater importance than any 
other element. This dissertation does not set out to only explain or justify the score-based 
material, as might a more traditional composition dissertation. The scores are not intended to 
be self-contained pieces that function without their surrounding environmental context. The 
music is rather an ‘in-between’ music, or ‘not-quite’ music that intersects instrumental 
acoustic sound with the environment.  

 I believe that Paulo de Assis’s (Crispin & Gilmore, 2014) notions of experimental 
musicological research well describe the methodological nature of the entire research project 
(dissertation and digital booked combined). Paulo writes: 

…artistic research therefore happens when: (1) The epistemic complexity of a given 
object of inquiry is scrutinised; (2) the constitutive things of such objects of inquiry 
are identified and isolated; (3) an archaeology of such things is explored; (4) the 
results of this exploration are problematised with the purpose of enabling their 
projection into the future; (5) the problem- atisation happens in precisely calibrated 
frameworks (experimental systems); (6) inside an experimental system differential 
repetition is stimulated, enhanced, and achieved; (7) new assemblages of things 
emerge as the result of a constructive (and not only theoretical) endeavour. (Crispin 
& Gilmore, 2014, p. 53) 

Chapter 2 of the dissertation and the Creating Ruin part of the digital book establish the 
ground for my creative work can thus be read as (1) establishing the epistemic complexity of 
the works composed though personal reflection and philosophical consideration. This has 
lead, in Chapter 3, to (2) the isolation of the principles used to create the works. The creative 
workings (3) are explored and the results are realised as scores, maps and programme notes 
(4). The works themselves, described in the dissertation and presented as video in the digital 
book, (5) contain processes that rearticulate the philosophical underpinnings in a variety of 
ways (6). The three works are iterations of the same themes and processes, although 
assembled, and disassembled in different ways (7). 

The dissertation and digital book are both addressed to the reader who was not 
present at the performances in order to more deeply review the knowledge that such a series 
of outdoor projects can generate. The experience of the live work was partly determined by 
the ambient nature of the environment so the knowledge gained varied between listeners, 
although for each individual listener the knowledge gained was very specific. The reflections 
on my work by Dr Stephen Emerson and Dr Erik Griswold contained in Appendix C are a 
record of these specific experiences as are the video components in the digital book, which 
issue from the unique perspective of the filmmakers Greg and Emma Harm. 
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Chapter 2: Foundations, Influences and Literature 

[Art] does not, in other words, seek to replicate finished forms that are already 
settled, whether as images in the mind or as objects in the world. It seeks, rather, to 
join with those very forces that bring form into being. Thus the line grows from a 
point that has been set in motion, as the plant grows from its seed. (Ingold, 2010) 

Music and Knowledge 

Music is. Like eating, sleeping and walking, music is a necessary part of what I do. It 
sustains my well-being through performing and teaching and, more fundamentally, it is an 
attempt to come to terms with life, to explore a sensual/experiential relationship with the 
world through the medium of sound. 

Music is in this sense an activity, and a process: an engagement with sound. I have 
not attempted in this dissertation to define what music is or is not, in terms of the specific 
knowledge it offers or what sound making such a notion might exclude, but rather I have 
attempted to lay bare what my inspiration and motives are in engaging with sound outdoors. 
In many ways the references I make to certain composers and thinkers locates a loose 
philosophy of, or attitude toward sound but this I feel is inconsistent and necessarily so. 
Music research, at least when its focused on the making of new work, attempts to recognise a 
type of knowledge embedded in the work. It is not something that can be put directly in 
words or proven in a scientific way, otherwise what reason is there for the work in the first 
place. As Iannis Xenakis says, when discussing his own outdoor music, 

For me, understanding this universe starts with its artistic expression. Actually, I 
believe that only art can lead to the heart of knowledge, because of the immediate 
magnetization that absorbs anyone who finds himself face to face with the objects or 
the phenomena, whatever they are. When I say knowledge, I mean the one achieved 
both by deduction and by immediate revelation. This is the universal and inter-
individual power of artistic fact. (Xenakis, 2008, p. 239) 

In conversation with Varga, about the pioneering role of artists in generating new knowledge, 
Xenakis clarifies this to a degree: 

For me, that seems quite natural. After all, in science it is necessary to prove 
statements. There is room for experimentation as well – mathematics is less concrete 
than physics and takes longer. In science theory and experiment exist side by side 
and complement each other. 

In art there is no truth but there is inference. If, for instance, the rhythm remains 
unchanged for a long time, we can assume that it will stay that way. The chain of 
inferences adds up to a kind of demonstration or proof. In music, listening to a piece 
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– the performance – is nothing but experiment. That’s how we can check the truth 
value of the work in a social and statistical sense. 

Inference and experiment, therefore, also exist in art, even if not in the same strict 
sense as in science. Art, however, has an aspect which needs no proof. Suddenly we 
understand something: that is revelation, intuition. That’s what renders art more free 
than the natural sciences. More free and more powerful, because art conquers 
domains that lie outside science at the same time as claiming fields that they do 
cover. (Varga, 1996, p. 113) 

My compositional rationale and principles are not fixed in relation to one domain of 
philosophical thought. Rather the work itself is an experimental response to profound 
personal experience that intersects a variety of philosophical domains. The outdoor musical 
works I have made thus create a rationale of their own, or a unique cosmology: they each 
become the phenomena that Xenakis speaks of. The knowledge flows, for the listener, from 
the encounter with the new paradigms of experience. 

Scientific research currently operates under very well established paradigms of 
thought but, as Thomas Kuhn points out in The Structure of Scientific Revolutions (Kuhn, 
1962) paradigms in science are subject to shift and change. Truth is not a given. Rather truth 
is only established in relation to the models that match the observations, and these models 
refer back (in something of a closed loop) to the paradigm in which they operate. We only 
see what we are familiar with or what prevailing theories direct us to see. However, when 
significant observational anomalies arise and are not solved by the models contained within 
the paradigm new cosmologies emerge, and the degree to which these new cosmologies 
explain both the past observations and the anomalies gives them credence and a scientific 
revolution can take place. Artistic research as musical composition, in this sense, is at the 
extreme end of the same process. Each new work can be seen as a paradigmatic revolution 
revealing a new knowledge formed from the anomalous experiences of life: experiences that 
are not explained or incorporated by common beliefs or established culture. Music research 
as composition is an attempt to map these new paradigms and to understand the nature of the 
experiential anomalies that gave them life. 

Joe Panzner describes the nature of the artistic paradigm that has much accord with 
my own concept of composition as research. 

The work does not act dialectically against meaning or against convention, but it is 
instead productive of new effects, new ways of hearing, new ways of seeing, and 
new ways of being. Cage for instance, insists that a Duchamp is not simply a static 
form but that which gives rise to a new form of experience; as Cage asserts, a 
Duchamp is the object (and perhaps more importantly) the way of looking at it. 
Great artists do not produce “meaningful” objects but instead generate new ways of 
looking at the world, new perceptual of affective technologies with which to engage 
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the world’s processual unfurling. Cage and Deleuze both make use of Wittgenstein’s 
maxim, “A thing’s meaning is its use,” to describe this approach to artistic practice. 
Art does not exist to embody an eternal standard of beauty or rational organization, 
nor does it exist as a tool for communication. Artworks are instead occasions to 
develop new techniques of being, new styles of seeing and acting within a busy and 
complex world. (Panzner, 2015, p. 12) 

Panzner’s book, The Process That is The World (Panzner, 2015), convincingly brings 
together the ideas of John Cage and Gilles Deleuze. The musician and the philosopher met 
once and only briefly, and while Deleuze does mention Cage in his writings, Cage does not 
mention Deleuze. However, by placing their ideas together startling new territory is 
unearthed, which musicologists and performers can draw from in understanding both Cage 
and Deleuze. In some ways my research project is an exploded version of Panzner’s concept, 
bringing together a great many ideas that attempt to shed light on each other and begin to 
define the region of tacit knowledge that is the work itself. The conflict, resolution or cross-
pollination of these many ideas are indicative of the culturally anomalous experiences of the 
world that have brought my research project to life. The approach is, however, not 
scatological but rather the varied seeds of divergent knowledge work together to grow the 
paradigmatic trunk of the three out-door works. The seeds that gave rise to this knowledge 
tree lie buried deep in personal experience, and while these are outlined below, the 
anomalous experiences guiding my work remain somehow untouched, but surrounded on all 
sides, like a secret vein of sap running through the centre of the tree. 

Throughout this chapter I will be exploring the seeds of knowledge – unequal ideas 

and concepts that influence my thinking, and I will unpack their meaning from the personal 
issues of relationship and family through to the dramatic visceral reactions to artists such as 
Edgard Varèse, Iannis Xenakis, Brian Ferneyhough, Richard Barrett and Domenico de 
Clario. In addition, discussion around the important issues of listening, personal experience 
their philosophical underpinnings lead to an exploration of attitudes to art making, such as 
futurism and Arte Provera. Collectively they suggest a new relationship to a frequently 
ignored aspect of modern city-based culture: sound understood by the listener as noise. The 
net here is cast wide in an effort to gather perspective for the compositional act. 

Inspiration 

I have been creating music for outdoor environments intermittently for the last fifteen years. 
Based on techniques learnt from trombonist Stuart Dempster the bulk of my creations were 
cued improvisations for massed trombones. The projects that resulted included trombones 
roving through city streets, playing from atop city buildings, providing a field of sound in 
Bill Duckworth's iOrpheus (Davidson, 2007), and creating a moving swarm of violently 
buzzing noises for Gosse de Kort’s and Vanessa Tomlinson’s Dot Enter (Kort & Tomlinson, 
2013). During this period I have also been performing works on trombone, by other 
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composers, that explore the performance space, be that outside in boats on the Condamine 
River in Erik Griswold's aptly titled Trombones in tinnies (Clocked Out, 2009), indoors with 
various ELISION Ensemble projects including Richard Barrett's Codex pieces 
(elisionensemble, 2011), John Rodgers' Inferno (Rutherford-Johnson, 2017), and Ed 
Osborn's Particle Moves (Osborn, 2009), or in my own trombone recitals performing 
Luciano Berio’s Sequenza V (Berio, 1968), John Cage’s solo for sliding trombone (Cage, 
1960) Stockhausen’s Signale (Stockhausen, 1996) and Stockhausen’s Drachenkampf 
(Stockhausen, 1980). Each of these projects and performances engaged with the environment 
and performance space in deliberate and unique ways, although the framework for this 
engagement was formed by principles or music that was often not my own. 

Alongside this performative engagement with environment and space has been a 
compositional fascination with the multilayered and densely interwoven works of Edgard 
Varèse, Iannis Xenakis, Brian Ferneyhough and Richard Barrett. While Varèse, Xenakis and 
Barrett are often explicit in their desires for a spatial sound construct I find myself 
approaching their concert music in much the same way: I hear, or imagine, the layering of 
instrumental groups within their works as a spatial design. Heterogeneous sound elements 
pervade their work, lending weight to what I would term a spatial hearing whereby 
irreconcilable sonic objects, or processes, necessarily separate into different planes in the 
perceived sonic landscape. 

Edgard Varèse was never overly explicit about the inspiration behind his music, with 
a rather notorious programme note for Intergrales (Varèse, 1980a) going so far as to say 
“analysis is sterile” and that “Music being a special form of thought can, I believe, express 
nothing but itself” (MacDonald, 2003, p. 137). However, in a New York Times article from 
1939, Varèse discusses his experience of hearing Beethoven’s Seventh Symphony in a hall in 
Paris: 

I became conscious of an entirely new effect produced by this familiar music. I 
seemed to feel the music detaching itself and projecting into space. I became 
conscious of a third dimension in the music. I call this process ‘sound projection’ or 
the feeling given us by certain blocks of sound. Probably I should call them beams 
of sound, since the feeling is akin to that aroused by beams of light sent forth by a 
powerful searchlight. For the ear – just as the eye – it gives a sense of prolongation, 
a journey into space. (MacDonald, 2003, p. 139) 

Varèse also said of his own music in a 1963 conversation:  “I began listening to the sounds 
around me from all directions and imagined how such sounds, and in just such a complexity, 
could be transmuted into music” (Varèse & Alcopley, 1968, p. 195). The experience of both 
playing Octandre (Varèse, 1980b), Hyperprism (Varèse, 1986) and Intégrales (Varèse, 
1980a) and listening to his music is by far the more convincing argument for a spatial, 
layered, planar understanding of his music. The lengthy analysis given to his works by 
Malcolm MacDonald and others allude to this. 
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Iannis Xenakis’s music is full of spatial designs (Xenakis, 2008). The movement of 
the brass players spinning, walking, or changing places in Eonta (Xenakis, 1964), and the 
musicians surrounding the audience in Terretektorh (Xenakis, 1969) are but two instrumental 
examples. Of more direct relevance to my work are his outdoor projects collectively entitled 
Polytopes. The components of his 1978 the Polytope de Mycènes (Xenakis, 2008), all 
conceived by Xenakis, are listed as follows: 

Lights: torches, carried by children and soldiers; goats and sheep wearing small 
lights between their horns; army searchlights, fireworks, projections of slides. The 
acropolis, the ruins and the hills were floodlit by a specialised team. 
Music: vocal and instrumental pieces by Xenakis, inspired by ancient Greek culture: 
Oresteïa (1965-1966), excerpts from Colone (1977), Hélène (1977), Persephassa 
(1969), Psappha (1975) and Mycènes Alpha, an electro-acoustic work (10’), 
composed especially for the occasion on the UPIC system. The orchestra – in situ, 
conducted by Michel Tabachnik – was composed of both amateur and professional 
choirs, 12 instrumentalists and 6 percussionists. 
Texts: excerpts from Homer and ancient texts in Linear B, recited according to 
ancient pronunciation by two narrators. 
Between 6,000 and 10,000 spectators (according to different sources), placed 
between the acropolis, Agamemnon’s tomb, and Mount Zara, attended each of the 
four performances. (Xenakis, 2008, p. 318) 

In these projects the use of light is just as important as the musical constructions. Xenakis’s 
experience of whizzing bullets and the balletic play of searchlights in the sky, during his 
youthful experiences of war, form much of the inspiration for these events (Varga, 1996). In 
later reflections on the work he also imagined looking down on the globe from space, seeing 
the glowing city lights at night (Varga, 1996). 

The music for the Polytopes was most commonly electronic in nature, although in 
Mycenae, with the exception of the especially composed electro-acoustic work, the music is 
largely an assemblage of older instrumental pieces and involves amateur and professionals in 
its realisation. In Mycenae, and to some degree in its precursor The Polytope de Persépolis 
(Xenakis, 2008), there is present in the work a strong sense of community through the 
participation of local animals, choirs, soldiers and children. Locals in Mycenae also made 
bells for the performing livestock. 

The scale of the Polytope de Mycènes (Xenakis, 2008) is huge, with the searchlights 
positioned up to 10km away, and the event lasting an hour and a half. The orchestra was 
positioned at a distance and echoed off the surrounding mountains. The audience was seated 
in a designated area. A rough video of the work can be viewed, although it is somewhat 
fragmentary and overlaid with various other images and historical references (Ligeti Jam, 
2015). 

!  10
  Chapter 2: Foundations



Brian Ferneyhough’s composition Terrain (Ferneyhough, 1992), a piece I know 
intimately as a performer, shares its ensemble instrumentation, with Varèse’s Octandre 
(Varèse, 1980b). He hears in the ensemble “a ‘single mass instrument’ that offers rich 
‘substrata’ of duos, trios and so on” (Fitch, 2013, p. 104). Ross Feller discusses the various 
layers of strata in a rich analysis of the piece. 

The compositional procedures in Terrain reflect natural processes that are extant in 

each of Ferneyhough’s three sources [Robert Smithson, A.R. Ammons and Varèse]. 

These include: crystallisation, erosion, fracturing and sedimentation. Each relates to 
time or demonstrates the motion of time in a different way – as a retardation or 
acceleration of motion. (Feller, p. 2) 

When rehearsing the piece one is very aware of how the various instruments form amalgams 
and carve out competing or complimentary expressive territories within the sonic flux. The 
dense material, distributed between bars of varying lengths and varying subdivisions, also 
has its own massive, more geological movements. I cannot help but hear these processes as 
‘spaces’ or zones within the piece. 

Richard Barrett writes about the first movement of his orchestral piece Vanity 
(Barrett, 1994): 

As their materials proliferate and develop, the groups gradually disengage from one 
another; the orchestral texture is transforming with each phase from a dense 
agglomeration of simpler subtextures to a more transparent sequence of more 
complex ones. (The exception is the first and shortest phase, which is played only by 
the soloists of groups I to V.) So an important consideration in specifying the six 
“behaviours” A to F for each group was that these behaviours must not only adapt to 
different harmonic/registral contexts, but must also be capable of various instances 
of superimposition while remaining perceptible, even under conditions of great 
disparities of dynamic. So there is really no distinction between the techniques of 
orchestration I evolved for this work, the musical materials themselves, and the 
work’s poetic identity. (Barrett, 1996) 

As with Ferneyhough’s Terrain (Ferneyhough, 1992) it is very difficult for me not to hear 
this as a spatial piece, despite its many performers being seated in their fixed locations on a 
stage. Barrett, however, has explored deliberately spatial pieces through both electronic 
music and various collaborations with installation artists. When discussing the collaborative 
process with Per Inge Bjørlo on DARK MATTER (Barrett, 2002) he says: 

That mutual reinforcement, or maybe one could even call it resonance, is something 
which has always fascinated me. It goes much further than just constructing a space 
within which music happens, although that in itself is crucial in terms of taking the 
music out of genre-bound concert conventions. One simply sees and hears 
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differently. (Barrett, 2003) 

The idea that the space might mutually reinforce the musical content is a key point of 
concern for me. The ambient sound outdoors becomes not a backdrop but a functional layer, 
as a layer of sound in a composition by Richard Barrett might be. 

Installation art has also played an important role in forming concepts of how sound 
might interact with ambient spaces. My mother was an artist and my first creative 
experiences were visual rather than aural. In the early 1990's I was drawn to the installation 
work of Domenico de Clario. Three works from the early 1990’s, collectively entitled 
Components of an Expression Machine (De Clario, 1993) imagined the installation space as 
an electric circuit (see Figure 2). The viewer followed the circuit’s path through the space 
activating a number of visual elements as they went. A written text accompanied these 
circuitry diagrams and, upon reading it, one became aware of a certain level of fabrication. 
Their semi-fictional nature lent the objects in the installation a similar semi-fictional role, 
perhaps more surprising for their non-fictional implications than their fictional ones. What 
was real, or what was intentional art, became confused with the non-intentional. The space 
and the installation art merged into a complete expression. 

!  

Figure 2. Guide to Domenico de Clario’s Components of an Expression (image from 
my private collection) 
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This combination of musical and artistic experiences led to a number of collaborative 
projects that explored sound installations acted upon by the temporal forces of composed, 
multilayered music. The three most prominent works were Poetic Dielectrics (Donovan, 
2000) an indoor, interactive project with Adam Donovan, Grounded Light (Armstrong, 2003) 
an outdoor project with dancer and lighting design with Keith Armstrong, and Partial 
Reflections (Johnston, 2009) another indoor, interactive project with Andrew Johnston. 

The Listener  

My creative work, past and present, is always directed out towards the listener. I prefer the 
word listener to audience, as the term implies that the person to whom the work is addressed 
plays a more active role in the reception of the work. This is not to say that the visual 
appreciation of the work is irrelevant but rather is a way of locating the essential core of the 
experience. It is from the ears that the work is intended to blossom, encompassing the visual 
in its sensory field. The eyes are open and the ears are guiding the reception of events. 

My music does not ask the listener to draw on established musical knowledge, but 
rather asks them to piece together their own musical ‘tradition’ from the sonic elements 
presented to them. The music is self-referential, in that it does not rely on factors external to 
its function to give it some kind of cultural validity. While experimental in nature, the music, 
through its audition, has the capacity to explain itself, or to infer to the listener why just such 
sounds are occurring. The internal and external relationships of parts are not couched in 
historical traditions or aesthetic milieu. In this sense the listener is given the possibility of 
being a co-conspirator, building the architecture of the piece through their perceptions. This 
process of encounter has the capacity to throw open the doors previously closed by limiting 
concepts of what should and should not be heard. 

Richard Barrett addresses the listener in a similar way. 

I think one of the important ideas about whatever we could call experimentation in 
music-making is the desire to involve the listener in the process of discovery, in 
other words to try and communicate the desire and exhilaration one experiences in 
trying to address one’s questions in such a way that listeners may experience them 
for themselves, whether the result comes across as “successful” or not. In other 
words, I try to create situations where the listener is encouraged to be a fellow 
experimenter rather than an experimental subject. (Crispin & Gilmore, 2014, p. 107) 

It should be acknowledged that a listener does bring with them an experiential 
history and various modes of listening as detailed in the taxonomy proposed by Tuuri and 
Tuomas (Tuuri & Eerola, 2012). The work I create doesn’t seek to discount these 
experiences or infer their irrelevance but rather the work offers, though its self-referential 
nature, a means of traversing these experiences so that my compositional intent and research 
questions can be more clearly apprehended and addressed.  
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Life changing experiences 

A number of pivotal experiences and changes in my personal life lead to the synthesis of my 
previous experiences in spatial and outdoor music, and lead to the creation of the outdoor 
works described in this dissertation. The first and most profound was my marriage to the 
incredibly gifted French horn player and teacher Ysolt Clark. Learning to share space and 
build a relationship of trust and understanding took me away from the more selfish ideas that 
underpinned my youthful approach to music making: that no-matter how desperate the 
circumstances I would find a way to create music, regardless of personal cost. While to some 
degree this notion still abides, it is no longer a selfish pledge but a shared one. We cannot 
live in a house and disregard income stability, and we cannot be so absorbed in our own 
creative universes that we end up disregarding each other! Creating music in this context is 
centred on a negotiated space, focused on our priorities and the things that truly matter to 
each of us. Perhaps it should be no surprise that improvisational practice came to the fore in 
my music making after our marriage. Music making became, in an important way, about 
engagement with the other. 

The second pivotal experience was the birth of my daughter Ariel. While the joy of 
having a child in your life and the deep love it brings into a household is beyond description, 
the accompanying deprivation of private space, and time, I found challenging. In one way 
pursing the composition of large scale works is a response to this and is a deliberate attempt 
to regain and demarcate some of this eroded personal time. However, of much more 
importance to the principles that inform my outdoor music is the contrary embrace of 
collective experience. Rather than seeing music creation as a separation of oneself from the 
family unit, I chose to see it as occurring simultaneously with family life. The noise of 
family life is in some sense the grit that drives the creative process. The bulk of the creative 
ideas that formed the basis of the large-scale projects were captured moments within the to 
and fro of everyday life. 

Meaning for me is not centred on religious belief. I see no journey of redemption 
and salvation before me. However, I do desire a life of connection and, for want of a better 
word, groundedness. The most powerful experience in my life occurred in a park in 
Montmorency, Victoria, Australia, sitting under a blossoming tree full of bees. While I 
smoked a cigarette I had the words of Borges’s The Circular Ruins (Borges, 1970) echoing 
in my head as a half remembered mantra. Time seemed to stop, and any division between the 
world and myself vanished. It was a brief encounter (a moment) but felt deeper than 
anything I have felt in my life. The text below I wrote immediately after I returned home that 
day. 

Solitude. Perfect moments of solitude. Resonating points? Sickness, disappointment, 
and nothing. What kind of bliss is this? It was bliss no doubt. Cigarette rush subsiding into 
SatCamBor… an infinite word. A dream. A dreamed dream. Can it be true? It led me here, or 
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rather there. There. Was I lead or did I lead it? Did it have to be there or could it be 
anywhere? It was there not here. Surreal clinging trees dripping decayed branches, melting 
on their wire racks. Solitude. What is there to say, other than “what keeps me from this 
disappointment, this sickness, this bliss everyday?”. What magical knife scrapes the varnish 
away? What club can beat through the thin crystal wall? Why so brief? Lost again, 
resonating in thought and sense. A brief flash from a distant lighthouse alternately guiding 
me and abandoning me. Is it the light flashing or is it I spinning around and around? Is it a 
carrot on a stick tied permanently to my back, out of reach, beyond my control? But I 
controlled it today or rather I agreed to follow it. I controlled my actions blindly to a point 
where unexpected it came. I felt it come once there. I could have escaped. I could say no to 
the lighthouse to the whole charade if only I knew it was one. I have a hope it will last 
because I have come to expect it not to last. Perfect solitude seems the only way. What state 
am I in when not in solitude? Even thinking is company. Where is bliss in company - a 
company which leaves me laid waste by knife and club to a bliss that is disappointing in its 
dullness. I turn from the lighthouse or it leaves me in darkness. Lost yet again I yearn. 

With my period of youthful solitude over, at least in a protracted intense way, thanks to a 
growing family life, I do not feel that the possibility of reviving this experience should be 
abandoned: it was too powerful an experience to forget and relegate to a distant personal 
history. I question whether solitude is necessary to experience an unmediated connection to 
time and place. I seek instead the depth of this previous experience in the everyday and 
wonder if the barrier to this experience is the perception that some kind of removal or 
alienation from modern life is required. 

In some sense my views are entirely occidental. Joseph Campbell writes in his 
introduction to The Masks of God: Occidental Mythology, 

Much of the complexity and vitality of the Occidental heritage must be attributed to 
the conflicting claims – both of which are accepted – on the one hand, of the 
advocates of what is offered as the Word of God, and, on the other, of the rational 
individual. Nothing quite of the kind has ever seriously troubled the mentality of the 
Orient east of Iran, where the old hieratic Bronze Age cosmology of the ever-circling 
eons – static yet turning ever, in a round of mathematical impersonality, from 
everlasting to everlasting  - endures to this day as the last word on the universe and 
the place of man within it. (Campbell, 1964, p. 5) 

While being a rational individual (an ontological realist) my deepest experiences also 
suggest to me something beyond the rational, or at least an aspect of the world not 
circumscribed by rational or, perhaps, conditioned thought. This conflict is at the heart of 
what I am setting out to explore: to create an unmediated connection to time and place by 
sending a rationalised real sound world into an experiential spin through the use and 
intersection of abstract musical materials. 
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Jean Baudrillard 

The profound experience I had in the park contemplating Borges’s fable The 
Circular Ruins (Borges, 1970) lead me, through various associations, to French philosopher 
Jean Baudrillard. Baudrillard writes about another of Borges’s fables in the first pages of 
Simulacra and Simulation. 

If once we were able to view Borges fable in which the cartographers of the Empire 
draw up a map so detailed that it ends up covering the territory exactly… as the most 
beautiful allegory of simulation, this fable has now come full circle for us, and 
possesses nothing but the discrete charm of second order simulacra. 
Today abstraction is no longer that of the map, the double, the mirror, or the concept. 
Simulation is no longer that of a territory, a referential being, or a substance. It is the 
generation by models of a real without origin or reality: a hyperreal. The territory no 
longer precedes the map, not does it survive it. It is nevertheless the map that 
precedes the territory – precession of simulacra – that engenders the territory, and if 
one must return to the fable, today it is the territory whose shreds slowly rot across 
the extent of the map. It is the real, and not the map, whose vestiges persist here and 
there in the deserts that are no longer those of the Empire, but ours. The desert of the 
real itself. (Baudrillard, 1994, p. 1) 

I read parts of Simulacra and Simulation, a book that was important to my late mother’s 
work as a printmaker, not long after my experience in the Montmorency park. At the time I 
whole-heartedly rejected this book refusing to believe there was no escape from the 
precession of simulacra that, according to Baudrillard, inescapably dominate our lives. To 
combat this feeling of hopelessness (or melancholia) I became obsessed with seeing the 
objects around me without any sense of categorisation, in an effort to apprehend these 
objects as nakedly real, reality being something Baudrillard claims no longer exists. 

‘We must not believe that the truth remains the truth when we strip it of its veil’ – 
thus, truth has no naked existence. We must not believe that the real remains the real 
when its illusion has been dispelled – thus, the real has no objective reality. 
(Baudrillard, 1998, p. 166) 

In an effort to recapture and establish my own contrary experienced sense of reality (my park 
experience) I tried periodically to stop thinking, thinking being a process of categorisation 
and division. I attempted to receive information through my senses in a kind of raw format. 
For very short periods I could succeed with this process and while the experience was not as 
profound as the experience in the park it was something of the same order and seemed a first 
step in a phenomological challenge to what I felt was Baudrillard’s all encapsulating 
worldview. My attempts at non-thinking could not be sustained, however, and were always 
curtailed by the apprehension of spatial movement and spatial relationships as though my 

!  16
  Chapter 2: Foundations



brain needed to respond to the layered sensory input. Transference of potential visual energy 
to bodily kinetic energy was in play. 

When pursuing a non-thinking approach to the world, Baudrillard is correct in 
suggesting the modern world has lost both what is real and any meaning that is attached to it. 
If we stop analysing and thinking we also lose, to some extent, the language to define what is 
real or meaningful. In some ways language itself can be seen as a barrier to the experience of 
the real, and in this light Baudrillard’s writings, while obsessively searching for “the 
irreducible point which gives an unimpeded view of the world” (Baudrillard, 1998, p. 113) 
are the point of failure. Analysis becomes a parody of its object (pg. 113, Paroxysm, 
Baudrillard). A musical response to locating the real is perhaps a partial solution, in the sense 
that the starting point for this musical action is a response to raw sensory input rather than 
language. Language is still consequential and surrounds the music to some degree (this 
dissertation for example), but the sense of meaning is embodied in the musical work as a 
time-based experience. 

Criticisms of Baudrillard are commonly directed at his enclosed system of 
simulation, and its reference to a past, inaccessible real. Brian Massumi writes: 

Baudrillard's framework can only be the result of a nostalgia for the old reality so 
intense that it has deformed his vision of everything outside of it. He cannot clearly 
see that all the things he says have crumbled were simulacra all along: simulacra 
produced by analysable procedures of simulation that were as real as real, or actually 
realer than real, because they carried the real back to its principle of production and 
in so doing prepared their own rebirth in a new regime of simulation. He cannot see 
becoming, of either variety. He cannot see that the simulacrum envelops a 
proliferating play of differences and galactic distances. What Deleuze and Guattari 
offer, particularly in A Thousand Plateaus, is a logic capable of grasping 
Baudrillard's failing world of representation as an effective illusion the demise of 
which opens a glimmer of possibility. Against cynicism, a thin but fabulous hope--of 
ourselves becoming realer than real in a monstrous contagion of our own making. 
(Massumi, 1987, pp. 7-8) 

It would seem from Massumi’s comment that Deleuze and Guattari are suggesting that we 
have always operated with simulacrum of some sort, as a condition of life, and that these 
simulacra are the basis for reality, or aspects of reality itself. A Deleuzean approach might 
thus suggest that the real is located on a threshold of becoming, rather than in a field of 
formed objects, and the possibilities of this becoming are governed by rhizomic potentials. 
The processes that govern these potentials might be seen as simulacra or simulations, in a 
sense prefiguring the forms that arise. John Cage, like Deleuze, asserts a reality that arises 
not through the apprehension of things but though the apprehension of the generating 
immanent process of the world. 
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There is one term of the problem which you are not taking into account: precisely, 
the world. The real. You say: the world as it is. But it is not, it becomes… You are 
getting closer to this reality when you say as it “presents itself;” that it is not there, 
existing as an object. It is a process. (Cage & Charles, 1981, pp. 80-81) 

Baudrillard does suggest ways of challenging the reality denying effects of a world governed 
by hyper-real simulation. When discussing Beaubourg (the Pompidou Centre) in Paris he 
says: 

Yet-yet… if you had to have something in Beaubourg- it should have been a 
labyrinth, a combinatory, infinite library, an aleatory redistribution of destinies 
through games or lotteries- in short, the universe of Borges- or even the circular 
Ruins: the slowed-down enchainment of individuals dreamed up by each other… An 
experimentation with all the different processes of representation: defraction, 
implosion, slow motion, aleatory linkage and decoupling. (Baudrillard, 1994, pp. 
64-65) 

The suggestion of an experimental process with aleatory linkages, in various processes of 
combination and separation, creates a ground for a possible way forward when considering 
how a musical work outdoors might begin to access the real. 

One of the primary attractions (rather than aversions) I had to Baudrillard is that his 
philosophy describes, for me, a lived experience, or what Baudrillard terms a “raw 
phenomenology” (Geniusas, 2004). From my experience of the world I am increasingly 
aware of the virulent simulacra that would seem to precede any sense of the real, rendering it 
absent. Cultural models seem to support this hellish vision, with television, film and online 
media feeding us a diet of material that reinforces and anticipates our desires. When 
interweaving his, and others, philosophical ideas and concepts into this dissertation I am 
acknowledging this Baudrillardian experience and asking to what extent my intuitive artistic 
motivations are a direct result of an effort to combat it. 

Baudrillard, and the other philosophers mentioned herein, despite their ontological 
importance do not assert a primacy in the process of creating a musical work. The alignment 
of philosophical concepts and creative process is more fluid and often unexpectedly 
revelatory, suggesting, without making assumptions, that deep connective tissues between 
the creative work and broader philosophical paradigms might exist. A music that deals with 
reality (the real outdoor world of sound) will share similar concerns with philosophy in 
asking what the nature of reality is. It should not be surprising that such alignments would 
arise. The philosophical aspects that I use to support my work are thus only used to establish 
regions of common ground, with the suggestion that other mapped regions might also be 
located within the territory of the creative work. 
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Subjectivity and Objectivity 

The phenomenological approach to philosophy is an approach usually founded on subjective 
experience. However, Baudrillard asserts a “raw phenomenology”, which, as Saulius 
Geniusas points out is a kind of anti-phenomenology that renounces subjectivity (Geniusas, 
2004, p. 239). We experience, and are absorbed by, simulation and simulacra but in a sense 
they are not a part of us. Simulacra operate in an external controlling domain. While my 
personal experiences have been central to my musical motivations, the experience I wish to 
foster in the listener is also not a purely subjective one. I seek to position the subjective as 
locatable in the objective experience of the world, rather than the objective being located in 
subjective experience. My musical works are an attempt to guide a transition from internal to 
external, not external to internal. 

Salome Voegelin, in her book Listening to Noise and Silence: Towards a Philosophy 
of Sound Art, asserts a bodily “sonic subjectivity” (Voegelin, 2010), in opposition to the 
objective classifications and separations posed as inherent to visually driven philosophical 
thought. The distinction between the sense of hearing and sense of sight as a basis for a 
purely subjective phenomenological approach I feel is an unnecessary sensorial limitation. 
An objective experience of the world, whether visual or sonic, need not be one of distance 
and separation. Objectification of the world I see as not necessarily a process of defining or 
thinking about something, but rather a particular type of heightened receptive sensory 
experience of an awe-ladened ‘other’: a phenomenology of the objective. I wish to make no 
distinction between internal and external modes of experience: they are one and the same, or 
part of the same process. All emotions, thoughts and feelings, usually isolated as internal 
processes, are, or can be, externalised. Huneman and Kullich write: 

it would be naïve to think of the subject and the object as two separately subsisting 
entities whose relation is only subsequently addressed to them. On the contrary, the 
relation is in some sense primary: the world is only world insofar as it appears to me 
as world, and the self is only self insofar as it is face to face with the world, that for 
whom the world discloses itself. (as cited in Goddard, Halligan, & Hegarty, 2012, p. 
196) 

The distinction between the visual and aural that drives Voegelin’s subjective philosophy of 
sound is not without importance. R. Murray Schaefer, and others, blamed the cultural 
dominance of the visual for a general lack of sensitivity to the delicacy and wonder of sound. 
However, for me the power of sound to locate a real objective experience of the world lies in 
this very lack of attention. The internal workings of the world, its whines and thumps and 
grating dissonances, are left bare to anyone who chooses to listen. Encouraging the listener 
to hear these sounds encourages a cultural understanding that is somewhat different to the 
cultural mainstream largely created and reinforced by the glaring, brilliant, visual 
distractions. In a Baudrillardian sense the visual is the primary domain of simulation, playing 
to our strongest sense, while the sonic is less tamed to this purpose, particularly if we are 
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prepared to lose our headphones. Perhaps our desire for headphones is directly related to a 
perceived or intuitively understood mismatch or crisis between the visually simulated world 
and its sonic reality? 

A ‘phenomenology of the objective’ is a useful contradiction of terms as it locates a 
middle ground of experience that is neither truly objective nor truly subjective and suggests a 
trajectory. As phenomenological studies make clear both positions, in their extremities do not 
exist: we cannot negate the mind and body, and its inherent subjective personalised 
character, when observing the objective world, and we cannot dismiss the objective 
experience when forming our opinions and feelings about the world. All perceptions are 
subjective (sensory and imbued with individual colourations) and objective (received from 
the exterior world). Subjectivity and objectivity are the opposite ends of an intersubjective 
experiential field that can be freely vectorised. I wish to assign value to, and be received 
from, the world not the psyche, which nonetheless must function to receive the information 
and is undoubtedly shaped by this attitude.  

In many ways I find a connection with the way that Panzner describes Cage and 
Deleuze’s opposition to the subject’s inherent habitual conservatism.  

The kind of life that both Cage and Deleuze celebrate is the power of difference: the 
capacity for all things to constantly differ from themselves, whether these things are 
mountains, men, species of animals, or musical works. Impersonal, abstract Life is 
precisely this capacity to become other than what it is. To open onto this life doesn’t 
mean clinging to our bounded organism, but becoming open to the ability to become 
other – and this could very well mean other-than-human, other-than-“living,” and 
other than recognizable. Life conceived as such is inclusive of both the life and 
death of the organism and extends beyond and through individual lives and deaths. 
(Panzner, 2015, p. 15) 

My arguments for a phenomenon of the objective (located in the realm of differentiation) are 
a response to the subjective characterisation of artistic practice (see Figure 3 below), that 
maintain that it is the polar opposite of science and that artistic research must thus locate its 
territory in this subjective domain (Coessens, Crispin, & Douglas, 2009). This seems to 
nullify its impact and keep it at a distance from the 'real' world of facts (and markets and 
climate change etc.). To suggest a phenomenon of the objective is to suggest connections to 
the real world, or at least to open ones eyes, from a subjective standpoint, and look in that 
direction (see Figure 4 below). Artistic research can then also be seen as articulating a space 
shared, to some degree, by science. Science, in return, would seem to acknowledge this 
shared zone of subjective inference in its increasingly remarkable conceptualisations of both 
quantum physics and cosmology. It is the confusion of world and art that opens doors to 
hidden domains: doors that close when notions of pure subjectivity and pure objectivity are 
maintained. 
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Figure 3. Subjective characterisation of artistic practice 
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Figure 4. Objective orientation of artistic practice 

The Outdoors and the Everyday 

Making music outdoors is an attempt to engage with the real and locates music making in 
more objective territory. Musical process can engage directly with the everyday soundscape 
and highlight certain sonic features to bring them to the awareness of the listener. Sounds 
that commonly lie submerged in more instinctive experiential and denotative listening 
modalities (specifically those sounds classed as noise) can be shifted into reflective reduced 
and critical listening domains (Tuuri & Eerola, 2012). Musical interactions with the ambient 
outdoor soundscape also reorient the primacy and certainty of the visual to the primacy and 
uncertainty of the sonic, without dismissing the informing power of the visual. New 
processes of environmental interaction can be instigated, enriching everyday experience and 
asking the listener to pay attention to the hidden noise of modern day culture. 

The desire to create these outdoor musical interactions while personally motivated, 
relate very much to the culture of the place and time I live in: a modern-day capitalist 
Australian city. How this culture relates to a more global cultural experience I cannot say 
although my travels to various countries, and recent publications, lead me to believe 
everyday Australian experience is perhaps not particularly unique. Australia none-the-less 
does pose unique questions of cultural practice. I am not a First Australian and my 
connection to indigenous culture is weak, and at best, understood in a very practical way. I 
have shared experiences and projects with First Australians and see a huge strength and 
identity in their work, which I initially felt deeply insecure about, given my poorly 
understood and poorly acknowledged transplanted European roots. The result of working 
with indigenous culture has been, in the end, an affirmation of my own European roots, 
which in many ways reinforce the occidental mythological embrace mentioned earlier. 

City culture is perhaps a more general condition, related to current market driven 
cultural values, and most identifiable as the location of Baudrillard’s concept of the 
simulated existence. City culture seems shaped by communal concerns, surrounding 
productivity and efficiency, given life by an ever-increasing demand for growth and 

Art/Subjective Science/Objective

Art/Subjective Science/Objective
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profitability, all of which support its adherents with shared securities: food, power, wealth 
and accommodation etc. As Joseph Campbell says, 

You can tell what’s informing a society by what the tallest building is. When you 
approach a medieval town, the cathedral is the tallest thing in the place. When you 
approach an eighteenth-century town, it is the political palace that’s the tallest thing 
in the place. And when you approach a modern city, the tallest places are the office 
buildings, the centers of economic life. (Campbell & Moyers, 1988, pp. 96-97) 

The city skyline is not the only indicator of what is informing a societies culture. If we were 
to consult an animal I feel sure they would say that our songs emanate from cars and air 
conditioners, and occasionally our voices (but in speech not what we’d call song). The 
Lyrebird, who strives the impress other Lyrebirds with his collection of remarkable songs, 
seems a good argument for this position. The human songs he is known to imitate are car 
alarms, camera shutters and even the sound of chainsaws destroying its very own habitat 
(BBCWorldwide, 2007). 

The outdoor musical activities I participated in, prior to undertaking this research, 
were partly responsible for the desire to formulate a more specific kind of outdoor music that 
responded to and recast everyday culture. The experience of performing with others in 
generating their outdoor works opened doors to many of the questions and resultant 
procedures that are addressed in this dissertation. 

My experiences in artistic practice frequently fall into patterns of give and take, or a 
loop of purposeful action and received insight. Often while walking through a soundscape, a 
concept for a work will suggest itself or a previously established concept will find a new 
direction. The ambient nature of sound outdoors allows for a particularly fortuitous reading 
of this ambient sound, as one might read the formation of tea-leaves or the combination of 
Tarot cards. In themselves the events say nothing but their lack of subjective authority (their 
lack of intention) allows me to read them freely and connect them to the partially developed 
narratives in my subconscious mind. These narratives initially are never specific, but they do 
suggest a contour or direction to the work or passage being created. Through not insisting on 
a strict logical framework from the outset or a driving subjective totalitarianism, I feel like 
the soundscape speaks through the work to the listener in the same way it speaks to me. 
Chance sonic events can be contextualised by deliberate sonic events to assist, or prompt, the 
listener to form their own shifting evolving narratives, given the general contours of the 
work being presented to them. 

My concept of an outdoor music is in part a criticism of the concert hall. The 
moments that can be experienced in a concert hall, as time is twisted by clearly heard 
musical materials, or heterogeneous materials inhabiting a single space are finely layered 
and interwoven, as with the music of Barrett (Barrett, 1994) or Ferneyhough (Ferneyhough, 
1992), could potentially address how a music might access ‘the real’ or to some extent 
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address cultural attitudes. The inferences contained in the musical material are clearly 
audible and given intense focus by the nature of the space, dedicated, as it is, to the 
performance of music. My criticism is not directed towards these positive attributes but 
rather is focused on the social structure of the space. 

The concert hall is perfectly aligned with current capital driven political paradigms 
that equate the value of the events within the hall with the entrance fee. Ticket checkers 
guard the doors and direct audiences to their seats that will give various qualities of 
experience depending on the price paid for the ticket. An expectation is created of the 
experience about to be had. This commodification of artistic practice locates the musician as 
a participant in a system of trade: money for experience. The artist's value can be ‘measured’ 
by the ticket price or the numbers through the door. The door is everything. The chance 
encounter, free of expectation, while not forbidden, is not reinforced by the space. The stage 
asserts an authority over an immobile audience, inferring a limit to global perceptions. 

The criticisms Baudrillard makes of the Pompidou Centre (Beaubourg) can be partly 
applied to the function of the concert hall. 

To tell the truth, the only content of Beaubourg is the masses themselves, whom the 
building treats like a convertor, like a black box, or in terms of input-output, just like 
a refinery handles petroleum products or a flood of unprocessed material. 
It has never been so clear that the content -  here, culture, elsewhere information or 
commodities – is nothing but the phantom support for the operation of the medium 
itself, whose function is always to induce mass, to produce a homogeneous human 
and mental flux. (Baudrillard, 1994, pp. 66-67) 

An outdoor music can be equally mass inducing and homogenising. Various popular music 
festivals are outdoors. In these situations the context of the concert hall is maintained. The 
walls are gone but the stage remains, and the volume of the music drowns out any unwanted 
ambient sounds. Tickets are still bought and access is exclusive. However, when the concert 
hall building and the contained experience it implies are absent opportunities arise to create 
far more divergent situations that are very different to the concert hall context and far less 
homogenising. To return to Richard Barrett’s comment about mutually reinforcing concepts 
of space when collaborating with Per Inge Bjørlo, we might imagine that the outdoors is just 
such a collaborative space, and that what is reinforced in the relationship between music and 
outdoor ambient sound is of a very different nature to that of the concert hall. 

The exclusivity of the performance space can be challenged and events made free 
and discoverable to a listener who might already use or occupy the space. A free event alters 
the type of exchange between listener, performer and composer. There is the danger that the 
listener associates a lack of a ticket with a lack of value although alongside this there is also 
the opportunity for the listener to set aside ‘paid for’ expectations and encounter the music 
without any preconceptions. The searching out for an experience can be emphasised in 
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programme notes or other listener directions, to counter-act the sense that a value-less 
experience is being provided. 

Human made outdoor musical sounds that are free of a stage are encountered in a 
way that can be usefully confusing at first. Domenico de Clario’s Machine for Contacting 
the Dead (De Clario, 1993) merged a discarded space and its objects with artistic forms and 
deeply personal objects in a relationship guided by various fables and texts (see Figure 5). 
The intentional aspects were clear (a bed, a painting, a lit globe etc.) but what was not 
intentional was never made clear. A green-lit wall with its various holes and markings looked 
like it was part of the enclosing space (not created by the artist), but what was the intention 
in lighting it, and, in a way, was it not now a ‘created’ space anyway? 

!  

Figure 5. Image from Domenico de Clario’s Machine for Contacting the Dead (from 
my private collection) 

A listener’s encounter with sound outdoors could be oriented in a very similar manner to the 
way de Clario formulated the relationship between the space and the objects it contains. If 
the brief overview of listening modalities proposed by Tuuri and Erola (see Figure 6 below) 
were taken into account, the listener, in creating relationships between intentionally made 
musical sounds (sounds more subject to a reflective critical mode of listening) and 
unintentional environmental sounds (sounds more subject to experiential reflexive or 
connotative modes of listening) is reconstituting that sonic environment by bringing a 
reflective mode of listening to all sounds in the space to discern the intentions of the work. 
As the critical listener asks what sounds are intentional they also become open to the 
possibility that all sounds are intentional; that there is no division between the work and the 
world. In a reverse twist on Baudrillard’s assertion that the real is no longer accessible 
(Borges, 1970), the listener can now discern the musical work as Borges’s fabled 1:1 map 
from his story Of Exactitude in Science:  
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. . . In that Empire, the craft of Cartography attained such Perfection that the Map of 
a Single province covered the space of an entire City, and the Map of the Empire 
itself an entire Province. In the course of Time, these Extensive maps were found 
somehow wanting, and so the College of Cartographers evolved a Map of the 
Empire that was of the same Scale as the Empire and that coincided with it point for 
point. Less attentive to the Study of Cartography, succeeding Generations came to 
judge a map of such Magnitude cumbersome, and, not without Irreverence, they 
abandoned it to the Rigours of sun and Rain. In the western Deserts, tattered 
Fragments of the Map are still to be found, Sheltering an occasional Beast or beggar; 
in the whole Nation, no other relic is left of the Discipline of Geography. 

From Travels of Praiseworthy Men (1658) by J. A. Suárez Miranda (Borges, 1975, p. 
131). 

!  

Figure 6. Tuuri and Erola’s overview of the revised scheme for modes of listening 
(Tuuri & Eerola, 2012)  

We might also consider the issue of subjective authority. When a listener is hearing a piece 
of music (in a traditional context, whether outdoor or indoor) there is an awareness of 
subjective authority, or the voice of the composer that speaks through the music in some way 
(a denotative empathetic mode of listening). It may be that the listener wants to, or expects 
to, hear a voice, an opinion or purpose in the music. The listener does not assume its 
gibberish and attempts to understand something from the experience, moving the listening 
modality up into the reflective territory of reduced or critical listening. 

When outdoors the listener is confronted with ambient sound, or sound that has no 
subjective authority: the listening modalities employed commonly lie in the experiential 
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domain with some denotative casual or functional content. The listener does not look for 
meaning or a voice here and there is no shift into more reflective modes of listening. The 
sound is. Pairing ambient sound with composed sound creates an interesting dialogue. The 
power of the music’s subjective authority lends the ambient sound a purpose and creates a 
relationship. The ambient sound, in itself, does not accrue subjective authority (it would be 
unlikely the listener would listen more empathetically to these sounds), but, through ambient 
sound’s interaction with musical materials, it is given the power to generate authoritative 
events: the sounds previously bound or ignored in experiential or denotative listening modes 
are now subject to critical examination. When the musical material stops, and the subjective 
authority is relinquished, the ambient sounds endure. For a moment their power to generate 
authoritative events remains as the listener waits for more possible musical materials in 
response. The experience of this authoritative transfer is what I have previously called the 
phenomenology of the objective: the external world is now generative of all thought and 
becomes (rightly) indistinguishable from the subjective landscape. 

Jacques Ranciere 

Jacques Ranciere calls for “a theatre without spectators, where those in attendance learn 
from as opposed to being seduced by images; where they become active participants as 
opposed to passive voyeurs” (Rancière, 2011, p. 4). 

The listener, as spectator, is an idea reinforced visually inside the concert hall. The 
seating plan directs attention toward the stage, which the spectator watches from a distance 
in expectation. The stage is well lit and demands a visual appreciation, while the spectator 
sits quietly in the dark. The activity upon the stage is deliberate, focused and excludes all 
else. Media surrounding the event suggests we will be amazed, astonished, captivated, 
excited, with little differentiation between the language used for sport and art. The sports 
stadium as concert venue is now commonplace. 

Ranciere's main concern is that the spectator is passive. Musically we might imagine 
a pure entertainment. The musical content is loud, toe-tapping, sing-a-long, virtuosic, paired 
with colourful or revealing costumes and a vivid lighting design. Music in this context is 
show, or even deliberately marketed as spectacle. The spectators understanding of the show 
is direct, clear and requires little action. There is at all times a clear separation, often 
reinforced by security guards, between those on the stage and the spectator. 

We can also imagine an “art music” spectator who passively receives the music 
sitting in their comfortable seats as the waves of sound wash over them. They are silent, 
unable to move. They are dictated to. Controlled. They are drugged by the allure of sound 
and await the sublime experience in a physically passive way. They dive into a self-
affirming, narcissistic dreamland. The art music spectator is not more communal but more 
separated, in silence, from their fellow spectators. 

!  26
  Chapter 2: Foundations



A more positive relationship between the audience and the stage is also posed by 
Ranciere. This is perhaps more a question of the audience’s open-mindedness or receptivity: 
a kind of resistance to the passive ingestion of spectacle. In the concert hall the listener 
might have their intellect sparked by the unfamiliar, without sparking a crisis of separation, 
while still engaging with music in a deeply felt way. In some ways when placing music 
outdoors away from the familiar, we enter a world of insecurities and self-imposed barriers, 
which contrive to deny us access to profound experience. In the concert hall individual 
barriers can be safely dropped. With education and programme notes a listener can be 
encouraged to be active in the concert hall rather than a passive audient who wants a good 
return on their investment in a ticket. 

Ranciere's second major point about the emancipation of the spectator formulates the 
audience as deliberately active and participating in more direct ways. Given there is no prior 
context for the listener, such participatory works must address a process that encourages the 
listener to let go of their insecurities and self-imposed barriers and become an active 
participant, or co-creator. To me this is the most exciting avenue of work, given the strong 
political and social connections that are implied by working this way. The shifting of the role 
from spectator to active participant is also empowering of the participant to act beyond the 
scope of the work. The ultimate context of the work is the space in which it sits. Outdoors 
this context is the world itself. The possibility then exists that the active listener, as creative 
agent, can remake the world in a new image, using the outdoor work as a real-time catalyst 
for this process. 

Futurism 

While indoor concert hall spaces have their ambient sounds, ambient sounds dominate the 
outdoors. In the modern city soundscape, the soundscape that is most familiar to me and of 
most relevance to my work, these sounds are often of motorcars, airplanes, trains, buses, 
construction, wind howling through architectural breezeways, background popular music, 
and human conversation. An embrace of the world, of its reality rather than its simulated 
ideality, implies to me an embrace of these sounds. Such an embrace is not new. Filippo 
Marinetti writes in his futurist manifesto of 1909:  

We declare that the splendour of the world has been enriched by a new beauty: the 
beauty of speed. A racing automobile with its bonnet adorned with great tubes like 
serpents with explosive breath ... a roaring motor car which seems to run on 
machine-gun fire, is more beautiful than the Victory of Samothrace. (Marinetti, 
1909) 

The futurist embrace of the roar of an engine goes hand in hand with a sense of what it 
means to be a modern, fast, energised human being. Our cars now hide their explosive 
breaths and great pipes under the hoods of vehicles that resemble hamsters and rabbits but 

!  27
  Chapter 2: Foundations



the sound of traffic remains as a distant echo of this primal violence. In a similar vein 
Kasimir Malevich writes: 

The new life of iron and the machine, the roar of motorcars, the brilliance of electric 
lights, the growling of propellers, have awakened the soul, which was suffocating in 
the catacombs of old reason and has emerged at the intersection of the paths of 
heaven and earth. (as cited in Perloff, 2003, p. 12) 

The futurist legacy, via Marinetti in particular, is generally associated with the beginnings of 
the fascist movements that grew, post World War 1, in the 1920s and 30s. The embrace of 
war and violence, and the aestheticising of politics, is seen as the starting point for the 
radical national cultural shifts that occurred during this time. However, more recent writings 
seem to suggest that the motivations driving the early stages of the futurist “moment” were 
less oriented towards such specific political outcomes. 

The “Futurist Moment” was the brief utopian phase of early Modernism when artists 
felt themselves to be on the verge of a new age that would be more exciting, more 
promising, more inspiring than any preceding one. (Perloff, 2003, p. 36) 

Inspiration was taken from everyday life, a mixture of high and low culture. “The equation 
of art and life, so ubiquitous in Futurist poetic, must, of course, be understood as primarily 
an attack on the aestheticism of the previous generation” (Perloff, 2003, p. 37). 

The modern relevance of the futurists has increasingly been looked at in terms of 
their positive relationship to sounds frequently characterised as noise. The narrative of 
modern day noise can be looked at more positively perhaps through the eyes of those who 
were there when industrial and societal noise began to rapidly grow. Car sales went from 
3,000 in 1900 to over 100,000 by 1913 (Perloff, 2003, p. 13). Of equal fascination to me, 
when considering an outdoor music, is the corresponding link to the desire to change culture 
and embrace the profond aujord’hui. The cultural change I hope for, via the profound critical 
awareness of the everyday, is less aspirational than the futurists. Like the futurists I am 
somewhat antiestablishment, but only in the sense that the institutions of power inhibit, in a 
Baudrillardian sense, the experience of the real. The constant stream of media and marketing 
keep asserting a hyper-reality whose connection to reality (if at all) is ever more tenuous. 
Again, this is a felt response that might well be read as my own internal struggles with 
attempting to foil hierarchical thinking and alter my conditioned responses to the world. 

Arte Povera 

The more recent artistic movement that drew, in part, on the influence of the futurists, is Arte 
Povera. Germano Celant, the driver behind the conceptual identity of the Arte Povera 
movement, writes the following: 
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At the point where rich art and life converge, however, stands a "poor" art that is 
aimed at conscious identities such as real=real, action=action, thought=thought, 
event=event. This art prefers essential information, it divests the image of its 
ambiguity and of the conventions that make it the negation of a concept. (Celant, 
1985, p. 49) 

The movement, though brief, brought a new perspective to experience of the everyday. To 
quote Celant again: 

There arise intricate situations that go beyond the particularism of traditional ways 
of seeing and perceiving, as well as a collective experience in which everyone is 
fulfilled with the fulfillment of the others. There is no attachment to tiny elements, 
of the kind typical of a near-sighted way of seeing, but an opening to necessary 
development, capable of preparing the way for the growth of historical experiences. 
The opening to the risk of existence, furthermore, generates the faculty to find 
correspondency in the dynamics between coherence and incoherence, between the 
self and the world, as if one were to hurl oneself into the environmental dizziness in 
order to establish, with the others and with oneself, unprecedented relations and 
profiles. The idea is to run the whole keyboard and to know all the aspects of the 
real, endeavoring to infuse it with the sounds and echoes of an awareness of the 
changeable that acquires historic weight: an absence, of fideistic or religious 
reassurances concerning ones own being, which permits one to continuously 
appropriate it for oneself as dependent on things and on facts. (Celant, 1985, p. 27) 

The Arte Povera desire to “know all the aspects of the real” is interesting in a number of 
ways. Firstly, the need to locate the real, as if it is hidden from view, finds some accord with 
Baudrillard’s bleak assessment of the modern world of simulation and simulacra. For 
Baudrillard the unknowable real is perhaps best alluded to in moments of catastrophe and 
disaster, such is the power of the simulated and secured existence we are corralled into. 

…if every strategy today is that of mental terror and of deterrence tied to the 
suspension and the eternal simulation of catastrophe, then the only means of 
mitigating this scenario would be to make the catastrophe arrive, to produce or to 
reproduce a real catastrophe. To which Nature is at times given: in its inspired 
moments, it is God who through his cataclysms unknots the equilibrium of terror in 
which humans are imprisoned. Closer to us, this is what terrorism is occupied with 
as well: making real, palpable violence in opposition to the invisible violence of 
security. (Baudrillard, 1994, p. 57) 

Arte Povera is in some immediate sense a site of catastrophic activity, where ‘poor’ objects 
are violently intersected with high art objects or high art spaces to create new forms and lift 
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the viewer from the security that aesthetic values or the gallery provide (see Figure 7). 
Outdoors, when noisy everyday sound enters the musical space a similar catastrophe occurs. 

The second aspect of interest is the political, social and revolutionary implications of 
knowing ‘the real’. The Arte Povera movement was contextualised deliberately as a 
revolutionary one, counteracting the stolid and dominant capitalist regimes in power at the 
time.  The lack of access to ‘the real’ is a felt response to the oppressiveness of the 1968 
capitalist system that failed to listen to many of the people it served, and that was in effect 
blanketing the desire for a new socialist reality. It is no accident that the Arte Povera 
movement arose close to the events of May 1968 in France. Music outdoors not only 
confronts the noisy sounds of everyday life but the culture that generates it. Culture in this 
context is not the aestheticised product of art but is a term used to describe the way we 
collectively operate. 

!  

Figure 7. Venus of the rags by Michelangelo Pistoletto (Pistoletto, 1967) 

My deeply felt connection to Arte Povera is not primarily through its ideals, although many 
of these are shared. It is through the work of Domenico de Clario, whose installation works, 
while not explicitly related to this movement, spoke to similar themes, and the work of 
Mario Merz whose work often suggests a primitive connection to the more mysterious 
aspects of the world. 

Mario Mertz’s Ombrello, an intersection of a neon light with an umbrella, 
exemplifies what I take to be the important themes of Arte Povera (see Figure 8 below). The 
intersection of the everyday object with a glowing beam of light is an apt visual 
representation of my own interests in intersecting instrumental music (the neon light) with 
everyday outdoor sound (the umbrella). 
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Figure 8. Ombrello by Mario Merz (Merz, 1967) 

The mythic dream-like quality of Merz’s igloos, in particular the rock clad outdoor versions 
(Igloo di Pietra or Igloo Fontana for example) that seem like they have been assembled with 
materials directly from the surrounding landscape, suggest processes of human engagement 
with the space and its materials (see Figure 9). They suggest sites of intense energy and call 
into the question the surrounding energies of the space. The cultural reference of the igloo 
and the cultural reference of the instrument seem matched. 

!  

Figure 9. Igloo di Pietra by Mario Merz (Merz, 1982) 

Finally the Fibonacci sequence often used by Merz to convey a sense of infinite 
progression (referencing a spiral) finds much accord with Borges’s fables. This sequence has 
often been used in music to create structures that mimic natural formations and arrive at 
Golden Mean climactic points. Merz’s use of it as an open ended infinite sequence I find far 
more compelling. The sequence is never hidden in his work but speaks for itself. 
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Noise 

Living in this modern city culture it is true to say I am comfortable, happy, well and 
diversely fed and have a house to live in. The productivity and efficiencies of the market 
have delivered me my due reward. However, these efficiencies have had a rather remarkable 
effect on my aural perceptions. Industry has given modern society a concept of noise: noise 
specifically in a sonic industrial context, being the unwanted byproduct of manufacture and 
production. 

The online Oxford Dictionary defines noise in two ways: 
1. A sound, especially one that is loud or unpleasant or that causes disturbance 
2. Irregular fluctuations that accompany a transmitted electrical signal but are not 
part of it and tend to obscure it ("Noise," 2018) 

Noise is perceived as counterproductive, and when the impact of loud or persistent noise on 
two people trying to communicate is observed this seems self-evident. Noise reduction is 
desirable and has long been proven to enhance efficiencies in the workplace. It is 
commonplace to see people transiting city environments with headphones over or in their 
ears, or windows of cars wound up and loud music being played inside. Cafes and 
restaurants frequently play music over stereo systems. A desire not to listen to our noisy 
modern soundscape is constantly asserted. Traffic, construction, airplanes, air conditioners 
and even warning signals (pedestrian walk signals or the reverse beeps of trucks), are 
blocked out and willfully ignored, relegated to the lower denotative and experiential modes 
of listening (Tuuri & Eerola, 2012). The world in this instance is mediated by what music is 
being played over headphones or projected by speakers or masked by barriers and muffling 
devices. Anahid Kassabian has termed this near subconscious level of musical perception 
‘ubiquitous listening’ (Kassabian, 2013). It is the opposite experience of the world I seek to 
find. I do not wish to separate my life from the noises it creates. 

The narrative of noise has many facets and has been given many inflections. Pairing 
noise and music, following Merz’s example of the neon tube and the umbrella, creates a 
metaphorical relationship, in the sense that Paul Ricouer describes it in his book Time and 
Narrative. 

With metaphor, the innovation lies in the producing of a new semantic pertinence by 
means of an impertinent attribution... 

The metaphor is alive as long as we can perceive, through the new semantic 
pertinence - and so to speak its denseness- the resistance of the words in their 
ordinary use and therefore their incompatibility at the level of a literal interpretation 
of the sentence. (Ricoeur, 1984, p. ix) 
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When the expressive cultural purpose of the musical instrument is paired with the 
depersonalised sounds of machines and human productivity, or a level of determinacy is 
paired with a level of indeterminacy, a 'metaphorical situation' is posed. 

This is not the same as literal metaphor where the assimilation of the metaphor leads 
us to a specific understanding. However, I am interested in asking the listener to ‘get’ 
something: to listen to what is labeled environmental noise in a different way, critically as 
culture, and thinking of cultured discourse as a relationship with the indeterminate. I am 
asking the listener to consider that meaning can be located in the world (external), rather 
than within ourselves (internal). Impersonal noisy everyday sound is to be received and 
related personally. Noise is an aspect of who we are. We function with limits and exclude 
and categorise, we choose to remember as it suits us. We live in our bubbles of choice. Noise 
is not choice. It is resultant. 

The way we do not listen to the noisy modern soundscape is reminiscent of Oscar 
Wilde’s story The Picture of Dorian Gray. In the second chapter Dorian’s desire to stay 
every youthful is expressed. 

‘How sad it is!’ murmured Dorian Gray, with his eyes still fixed upon his own 
portrait. ‘How sad it is! I shall grow old, and horrid, and dreadful. But this picture 
will remain always young. It will never be older than this particular day of June.... If 
it was only the other way! If it was I who were to be always young, and the picture 
that were to grow old! For this—for this—I would give everything! Yes, there is 
nothing in the whole world I would not give!’ (Wilde, 1985, p. 49) 
‘I am jealous of everything whose beauty does not die. I am jealous of the portrait 
you have painted of me. Why should it keep what I must lose? (Wilde, 1985, p. 50) 

As Dorian’s wish comes magically true and his life of depravity bares no scars on his beauty 
he can longer bear to see his increasingly ugly portrait and it is locked away in an attic. As a 
society might it not be said we attempt the same? Is a life of peace and quiet pined for at the 
expense of hidden horrors? A quiet ‘beautiful’ life needs to be bought: double/triple glazed, 
sound absorbed, located away from noise pollution. 

The cultivation of quiet is out of step with global industry. There are 7.6 billion of us 
on the planet (as of January 2018), driving cars, crossing the planet in planes, cooling 
ourselves with air conditioners and yet peace and quiet is demanded. A right to quiet is 
asserted. Is this realistic? Are we participant in a global sonic division between the quiet 
wealthy, who can afford quiet, and the noisy poor, who cannot? Moreover are the narratives 
surrounding noise, created by those who can afford quiet, relegating our growing modern 
noise portrait to some grimy attic, where the blanketing cloth of noise suppression must 
eventually become threadbare and fall from the frame. More and more of us will be forced 
closer to the growing tide of global noise. Do we all drown in it or can new stories be created 

!  33
  Chapter 2: Foundations



that reverse the mindset? What can be done to acknowledge and come to terms with our true, 
and growing, modern global noise portrait? 

Creating outdoor musical works that propose a more critical mode of listening to our 
city-based soundscapes is a partial answer to these questions in a broader quest to shift the 
cultural understanding of sounds frequently referred to as noise. I want the value assigned to 
noisy sounds not to occur through their subjectification by the listener but rather for the 
listener to identify himself or herself with the objective experience these noisy sounds offer. 
Dorian eventually confronts his portrait and is destroyed by it. My feeling is that we, as a 
society, might better acknowledge our noisy culture and perhaps, as a result, begin curbing 
our most destructive tendencies. Critically listening to the noisy soundscape can liberate us 
and it can also cause the narrative to change. 

Summary 

The field of influences outlined above is wide and varied but connected to key 
understandings and critiques of the noisy, productivity driven, city-based world I inhabit. 
They express a desire, shared to some extent by past artistic movements, to build new 
relationships with the world through artistic practice that engages with the everyday. The 
process of drawing these ideas together into formative artistic concepts and principles is 
outlined in the next chapter, leading to the creation of the works themselves.  
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Chapter 3: Reframing, the Moment, and Methodology 

Having planted the founding ‘seeds’ of inspiration, personal experience, philosophy and 
literature, in the fertile and supporting soil of the outdoors (establishing an epistemic 
complexity) it becomes necessary to develop, from these seeds, the methodological roots of 
the potential musical works. The research questions which guide this next stage of growth 
are worth stating in brief again here. What musical actions can be taken that addresses a 
perceived culture of ignorance? How can concepts of noise be altered so that all sounds can 
be embraced as cultural product thereby fully addressing  our place in the world. How does 
an outdoor musical work encourage a momentary experience of the ‘real’? 

At the heart of my methodological approach is the concept of reframing. In simple 
terms the frame is a barrier which isolates content. I wish to free content and break these 
frames, and, if only for a moment, lose the frame altogether: a momentary deframing arising 
from the process of reframing. To understand this concept I have briefly examined three 
different reframing methodologies as they arise in the visual art of Vermeer, in Cinema and 
in the musical work of John Cage and Brian Ferneyhough. Each approach suggests a way 
forward when considering an outdoor music that addresses my research questions and are the 
basis for the methodological principles which follow. I also examine ‘the moment’, 
referencing my deep personal experience in a Montmorency park, as a means of placing this 
concept within a methodological frame. 

Vermeer 

When I came across Vermeer’s Girl Reading a Letter at an Open Window (Vermeer, 1659b) 
in a Dresden gallery I was struck not by the sense of intrusion on a private scene, with its 
bowl of upended ripened fruit suggestive of the letter’s content and the readers disposition, 
but rather I was captivated by the constant framing and reframing of the objects and subjects 
within (see Figure 10 below). 

Firstly, within the frame of the physical painting there is depicted a secondary frame, 
that of the curtain and the curtain rail. We could imagine the curtain closed or open and in 
this sense we might understand that we are looking at a painting whose subject is the 
boundary. Already the curtain, as it is depicted, occupies a large surface area of the canvas. 

The next frame contained within the picture is another curtain, this one red and 
removed from the window. Combined with the window frame these objects frame the light 
that enters the room. This light reveals the boundaries of the room and the subsequent frames 
within: a bed with a bowl of fruit, a chair and the girl herself. 

The bowl of fruit is reminiscent of a still life, disturbed by the cloth on the bed. One 
gets a sense that this picture started out as a still life painting and that somehow this concept 
was superseded (reframed) by the action of the events around it. The bowl’s angle still bears 
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a visual relationship to the arm of the girl and thus the bowl (superseded) remains embedded 
in the overall composition, but the sense of its redundancy remains. 

The girl, central to the picture, has a secondary frame, to be found in the glass of the 
opened window: her reflection. Her cast down face is seen from two angles and neither 
reveals an emotion or a reaction. She is in the moment of reading the letter, not reacting to it. 
In this way the last frame is the letter itself, its contents unknown, and it is where all the 
painting’s tension is held. It is this tension that seems to have disturbed the bowl of fruit or 
drawn all our interest away from the now abandoned or redundant still life painting. 

All the frames around the bowl of fruit intersect: the red curtain hangs partly over 
the window, the window contains the girl’s reflection, the girl herself has behind her the 
shadow of the window and she has firmly in both hands the letter. The aesthetic and 
subjective values of the fruit bowl have been usurped by the commonplace everyday action 
of a girl reading a letter at a window. The action of the intersecting frames leads us, step by 
step, frame by frame, to encounter a real event, or an objective moment in time. The painting 
itself has composed into it a function that is more powerful than the subjective contemplation 
of the forms it contains. 

I wonder if in this picture we are witness to a formative scientific gaze, where we 
peer behind the curtains to observe the phenomenon of a moment frozen in time. The gaze of 
the viewer is directed not towards inward contemplation and transcendence but observation 
and the immanent possibilities of what the letter might contain. 
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Figure 10. Girl Reading a Letter at an Open Window by Johannes Vermeer 
(Vermeer, 1659a) 

If an outdoor musical work were to follow the framing strategy of Vermeer we’d need to 
read the picture’s construction as a time-based event. The frames of the picture might form a 
sequence (one piece followed by another) or the frames might represent a global structuring 
of events. We might imagine these frames leading to a central moment in time, or that a core 
concern lies at the heart of the work or works. In terms that address my research questions 
the letter would be the immanent noisy soundscape and the upended bowl of fruit might 
suggest musical content abandoned in the process of identifying with the noisy soundscape. 
The listener is no longer ignorant of the noisy sounds of industry and life as the listening 
modalities that surround these sounds are shifted in multiple frames from experiential to 
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reflective, allowing the  listener to embrace a new cultural vision of themselves complete 
around a ‘real’ moment in time. 

Cinema 

A more modern understanding of frames can be found in the art of cinema. Michel Chion’s 
Audio-vision (Chion, 1994) discusses in depth the power of sound to shape the viewer’s on 
screen visual perceptions. Of most interest to me is the way the frames of perception that are 
regularly imposed upon the moviegoer can be broken or distorted. The roles of diegetic 
sound (sound that is on-screen and resultant of the narrative action) and non-diegetic sound 
(sound that is off-screen and supportive of narrative rather than a result of it) can be 
confused, so that what might have seemed non-diegetic and off screen can magically appear 
onscreen, as is the case with the drummer in Alejandro González Iñárritu’s Birdman 
(Iñárritu, 2015). As Riggan Thomson (played by Michael Keaton) descends into madness a 
restless drumming builds, which reflects perfectly his fractured and busy state of mind. 
However, at one point in the movie, as he wanders Times Square in a state of bewilderment, 
the real and not-real merge and we encounter the drummer making these sounds, as though 
the drumming was somehow always diegetic. The non-diegetic soundtrack and the diegetic 
cinematic reality become confused, almost as if the invisible performer has been sucked into 
the movie. 

If imagining such a concept applied to an outdoor musical work the first suggestion 
might be that everyday noisy sounds, resultant from the actions of living and functioning in 
the world, could be considered diegetic and subject to non-reflective modes of listening 
(Tuuri & Eerola, 2012). These sounds cannot help but be made from the actions of life and 
they are connected visually to the events that make them. The diegetic aspect of these sounds 
is also defined by an attitude towards them in that they have no subconscious connection to 
personal narrative or have, or seek, no subjective authority. Instrumental sounds, however, 
do tend to suggest a subconscious connection to personal narrative and a subjective ‘musical’ 
authority accompanied by more reflective modes of listening, as you would find in the non-
diegetic soundtrack to a film. Outdoors the frame of the instrumental non-diegetic musical 
sounds, when engaging with the diegetic noisy soundscape over which they are placed, has 
the potential to reframe the soundscape as actually, or immanently, non-diegetic. The 
ambient soundscape can have a narrative functionality and a renewed authority supported by 
newly applied critical or reduced modes of listening. The subjective gaze is thus not turned 
inward by the musical content but is turned outward towards the world. The experience of 
the ignored everyday soundscape becomes culturally valued. 

Chion makes the point that in the cinema the visual has a frame and the music does 
not. The powerful visual cinematic content 'magnetises' the aural to suit its purpose. 
Outdoors the inverse is true. The viewer or listener’s body is the frame and the focus of this 
person determines the magnetising content. The physical presence of the performing acoustic 
instrumental musician in the ambient outdoor environment is still quite surprising in our 
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modern-day culture and is anomalous with where we might expect cultural value to be 
generated. The performer outdoors has the power to create focus and thus become a creator 
of a perceptual frame no less real than the cinematic border. Given a strong relationship 
between the listener, the performer, the sound and the soundscape it potentially allows the 
visual scene to detach itself from its usual reality and drift, magnetised by sound. This 
perceptual twist is a potentially powerful one as the visual is a primary generator of meaning 
and it is the eyes that most commonly guide our sense of reality. A musically referenced 
soundscape can potentially shift from a place of ignorance to a play a magnetising role in the 
reshaping of reality. 

This loosening of the visual frame is suggestive of the way dreams are experienced. 
Dreams are predominantly visual in content, and in dreams the subconscious plays with 
images in ways the conscious mind does not. 

Dreaming is hyper-connective. At the dreaming end of the continuum connections 
are made more easily than in waking, and connections are made more broadly and 
loosely. Dreaming avoids the three R’s. Dreaming always involves new connections; 
dreaming is creation, not replay. (Hartmann, 2011, p. 5) 

While the suggestion of a hyper-connective outdoor visual experience, motivated by the 
frame of the performer and their sound seems potentially powerful it does also seem rather 
fanciful. The hyper-connected landscapes of dreams are far more varied and bizarre than the 
landscapes we typically inhabit. A more likely outcome is that the frame of the performer 
and their sound will assist the listener in looking at the world in a new way giving some 
aspects of the environment new significance. Despite this the visual experience should still 
be read as a function of the sonic experience, which itself can be hyper-connective and rich. 
The way a listener can move in an outdoor space creates the possibility that encountered 
musical frameworks or environmental sounds can operate as a hyper-connective collage, 
overlaying, disrupting or juxtaposing the encountered sounds. 

John Cage 

John Cage was perhaps one of the first to really understand the performer’s role in reframing 
ambient sound. 4’33” (Cage, 1952), Cage’s (in)famous silent piece, has four composed 
frames. The first, as the title suggests is the duration of the piece as a whole. Within this 
larger frame are three sub frames or movements lasting 33”, 2’40” and 1’20”. What do they 
frame? These movements frame the inaction of the performer in making sounds on their 
chosen instrument. The inference has been that thus the piece is silent. Of course, as Cage 
makes clear from his experiences in an anechoic chamber at Harvard University, there is no 
such thing as silence. We always hear our heart beating and the high pitch of the nervous 
system (Cage, 1995). In 4’33” it is all the sounds that the performers do not make on their 
instruments that comprise the sonic content. Frequently the sounds heard come from the 
ambient environment in an un-predetermined manner. The listener is asked to pay attention 

!  39

Chapter 3: Reframing, the Moment, and Methodology



to these sounds: to listen reflectively. In front of them is a performer with an instrument, and 
even though they are not playing the instrument, they, through their familiar role, demand 
attention from our ears. What is heard is the sound of the performance environment, 
including the sounds of the listener themselves. The frame of the piece, locating in time the 
performers inaction, has created a very purposeful and powerful moment of potential 
awareness. Subjective authority (the voice of the composer as heard in sound) is denied and 
an objective encounter with the sounding space ensues. 

Panzner brings further understanding to Cages work that elucidates the use of frames 
and their function in bringing about an experience of the world that is immanent (Deleuzean) 
rather than transcendent. In a Cagean sense reframing comes from the interaction with 
chance events, instigating a process of continual reconsideration, exploration and encounter. 

It is an unusual approach to performance, one that de-centers the familiar image of 
agency (human intentions) and affirms something altogether stranger: the impersonal 
activity of things coming together, acting together with a will greater than any single 
individual can contain. It is a story of chance encounters, unthought actors, and 
unconscious creativity. The tale is a far cry from our commonsense, humanistic 
views of musical production, and its resonance has shaped the development of all 
music in the second half of the twentieth century. (Panzner, 2015, p. 4) 

Ferneyhough 

As a composer and performer, I have always felt the need to engage the listener in an active 
discourse. For the listener it is essential that their experience of sound be problematised, 
made unfamiliar, so that solutions need to be actively sought. The ‘problem’ posed is largely 
a temporal one, resolved through time by the identification of the elements that make up the 
sound world and bringing them into a relationship by means of a loosely formed, self-
generated, narrative, whether that narrative be a story or simply the sequential ordering of 
memorable events. The inclusion of ambient noise and the cross pollination of other music 
somewhat compromise and disrupt these narratives and structures, constantly moving the 
listener away from an indulgent subjective response. The disruptive intrusion of sounds 
creates a complex unstable musical situation. Brian Ferneyhough says of complexity: 

My own interests have gravitated towards how out perceptual ordering faculties 
react when attempting to make sense of borderline states – that is, situations in 
which an apparent disbalance between implied scale of observed system and actual 
apportionment of confirming or disconfirming subsystems conspires to create zones 
of instability in which linear modes of cataloguing incoming stimuli are suspended 
in favor of sudden leaps, fractures, or twists of focus. All music deals with this issue 
on one level or another; it is just that most stylistic conventions aim at a large-scale 
equilibrium between containing frame and degree of permitted deviation of 
component details, whereas what I am aiming at is pretty much the reverse, in that 
what, in other music, might be seen as enhancing embellishment is constantly 
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causing a high level of uncertainty about what the implied scale of the relationship 
“frame/detail” might be. (Ferneyhough & Boros, 1994, p. 114) 

Ferneyhough’s comment about perceptual ordering faculties, borderline states and sudden 
leaps and fractures immediately brings to mind a hallucinatory dreamlike experience, 
perhaps an experience Ferneyhough, a sufferer of narcolepsy, is more than familiar with. 

His concern with the frame and the overwhelming detail it contains is not dissimilar 
to my own concerns, although the complexity that I am interested in comes from the 
intrusions of ambient environmental sound and other composed sounds, along with their 
chaotic transmission characteristics, on the localised listening space. As mentioned 
previously, this contrived build-up of sound is to extend ones reflective listening outward, 
beyond the immediate frame, so that when the music ceases the listener is in a new 
unmediated relationship to the lingering noise of everyday life, even if just for a moment. 

The Moment 

That which in the object is irreducible to the subject. 

That which in the subject is irreducible to itself, to the concepts and formulas which 
analyse it, and by which it analyses itself 

That which in exchange is irreducible to the law of equivalence. 

That which in the social is irreducible to the social itself (the accursed share, the 
critical mass). 

That which in sexuality is irreducible to sex: seduction 

(Baudrillard, 1998, p. 113) 

The unmediated experience of the world, or the absence of thought in a process of pure 
sensual reception, is, in my experience, a brief encounter. Thought, choice and actions soon 
resume their stranglehold. The amount of time we might experience such a state is not easily 
measured as time alters for the person going through this experience. For me, sitting in the 
park, time slowed down dramatically. I am hoping to create these moments for a listener. 

Deleuze’s concept of immanence might best describe the quality of the unmediated 
moment. As mentioned before, Deleuze’s model of simulation is put forward by Massumi as 
an alternative to Baudrillard’s model. The real is seen not as an idealised distant point of 
reference, but rather is present, as it always has been, in the simulations that necessarily form 
our conscious understanding of the world. If we remove ‘understanding’, or thinking, from 
our experience of the world we might then break the chain of simulation and arrive at 
Deleuze’s concept of the plane of immanence. 

There is altogether a different plane, or an altogether different conception of the 
plane. Here, there are no longer any forms or development of forms; nor are there 
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subjects or the formation of subjects. There is no structure, any more than there is 
genesis. There are only relations of movement and rest, speed and slowness between 
unformed elements, or at least between elements that are relatively unformed, 
molecules and particles of all kinds. There are only haecceities, affects, subjectless 
individuations that constitute collective assemblages. Nothing develops, but things 
arrive late or early, and form this or that assemblage depending on their composition 
of speed. Nothing subjectifies, but haecceities form according to compositions of 
nonsubjectified powers or affects. (Deleuze & Guattari, 1987, p. 266) 

Later in the same passage Deleuze discuses this plane specifically in regard to music. 

Certain modern musicians oppose the transcendent plan(e) of organization, which is 
said to have dominated all of Western classical music, to the immanent sound plane, 
which is always given along with that to which it gives rise, brings the imperceptible 
to perception, and carries only differential speeds and slowness in a kind of 
molecular lapping: the work of art must mark seconds, tenths and hundredths of 
seconds. Or rather it is a question of freeing of time, Aeon, a nonpulsed time for a 
floating music, as Boulez says, an electronic music in which forms are replaced by 
pure modifications of speed. It is undoubtedly John Cage who first and most 
perfectly deployed this fixed sound plane, which affirms a process against all 
structure and genesis, a floating time against pulsed time or tempo, experimentation 
against and kind of interpretation, and in which silence as sonorous rest also marks 
the absolute state of movement. (Deleuze & Guattari, 1987, p. 267) 

The description of immanence and the non-pulsed, floating time given by Deleuze and 
Guattari is a nice description of the quality of the moment I seek to create in my music. 
While Boulez and Cage would seem to occupy this moment completely (from the beginning 
to the end of their compositions) my intentions are to lead the listener to this point through 
the mechanics and inferences of the work. I aim to draw the listener to a point where the 
most striking contrast between pulsed time and ‘floating’ time can be made: the very end of 
the piece where all is finally dissolved. 

Research Methods 

Below I have outlined the seven compositional principles used to create my outdoor musical 
works. These principles, the methodological roots, articulate my own concept of perceptual 
reframing, drawing on the ideas of Vermeer, Cinema, Cage and Ferneyhough and the 
founding ‘seeds’ of inspiration, personal experience, philosophy and literature. They 
collectively strive to create immanent moments of connection with the world. 

The transferability of the seven principles are examined by applying them to the 
creation of outdoor musical works in different city-based environments. The manner in 
which inferences contained within the work functioned in each environment, shaped the live 
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experience and addressed my research questions, guided the development of the work. The 
principles (or methodologies) were thus examined and reconsidered with each iteration of 
the work. In this way a grounded methodological artistic practice emerges that becomes the 
basis for the creation of yet more possible forms and variations. This development is in itself 
a creative development and as such it is as much about my intuitive response to the 
experience of each work as it is about the listener’s interaction. 

Principles 

1. Space and Time. Find a space and time that allow the listener to 
encounter the combination of music and soundscape in an 
unspecialised and unprepared way 

When choosing a space for an outdoor musical work I am primarily interested in the 
soundscape and its mix of natural sounds and human made noise. While my music and its 
interaction with noisy soundscapes is the driving force behind a desired perceptual 
reorientation of what culture is, I also wish the listener to understand that the sounds of the 
natural world are not separate from this cultural nexus. A birdcall and a motorbike are 
understood together as aspects of the objective ambient soundscape and neither bares any 
subjective authority. Their relative aesthetic appeal does not set them apart from each other. 
The instrumental music, with its subjective inferences, is the only opposition and is the 
material through which the objective world is seen: we experience the phenomenon of the 
objective, or we see ourselves as the environment. 

Another important point in choosing the location for each project is its accessibility. 
I am not interested in a paying audience but rather I wish to create a situation in which the 
listener encounters the work, either in the course of their everyday routine or in a public 
shared space that is not too distant from their work or home. The goal is to loosen 
expectations so that the listener is not necessarily prepared for the event. A free event in a 
public space does not necessarily encourage this reception of the work but it certainly does 
not inhibit it. 

There are also very practical reasons that the project site be accessible. Established 
public locations have lit, well-made paths, toilets, drinking fountains and other amenities that 
reduce the burden of the organiser (me) in providing access to such things. Public liability 
insurance and fees payable to access venues safely can be reduced or absorbed by good will 
and a degree of negotiation. I have no interest in limiting the access to the event by the very 
young, very old or handicapped. 

While perhaps a separate principle the time of the event in inseparable to the space it 
occupies. Where the event occurs is connected to the state of mind each space promotes. 
When these spaces are coupled with a twilight, end of the working day timing it becomes 
possible to catch the listener at a potentially vulnerable moment. My ideal listener is not 
necessarily a meditative one, as one might expect in a Pauline Oliveros project for instance 
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(Oliveros, 2005). Rather, the fractured mental state a listener might endure after a long day 
of activity is also the mental state in which I believe new connections can be made and new 
narratives can be formed. Instead of a path to mental restoration I am proposing works that 
to some degree exacerbate fracture, in an attempt to open the listener up to the ambience and 
chaos of the world around them. I do not see this as an abusive or hurtful manipulation of a 
vulnerable psychology but rather a way of recombining thoughts and feelings in a very free, 
but guided way. The process we use often when dealing with irreconcilable emotional 
disturbance is dreaming. In this way each of the projects is an attempt to explore the 
possibility of dreaming while awake, encouraging hyper-connective experience in the 
exploring of a free flow of sonic events. Twilight, the transition to sleeping hours, seems the 
most appropriate time to make such a connection. 

The visual appeal of the space is also important. The sense of the transformational 
potential of the space, the number of hidden pathways to explore, the presence of lights in 
the relative gloom of twilight, the suggestions of circles and ruins, the openness and 
restrictions of the spaces, all factor into how the sounds will be received and turned into 
loose narratives. While the focus is clearly on the sound, my desire to listen with the eyes 
open necessitates some visual reinforcement of audible concepts. Each space had its own 
functions in this regard. 

2. Mapping the Soundscape. Identify sounds and their functions in the 
performance environment. 

When first imagining how to create an outdoor musical work it seemed necessary, as a first 
step, to understand how the field of soundscape studies, alternately named acoustic ecology, 
related to what I imagined my outdoor work to be. This field was given remarkable 
definition and focus by R. Murray Schafer in his book The Soundscape: Our Sonic 
Environment and the Tuning of the World (Schafer, 1994). While his book is very much of its 
time, idealistic to a degree and a call to community action, he asks the pivotal question, 
central to soundscape studies: “what is the relationship between man and the sounds of his 
environment and what happens when those sounds change? Soundscape studies attempt to 
unify these various researches.” (Schafer, 1994, pp. 4-5). He encouraged the reader to 
consider the soundscape (the sounding environment) as a living composition, necessarily 
open to change and influence. “The final question will be: is the soundscape of the world an 
indeterminate composition over which we have no control, or are we its composers and 
performers, responsible for giving it form and beauty?” (Schafer, 1994, p. 5) 

Schafer suggests we can begin to recompose or ‘tune’ the world, to some degree 
valuing the beautiful and reconnecting with the natural sounds that are threatened by modern 
urban life. Schafer writes of the 

…dangers of an indiscriminate and imperialistic spread of more and larger sounds 
into every corner of man’s life. Noise pollution is now a world problem. It would 
seem that the world soundscape has reached an apex of vulgarity in our time, and 
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many experts have predicted universal deafness as the ultimate consequence unless 
the problem can be brought quickly under control. (Schafer, 1994, p. 3) 

I find myself at odds with Schafer’s ‘tuning’ and assertions of vulgarity. As a composer of 
outdoor music, interested in inviting traffic noise into my music, I imagined the spatial 
circumference of my musical projects growing outwards, in a similar way to the expansion 
of David Dunn’s outdoor work Skydrift (Dunn, 1979), knocking down perceptual and 
aesthetic walls, incorporating the indeterminate sonic composition of our modern life as a 
structural layer. I do not have a desire to beautify the soundscape. In a way I feel I am 
recomposing the soundscape but not in such a way as to alter the make-up of the sounds 
themselves, which it would seem is one of the implied actions from Schafer’s ‘tuning’. 

Schafer’s means of categorising sounds I found very useful. He suggests that 
through careful listening we can begin to identify elements of the soundscape. The four basic 
categories Schafer articulates are keynote sounds (background, nature, wind etc.), signals 
(car horns, sirens), sound marks (unique sonic features) and archetypal sounds (sounds that 
connect with our subconscious in some way). 

Sonic Experience, A Guide to Everyday Sounds (Augoyard & Torgue, 2005) contains 
a remarkable list of sonic effects that arise from the experience of everyday environmental 
sound. The purpose of this broad and complex list of effects is expressed in these terms: 

We lack the generic concepts to describe and design all perceptible sound forms of 
the environment, be they noisy stimuli, musical sounds, or any other sounds. The 
concept of the soundscape seems too broad and blurred, while the sound object 
seems too elementary (in terms of levels of organisation), to allow us to work 
comfortably both at the scale of everyday behaviour and the scale of architectural 
and urban spaces. To use a linguistic analogy, the soundscape corresponds to the 
whole structure of a text, while the sound object corresponds to the first level of a 
composition: words and syntagmas. We are short of descriptive tools to work at an 
intermediary level, that of a sentence grammar or – to leave the linguistic 
comparison – the level of a code defining possible configurations between the three 
terms to consider in our observations: acoustical sources, inhabited space, and the 
linked pair of sound perception and sound action. (Augoyard & Torgue, 2005, p. 7) 

The growing number of descriptive tools, the sound effects detailed in the latter part of the 
book, are seen as a solution to the problem of developing sophisticated descriptions of a 
space. While the effects listed are certainly interesting and sophisticated I feel that the better 
solution for bridging the gap between the soundscape and the sonic object lies in the realm of 
creative intervention. The need to ‘describe and design’ environmental sounds seems to 
come from an architectural standpoint rather than a musical one. This is not to say music is 
not designed but rather that the tools serve a different purpose when aligned with a temporal 
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musical trajectory. The gap between ‘the whole structure of a text’ and the individual ‘word’ 
is filled with the excitement of poetry rather than the satisfaction of coherent discourse. 

I have, despite my misgivings, used Schafer and Augoyard and Trogue’s 
categorisation of sounds and their functions in the space as a means of documenting the 
soundscape. Often, when collecting these sounds, loose narratives or conceptual plans arise 
that become the basis for the forthcoming outdoor musical work. 

3. Instruments. Place instrumental musicians next to environmental or 
noisy sounds lending them a sense of cultural value.  

Classical western instruments have histories that are both aesthetic (primarily their sounds, 
although to some degree their decorations) and physical (the relationship of the performer to 
the instrument’s function and design). When a saxophone or trombone or clarinet is sounded 
it is not just their tone that is heard. A strand of the European history of classical music is 
perceived. These instruments carry with them relationships to every other western classical 
instrument, including, and especially, to the primacy of the voice. These historical 
connections are implicit in the instrument’s tone and design. The instruments are in some 
sense designed to ‘sing’. Any music that uses these instruments thus creates a substrate of 
connections to western classical regardless of the ‘material’ being performed upon them. 

Familiar notions of musical expression, Western or otherwise, are often partly 
related to the physical interaction with the instrument. The fluid movement of a stringed 
instrument’s bow or the flow of the airstream generated by a wind player carries with it a 
concept of phrase and musical line. This is certainly something I personally feel as a 
trombonist. The bodily movement of the air stream is as responsible for the generation of 
musical line as are the more intellectual concepts that are developed away from the action of 
playing. When a performer engages with these physical motions in the production of a 
musical line and they then interact with environmental sounds we might then ask what 
modes of physical production are inherent in the environmental sound and to what degree we 
consider them musical. In this way the environmental sounds themselves are not the focus 
but rather what lies behind them becomes the focus: their impetus. The noisy soundscape can 
become part of musical complex (lent an implied musical line) and, conversely the 
instrumental technique can become an aspect of the environment (notions of ‘music’ can be 
stripped from the sound). 

Central to the creation of a musical event outdoors is the perception that an event is 
actually taking place. Outdoors there are many potential distractions and many of these are 
unpredictable in nature e.g. a dance rehearsal, an exercise class or a birthday party. A 
performer, well-lit and dressed, with a music stand in front of them and holding an 
instrument, suggests strongly to potential listeners a performance is about to happen. The 
connection with the spectacle of the concert hall is thus not entirely lost. The outdoor 
musician, at least on initial perceptions, seems out of place, and this problem invites a 
solution: is this a busker (no there is no hat or music case awaiting spare change), a student 
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practicing (the deliberate and specialised nature of the music would suggest otherwise), or 
(as is the case) someone giving a free performance in an unusual location. This creates, as 
Xenakis suggests, a chain of inference. Why this location? Why these sounds? Why this 
person? Why this instrument? All these begin the process of coming to a cultural relationship 
with outdoor sound via chain of inference starting with the nature of the instrument itself. 

For the listener hearing a musician in an outdoor noisy space can have the effect of 
intensifying the listening activity. The competition from surrounding noise demands a focus 
on the very deliberate musical actions taking place. That the music then references 
surrounding noise is thus a way of deliberately re-expanding this focus, although towards 
more specific features of the noisy soundscape. The higher level reflective and denotative 
listening modalities suggested by the performer’s musical action are applied, through 
reference to aspects of the noisy soundscape in the music, back to the environment, 
previously experienced but critically ignored in lower level experiential listening modalities. 

Lastly the performer helps locate visually the environmental sound that is to be 
heard and interacted with. Their placement next to an environmental sound that they are to 
some extent mimicking makes such connections more obvious and overt. This may not be 
the case with all performers outdoors (some environmental sounds are more fleeting, less 
predictable or distant) but having at least one clear connection can infer that these 
connections underpin the entire work. 

4. Layering. The performance space should be perceived as multi-
layered.  

In performance, as the work progresses, the instrumental sounds and environmental sounds, 
and the spaces in which they interact, need to become layered on top of each other and grow 
as an aggregate. This could be a build-up of sounding events or it could be partly through a 
build-up of experience that is held in the listener’s memory. The growth of this aggregate is 
analogous to Borges’s dreamer dreaming the ever-expanding biology of the dreamed man. 
Each musician, or group of musicians operating in a particular location become the organ of 
a giant living sonic body. 

The materials played by each musician across the space should bare loose 
relationships (small shared ideas) even though they are necessarily heterogeneous given they 
relate to specific environmental sounds found in each of the locations. The layered 
polyphony of heterogeneous instrumental sound reflects natural polyphonies found in almost 
all outdoor soundscapes. By adding small connections or shared ideas between the pieces the 
listener is encouraged to create connecting narratives that might tie the layered experience of 
the soundscape and the music together. 

Layering can also be explored spatially. Musicians can play in different 
configurations, variously spread out or drawn together. They can play from above in elevated 
stairwells or bridges, and can play from below on sunken stages. Together these create a 
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directional or spatial polyphony of sounds. These spatial arrangements can emphasise 
differences in the material being played, delineating these musical components for the 
listener, or can use the space to create sonic effects unique to a particular location.  

The layering of largely heterogeneous material creates disruptions of varying 
complexity, so that the frame of each piece is constantly reconsidered. This reconsideration 
could happen either in situ by intervening sounds, or through memory of past events, given 
an attempt to establish the relationship of past events to the work being listened to. Thus the 
listener’s narrative is never fixed but is under continual formulation. These musical 
relationships extend naturally to the environment, given the music’s reference to it and also 
the ever-present contextualising frame of the ambient soundscape. The reframing process is a 
thus a direct means of hearing out into the world.    

The instruments that might be used in an outdoor musical work need to have the 
possibility of projecting their sounds across the space so that their layering might be audible. 
However, more intimate sounds can sit alongside these sounds. In this case the layering of 
sound occurs more in the memory of the experience, creating, as the listener moves through 
the works, the ever-present possibility of its unheard interactions. 

Finally, maps and programme notes can show the timings and locations of events 
and make it immediately clear that certain musical events overlap to some degree. The 
listener is then free to make choices about how to perceive these overlapping events. 

5. Pathways. The generation of pathways for the listener.  

The outdoor environmental sounds I am interested in investigating are not always loud and 
are not necessarily close to each other. The public urban and semi-urban spaces I am 
interested in are often acoustically designed to take into account noise pollution. Air 
conditioning vents are hidden and vegetation is placed to soak up sound. 

A static audience would not get close enough to each environmental sound or 
performer for the first principle to be effective, and the requirement of the listener to 
constantly reframe their experience would be of reduced effectiveness if the listener were not 
moving through the space and exploring the sounds in a spatial manner. 

David Dunn’s Purposeful Listening in Complex States of Time (Dunn, 1998) for solo 
listener articulates in extremis what capacity the listener has to create the work. In this score 
no sounds are indicated. Rather the score contains directions for the listener to explore 
twenty freely chosen outdoor environments of low-level ambient sound in specifically 
notated ways. The score markings indicate the solo listener’s position (sky, body, ground 
level), direction of listening, or omni-directional listening, proximity of the sound (adjacent, 
moderate distance or far distance), time states (real-time, remembered, imagined future, 
neutral) maintained for various numbered durations, and phrasing (indicated changes in 
perceptual focus). While I haven’t gone to this extent in my own work I do imagine that a 
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listener might engage in any combination of these processes as they move about the 
performance space.  

To motivate listeners to navigate these layered, or layering, sonic spaces, and to 
assist in locating musicians, maps can be used. Like Domenico de Clario’s installation 
guides (see Figure 2 in the previous chapter) these maps can create something of a circuit. 
However, rather than being machine-like electrical circuits I imagine the listener’s path 
through each project as analogous to a flow of life-giving blood. The listener brings life to 
each successive sonic event (or ‘organ’) by listening to it. 

As a listener moves they encounter more than just the work. Suggested pathways 
through the public performance space are just that: suggestions. The listener’s capacity to 
draw on all environmental sounds when creating their own experience of the work (or loose 
narrative) is not diminished. The inferring sounds and processes that surround a listener do 
not need to be limiting. The inferences are absolutely necessary if the work is to function but 
the chance encounter with sounds and processes anomalous to these inferences is both 
potentially another point of reframing the experience, and a chance to understand and 
question the very nature of the inferences the work is making. The pathways laid out in maps 
can be quite specific but in the physical space these pathways are not necessarily visible or 
prescriptive. There can be significant leeway. 

The act of walking and moving through the soundscape creates a shifting aural 
space. Varèse’s desires for a multi-directional musical event are here realised not just by 
multidirectional sounds but also by a moving, multidirectional set of ears. Imposed physical 
barriers do not limit the listener’s trajectory through the outdoor performance space. The 
absolute border of the performance space is not made clear. Rather a broad central field of 
activity is established, circumscribed by the acoustic horizon of this activity rather than by 
physical impediments and limitations. The work can be heard from afar or close up. It can be 
arrived at and departed from freely. It can be traversed in any number of ways, ignoring the 
map and its paths. 

For a listener the other audible results from walking through the performance space 
include the sounds made by the body itself: breathing, footfalls, and, perhaps, quiet 
conversation. These sounds create roles for the listener in the musical process. The listener is 
not, in Ranciere’s terms, a passive voyeur but an active participant. The urban outdoor 
soundscape does not generally invite or require quietness for those who inhabit it, so it is 
quite natural for untempered sound generated by the listener to occur. With this comes a 
freedom of engagement. Listening rules bound to the concert hall can be reconsidered and 
transformed. Rather than a static audience directing their hearing towards a solitary stage a 
mobile listener can consider many stages and understand that they too are included in the 
drama. 
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6. Personal Elements. Personal and subjective reference points. 

To experience the phenomenon of the objective it is still necessary to establish a subjective 
reference point or ground. My goal is for the listener to move from inner to outer experience 
and to do this in a guided way. I want to assert a subjective authority that fails. 

Despite the continual reframing of events by the listener and the constant intrusion 
of indeterminate sounds through the action of the previous principles, I am aiming to 
suggest, misleadingly, that the work speaks in a very personal way; that somehow these 
works might be ‘about’ my experience in a Montmorency park. The listener might infer from 
these personal elements that there is something to listen out for in the work or that an 
impersonal narrative is discoverable: a higher level empathetic listen modality is suggested 
to carry listening into more reflective critical zones. This listening out for something is what 
draws the listener into the soundscape, through the shared sounds of the subjectively 
inflected music and the objectively perceived soundscape. The personal subjective ‘musical’ 
elements are not sufficient to establish a coherent narrative, or align with existent narratives, 
and in the end can only disorient and inflect the narratives that arise in the listener. The 
listener is to some degree challenged to address any slide into a purely narcissistic reception 
of the work. The failure of the explicit subjective content to assert narrative coherence 
becomes a mechanism for rehearing the world in more objective terms, couched, as it is, 
within other frameworks that have this intention. 

Domenico de Clario’s installation work Components of an Expression Machine (De 
Clario, 1993) in which artwork and discarded personal objects became intertwined with 
stories and spiritual text, were a source of inspiration for how the personal elements might be 
read. De Clario says in a recent video about his more recent work Conversazioni con les 
Estrellas: 

 At a very pragmatic level it’s a collection of objects strewn about a room. I think it’s 
meaning has to be imparted by how others might relate to this. So in a way it’s an 
open page. It’s an opportunity for people to engage with something. I guess if I have 
a hope for it is that its kind of a little bit like a sanctuary, not because of what’s in 
here that’s mine, but because of what people can find within themselves when they 
come in here. So it’s a bit like a big empty space, paradoxically its full, but I think 
that potentially its empty, because I think that the hope is that people can project 
something of their own experience onto this and then go away thinking about their 
lives in a slightly different way. (Hague, 2011) 

The personal elements in the work are identifiable as those that do not address specific 
environmental sounds. These elements, given their outdoor context, infer that they might still 
relate somehow to the environment. The suggestion here is that the specific references made 
in the composed music to environmental sound are exemplars of a much broader and holistic 
process, and that the personal unreferenced subjective elements could, in the contrivance of 
the listener’s imagination, find connections with the unreferenced objective soundscape. 

!  50

Chapter 3: Reframing, the Moment, and Methodology



As well as the implied subjective authority imposed by the title of the work and the 
composed or improvised musical componentry I also wanted to maintain two personal 
elements as features of all my projects. 

Bee Sounds 

These bees are not real (although given the appropriate circumstances I would welcome this) 
but rather are a played back recording of bees, underscored on the recording by a unique 
environmental sound (perhaps a more hidden sound) or by a half-stated text. This references 
the moment I sat under a bee filled tree in a Montmorency park. It is meant to impart a sense 
of something highly personal and essentially unknowable (an intrusion) in the work, but it is 
also seemingly a natural fit. Might we not encounter a swarm of bees outdoors? 

Heartbeat  

At the end of each project a repetitive heartbeat-like pulse in ¾ time is sounded. This is 
perhaps the most subjectively intense part of the works in terms of suggesting narrative, but 
also the most objectively oriented, opaque sonic event. It is not so much a climax to each 
project but rather a transformation point. The heartbeat itself is a reduction of all previous 
musical content. No more can be said and instrumental sound loses all its sophistication and 
subjective inflection. The pulse becomes an objective reality, easily identifiable and becomes 
no longer something separated from the space it inhabits. 

7. Silence. 

The moment when the composed/improvised music stops is when the world becomes 
complete. It is the moment when subjective authority is completely abandoned and there is a 
listening out to ‘what next?’. The ears, having been encouraged to reflectively hear the 
ignored experiential sounds of the soundscape, are open to all sounds. The ugly and the 
beautiful sounds are no longer differentiated. They are, instead materials, still active, 
speaking of a vast human/natural culture, tragic and astounding at the same time. 

The silence is of course not silent. It is the silence of 4’33” (Cage, 1952) in which 
we hear everything that is not being purposefully produced by the performer and their 
instrument. The silence I imagine is, however, open-ended. Once the end of the music is 
reached there is no longer a durational or conceptual frame, or rather, the frame of the sounds 
being heard is the world itself. This is the sense of the sound’s ‘reality’ in an anti-
Baudrillardian sense. The environmental sound, whether that be the sound of advertising, 
feel good pop music, birdsong or roaring traffic, becomes what it is, rather than what it 
might, in itself, profess to be communicating. We are at a point of immanence where this 
sound can have new possibilities, given it is now detached from its usual purpose or 
function. 
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It may well be that this moment is too soon lost, and that sounds return quickly to 
their usual purposes and functions but for me as a composer the creation of this possible 
outcome is enough. This mirrors my own experience sitting in the Montmorency park. While 
I felt completely opened out to the world for a brief duration this moment could not last. I 
had to return home to life and to living. 

Guideposts for the following Chapters 

In this chapter I have outlined the emergent guiding principles that inform the compositional 
process. As with any project of this scale, the retrospective linearity of this writing can be 
misleading as the web of artistic experimentation (Coessens et al., 2009) moves its centre 
and perspective on a daily basis. In the digital book images of my diaries bear testament to 
this non-linear process. Hastily drawn sketches sit alongside examinations of literature and 
more mundane organisational concerns. However, the territory, the site of investigation, is 
laid bare in chapters two and three, leading towards the compositional application of these 
concepts and principles, detailed in chapters four to six. Chapters four and five end with 
brief reflections about the work. Chapter six, which details the final work, omits these 
reflections as they form the basis of the conclusions which follow. 

. 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Chapter 4: The Circular Ruins 

Introduction 

The three outdoor musical works I have created are called The Circular Ruins, each with a 
serial denominator (1,2,3). The first project is sometimes listed without its accompanying 
denominator, as initially it was not decided that each project would share the same 
nomenclature. Each work addresses my research questions through the use of seven 
compositional principles used in the creation of each work. 

Binding together the seven principles, forming the trunk of the research tree, is the 
Jorge Luis Borges story The Circular Ruins (Borges, 1970). It creates a frame, or 
environment, that guides the principles in shaping (or growing) each individual outdoor 
musical work. The story itself underpins almost all aspects of my research. As mentioned 
before, reading The Circular Ruins was a profound part of the formative experience I had 
sitting under a tree in a Montmorency park. Passages of this text looped in my head like a 
Mantra (“a dreamed dream”) and led to a moment of unmediated connection to the world 
around me. Jean Baudrillard, whose philosophy plays an important part in the ontological 
framework of my research, discusses Borges’s story On Exactitude in Science (Borges, 
1975) at the start of his book Simulacra and Simulation (Baudrillard, 1994). The link 
between the two writers is more coincidental than purposeful in my work, although certain 
ideas about reality seem to be shared, even if, at times, in an inverse relationship. 

The central idea of The Circular Ruins is that our reality is an illusion. An unknown 
man sets himself the complex task of dreaming into existence another human being. In his 
first efforts to accomplish this he instructs a host of dreamed avatars in “anatomy, 
cosmography, and magic” (Borges, 1970, p. 73). Even after careful selection and grooming 
he fails to bring his chosen candidate to life. After a month break, and supplications before 
the animal gods of fire, he begins dreaming again but now not of a fully formed avatar but of 
a growing, complex biology. He begins with the heart. The dreamed man gradually takes 
form and magically comes to life in a location not too distant from the dreamer himself. The 
dreamed man is proven real by the tasks the dreamer asks him to perform, including placing 
a flag on a hill that is visible to the dreamer. The dreamed man, courtesy of the hybrid fire 
god that brought him to life, has only one trait that identifies him as a product of the 
dreamer: he is immune to the effects of fire. The dreamer having accomplished his task is 
then faced with an encroaching disaster. 

The end of his meditations was sudden, though it was foretold in certain signs. First 
(after a long drought) a faraway cloud on a hill, as light and rapid as a bird; then 
towards the south, the sky which had the rose colour of the leopard’s mouth; then the 
smoke which corroded the metallic nights; finally the panicky flight of the animals. 
For what was happening had happened many centuries ago. The ruins of the fire 
god’s sanctuary were destroyed by fire. In a birdless dawn, the magician saw the 

!  53

Chapter 4: The Circular Ruins



concentric blaze close round the walls. For a moment, he thought of taking refuge in 
the river, but then he knew that death was coming to crown his old age and absolve 
him of his labours. He walked into the shreds of flame. But they did not bite his 
flesh, they caressed him and engulfed him without heat or combustion. With relief, 
with humiliation, with terror, he understood that he also was a mere appearance, 
dreamt by another. (Borges, 1970, p. 77) 

In using The Circular Ruins as a guiding frame I am suggesting that the listener, to some 
extent, adopt Borges’s proposition that life is an illusory, dreamed existence. When nothing 
is real suddenly all reality is complete in its illusion. Every sound and every object are 
imbued with an unknown (and unknowable) purpose; that of propping up an illusion of the 
real. The accord with Baudrillard is striking (Baudrillard, 1994), and it becomes difficult to 
distinguish how an illusory existence might differ from a hyper-real existence. However, 
Borges’s proposition runs deeper than a cultural matrix of simulation. A hyper-real is itself 
an illusion. The point at which the illusory meaninglessness and unknowability of the entire 
system asserts itself (with the suggestion that my experience in Montmorency might be an 
exemplar) is when the world would seem most real and complete. 

The Circular Ruins is, in the partial way that it addresses my research questions, 
about reframing. As we follow the trials of the dreamer the story, although bizarre, follows a 
familiar narrative structure, leading to the dreamer’s success in dreaming the dreamed man. 
However, once the dreamer realises he too is a dream, in the very last sentence (a literary 
‘moment’), the entire story becomes part of an infinite chain of stories. The narrative frame 
of the single dreamer is annihilated to become the possible narrative frame of all dreamers, 
including the newly created dreamed man. This narrative concept underscores and informs 
my own reframing process, particularly in regard to creating for a listener moments when the 
familiar is reframed and ‘the real’ is identified. 

It should be noted that two principles have direct relationships to the Borges story. 
The fifth and sixth principle mention biological concepts: listener pathways that resemble a 
flow of life-giving blood and the inclusion in each project of a personal ‘heartbeat-like pulse’ 
element. When Borges successfully dreams the dreamed man to life he begins with the heart 
and “within a year he reached the skeleton, the eyelids” (Borges, 1970, p. 75). The bringing 
to life of the dreamed man, through intimate examination and detailed biological creation 
becomes a potent metaphor and informing process for bringing to life the ignored 
soundscape. The story, in this way, helps reinforce that the listener is an active life creating 
element in the realisation of the work. 

The digital book, contained on the iPad, that presents each The Circular Ruins 
project as video, sound, text and still images, can be usefully engaged with when reading the 
descriptions of the work below. The Circular Ruins 1 is presented as a full length 30 minute 
video, The Circular Ruins 2 is presented as four separate videos, and The Circular Ruins 3 is 
presented as one 90 minute video that has two separate experiences of the work layered on 
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top of each other. The environmental recordings used in the interactive pages at the bottom 
of each section are taken directly from the recordings I made when developing the works. 
Importantly the section entitled Creating Ruin has images taken from the three diaries I kept 
during the creation of each of the outdoor musical works. Many of the compositional 
workings mentioned below, can be found here in a raw format. 

The Circular Ruins 1 

The Circular Ruins 1 was co-supported by Griffith University and the Queensland 
Symphony Orchestra for a singular performance as part of QSO Current on May 15th, 2015 
at 5pm, in South Bank, Brisbane. It had a total duration of 30 minutes and included four 
composed pieces, placed in particular locations, occurring at specific times (see Figure 11): 

One for amplified cello solo - Wheel of Brisbane (5pm) 

Two for soprano saxophone and percussion - Bridge to Rainforest Green (5:06pm) 

Three for three French horns variously multiplied - Rainforest Green (5:12pm) 

Four for Percussion Quartet - Nepalese Pagoda (5:21pm) 

!  

Figure 11. Map for The Circular Ruins 1 taken from the programme notes (see 
Appendix B) 
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Volunteers, identified by bright symbols on lanyards, handed out programmes and directed 
listeners along the pathways. From their pockets could be heard a reading of the Borges story 
The Circular Ruins played from their smart phones. Texts and diagrams detailing the 
construction of work were placed near the Rain Bank and the sound of bees could be heard 
from a hidden speaker placed in bushes in a corner of the Rainforest Walk. At the end of the 
work eight trombones, with an accompanying bass drum, played a heartbeat like pulse from 
across the river and from locations surrounding the Nepalese Pagoda in South Bank. A film 
of the entire 30 minute work can be found in the digital book. 

South Bank in Brisbane sits directly opposite the city business district on the South 
Western side of the Brisbane River. The areas used for the performance of The Circular 
Ruins 1 included The Wheel of Brisbane (see Figure 12), the Rain Bank (see Figure 13), the 
Rainforest Green (see Figure 14 below), the Rainforest Walk, the Nepalese Pagoda and 
locations along the North Eastern side of the river, the Victoria Bridge, the various paths 
leading from Victoria Bridge to the Nepalese Pagoda and the front steps of the Queensland 
Conservatorium. 

The public space is accessible by various linked and clearly defined pathways and 
most areas are well lit by artificial lights. The parkland is frequented by dancers, 
skateboarders, bike riders, people attending fitness classes and others undertaking similar 
communal activities. Car parking is available within easy walking distance as are public 
toilets, drinking fountains and various food outlets. Trees and plant life mediate the city 
views and feature throughout the site, although along the boardwalk next to the river the 
views across to the city are unrestricted. 

!  

Figure 12. The Brisbane Wheel, South 
Bank 

!  
Figure 13. Rain Bank pump room, 

South Bank 
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Figure 14. Rainforest Green, South Bank 

At 5pm the area has a high level of pedestrian traffic, much of which is coming from the city 
after work. The Circular Ruins 1 was timed to engage listeners both heading home from 
work and those who were attending another QSO Current concert that started at 6pm, a half 
hour after the end of The Circular Ruins 1, at the ABC studios. These studios are located in 
the same area and are indicated on the performance map. 

Soundscape 

I am deeply familiar with the soundscape of South Bank. Many evenings have been spent, 
between practice and teaching sessions at the nearby Queensland Conservatorium, listening 
to the sounds of the parkland. When documenting the soundscape for The Circular Ruins 1 I 
made recordings and observations of the sounds that seemed most relevant to my interests. 
These I have listed below (see Table 1 below) taking into account R. Murray Schafer’s 
system of categorisation (Schafer, 1994) and Augoyard’s notions of experience and effect 
(Augoyard & Torgue, 2005).  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Table 1. Sounds collected from South Bank 

One of the dominant sounds in South Bank was the drone of The Wheel of Brisbane. Its D 
natural could be heard whenever the wheel was active in most parts of the performing area. 
The wheel sat in an open space and its droning motor was in a slightly elevated position 
enabling this sound to project. When moving through the Rainforest Green and the 
Rainforest Walk the surrounding trees absorbed and reduced the sound of the drone. The 
squeaks of the carriages as they rocked gently back and forth on the wheel could be heard 
only in close proximity when standing next to or underneath it. These squeaks, when 
analysed and transcribed, had quite specific repeating pitches, perhaps related to the resonant 
structure to which they were loosely attached. 

The traffic noise from the opposite bank of the river projected clearly and dominated 
the background when the listener was close to the river. However, when the listener was 
moving between The Wheel of Brisbane, the Rainforest Green and the Rainforest walk a 
bank of trees was always absorbing a portion of the sound. Loud sudden motorbike and truck 
noises, caused by sudden slowing or acceleration, often sounded above the background hum. 
Local traffic moving across nearby Victoria Bridge was not sufficiently close to add more 

Keynote sounds Planes overhead, distant train glissandi and train horns, birds 

(predominantly minors and ibis), helicopters overhead, distant traffic along 

the freeway, local traffic in car parks and across and under a nearby bridge, 

insects (both the sounds they make and their activity in the leaf litter), 
bicycle bells, conversation, music and radio (from cafes and bikes), air 

conditioners in car parks, hum of the Rain Bank pumps, cameras, phones, 

footsteps

Signals Reverse lights of 3 maintenance vehicles (one pitched on C in crotchets at 

crotchet equals 64, one pitched on D in crotchets at crotchet equals 40, and 

one pitched on E flat in crotchets at crotchet equals 50), walk signals at 

traffic lights

Sound Marks The Wheel of Brisbane drone (D natural which permeates the space), an 

often un-sounded, permanently mounted bell at the Nepalese Temple also 

sounds a pitch between a D natural and a D flat.

Archetypal Sounds Running water, wind in the trees and leaf litter

Experiences and 
Sonic Effects

Hard reflective natural surfaces (rocks, water) and especially the clear 

projection of sound across the river, sometimes carried with greater or 

lesser intensity by wind (crescendo and diminuendo), soft absorbing 

surfaces (trees, bushes, grass, leaves) including the muffling of city sound 

in the treed areas (filtering), the reflections of sounds in various laneways 
around the performance space (contained by concrete walls or glassed 

surfaces), the open shared sonic spaces bordered by muffling trees or 

buildings, the presence of hard reflective building surfaces (concrete, 

glass), hard ground coatings (concrete paths), Doppler effects from bikes, 

cars, planes, and distant trains.
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definition to the sound although traffic moving under this bridge, on the South Bank side of 
the river, was significantly amplified by this resonant tunnel-like space. 

Bicycles were a common feature along the promenade, heard via their bells, 
cranking chains or the swish of their tires when passing close by. A small collection of three 
wheeled taxi bikes (Green Cabs) also moved about the space outside The Wheel of Brisbane, 
playing back popular music over inbuilt speaker systems. 

The service vehicles in South Bank included a variety of small trolley carts, small 
mobile cranes and ride on lawnmowers. The warning sounds when each vehicle reversed 
varied and I managed to record three different varieties, although I could not be sure which 
vehicles they came from. These regular high-pitched beeping sounds stood out against the 
irregularity of most other sounds. 

Planes and helicopters flew overhead and their sounds were filtered by the density 
and pressures of the air mass between them and the listener on the ground. Their irregular 
sounds were still loud and present with different spaces making them more obvious. The 
trees surrounding the Rainforest Green masked traffic and other local land based sounds, 
making it a relatively quiet space. However, these trees had no effect on sounds from above 
so all planes and helicopters sounded much louder in this space due to the lower noise floor. 

In the performance area in South Bank there is a water treatment facility called the 
Rain Bank. Water flows to and from it under bridges and throughout the Rain Forest Walk 
and is then recycled. The sound of running water was only clear when the listener was in 
close proximity to it and was more present in the encapsulated area of the Rain Forest Walk 
itself. The Rain Bank’s pump room was well insulated so that mechanical sounds coming 
from it were barely audible when not in the immediate vicinity. When in closer proximity, 
however, the hum of the pumps was clear. It was possible to put your ear next to the grill on 
the door to hear these sounds more distinctly. 

The natural, or non-human made sounds occurring at 5pm in South Bank included 
birds (predominantly noisy minors), insects (predominantly cicadas), and the wind moving 
through the many trees and tall bamboo patches. The minor birds’ calls were not particularly 
melodic and they tended to fall into patterns of repetitive squeaks, or fell in fast, articulated 
glissandi. Cicadas were constantly heard, growing louder towards evening. The rustle of dry 
leaves and the wind in the trees and bamboo was also a constant feature of the soundscape, 
given the slightly windy weather conditions at the time. The wind also served to carry and 
filter sounds. This was most apparent with sounds from above (planes and helicopters) and 
sounds carried along the river. 

Due to the movement of many of the sounds, especially trucks, motorbikes, bicycles 
and airplanes, Doppler effects were common. The transport sounds would rise in pitch as 
they approached and lower in pitch as they moved into the distance. The effect of the trees 
has already been mentioned in relation to lowering the noise floor of the space and, in effect, 
amplifying the unfiltered sounds present. The variance of the sound sources and tree 
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placements made the sonic experience unique to each location. Also various surfaces 
reflected sound. In the performance area the Nepalese Pagoda’s walls helped reflect sounds 
away from its interior towards the river. The river itself acted as a vast surface off which 
sounds could be bounced and reflected, giving sounds from the opposite bank a surprising 
presence. 

During the performance of The Circular Ruins 1 the Brisbane Wheel was inactive 
and partially deconstructed: a literal circular ruin. This was an unexpected soundscape 
transformation and a last-minute recording of the wheel was made prior to its shutdown so 
that this might substitute for its usual contribution to the soundscape. This recording was 
played back through a large speaker from a hidden location next to the wheel at a volume 
that was estimated to match the wheel’s usual volume. 

Concept and Composition 

The location itself and the location of key sounds in the soundscape were responsible for 
forming much of the concept of The Circular Ruins 1. The location map provided to each 
listener showed the listener’s path as a thick red line mapped over both the space and an 
imposed human torso (see Figure 11 on page 55). Each performance location was also given 
the name of a body part: One head, Two throat, Three heart and Four mouth. It seemed 
reasonable to presume that a listener might infer that the mapped pathway was in some way 
a reference to a biological system, either a flow of blood or a nervous system, and that the 
listener’s movement through the space would be an activation of this system. The path 
indicated in the Rain Forest Green also suggests the blood flow through both chambers of an 
imagined heart. The reference to an imagined biology is a clear link to the Borges story when 
the dreamer finally succeeds in finding the right approach in bringing his dreamed man to 
life. 

He dreamt it as active, warm, secret, the size of a closed fist, of garnet colour in the 
penumbra of a human body as yet without face or sex; with minute love he dreamt it, 
for fourteen lucid nights. Each night he perceived it with greater clarity. He did not 
touch it, but limited himself to witnessing it, observing it, perhaps correcting it with 
his eyes. He perceived it, lived it, from many distances and many angles. On the 
fourteenth night he touched the pulmonary artery with his finger, and then the whole 
heart, inside and out. The examination satisfied him. Deliberately, he did not dream 
for a night; then he took the heart again, invoked the name of a planet, and set about 
to envision another of the principle organs. Within a year he reached the skeleton, 
the eyelids. The innumerable hair was perhaps the most difficult task. He dreamt a 
complete man, a youth, but this youth could not rise nor did he speak nor could he 
open his eyes. Night after night, the man dreamt him as asleep. (Borges, 1970, p. 75) 
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The path, while aligning with the poetics of Borges, still has the function of bringing the 
audience into close contact with each environmental sound. The suggestion of the torso and 
blood flow is imposed on the functional reason for the path’s existence. 

The musical events happened sequentially in The Circular Ruins 1 (see Table 2). 
Each piece, in its unique location, added to the previous one after various intervals of time. 
The pieces shared fragments of sound. A burst of notes in One prefigured a pitch 
arrangement in Two, fragments of Two echoed in Three, and Four brought a number of 
elements from all these pieces together. This sharing of material suggested the work was 
operating in some way as a whole and that connections between the pieces existed. That a 
listener might then listen for more connections (existent or not) sets up a process of potential 
narrative making: that somehow each piece is a paragraph in four-part story. 

Table 2. The timed layerings of The Circular Ruins 1. The coloured areas indicate 
activity. 

Each piece expanded the musical space from the solo cello to the trombones at the edge of 
the acoustic horizon. This occurred not only through the sequential layering of pieces, both 
as an audible accumulation and in adding to the memory of past events, but also in the 
expansion of the parts in each piece: One was a solo, Two was a duo, Three was a trio 
(although parts were tripled) and Four was a quartet. 

Guiding the internal structures of each piece in The Circular Ruins 1 were serial 
numerical values from one through to nine. The number nine was common to all of the 
pieces and contained the triple division of groups of three to setup a heartbeat-like rhythm 
that emerges in a pure form at the end of The Circular Ruins 1. Each group of three was 
multiplied by five, creating three groups of 15. This upscaling by a factor of five meant each 
group of 15 could then be expressed by a unique and different combination of the numbers 

5:00pm 5:06pm 5:12pm 5:21pm 5:28:30pm 5:30pm

One (The 
Brisbane Wheel)

High harmonics Silence Silence

Two (Bridge to 
Rainforest Green)

Fragments Bass Drum Pulse 
(Rainforest Green)

Silence

Three 
(Rainforest 
Green)

Silence Silence

Four (Nepalese 
Pagoda)

Silence Silence

Trombone Pulse 
(across the river and 
around South Bank)

Silence

Bees (Rainforest 
Walk)

Silence

Story (bushes 
and volunteer 
pockets)

Silence
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one through nine: 15 (4+5+6), 15 (7+8), 15 (1+2+3+9). The three groups of 15 could still be 
expressed as a regular subdivision of three groups of five, maintaining references to the 
heartbeat-like pulse (see Table 3). 

Table 3. Number divisions in The Circular Ruins 1 

This numerical base to the work gave me the possibility to organise the material into waves 
of shifting densities and intensities, often disrupted in some way, and also a means of 
establishing a regular pulse. This process was designed to give the music a very deliberate 
and calculated motion. A listener might then hear something in the musical process that was 
more than simply an imitation and regurgitation of environmental sound. There is an attempt 
on my part to create an audible plot, separate to and, in a sense, underscoring the processes 
of engagement with the soundscape. 

This numerical shaping processes was applied in different ways to each piece, in 
response to specific environmental sounds and locations, in a realisation of the main 
compositional concerns. The compositional rationale for each piece from The Circular Ruins 
1 is outlined below, with each piece addressed in the order in which it was encountered in 
performance. 

One 

One (The Circular Ruins) for solo amplified cello and drone (see Appendix A) was placed 
directly in front of the hidden speaker playing the recorded drone of The Wheel of Brisbane. 
The speaker itself was almost next to the partially dismantled wheel. The recording was 
detailed enough to enable the listener to hear the quieter squeaks of the wheel, as well as its 
drone, although close proximity to the recording was still required. 

I had always imagined that a string piece be placed under the Brisbane Wheel, due to 
the way the high squeaks of the carriages closely match the sound of a stringed instruments’ 

9, expressed as regular 
equal divisions with a 
heartbeat-like pulse

3 

.

3 



3 



Increasing values of 3 by 5 3 x 5 = 15 3 x 5 = 15 3 x 5 = 15

Each value of 15 expressed 
by the unique combination 
of the numbers 1-9

4 + 5 + 6 = 15 7 + 8 = 15 1 + 2 +3 + 9 = 15

Regular divisions of 15 in 3 
g r o u p s o f 5 w i t h a 
heartbeat-like pulse

5 + 5 + 5  



5 + 5 + 5 



5 + 5 + 5 
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natural and artificial harmonics, and also the way the varying colours of the droning D, that 
emanates from the wheel’s motor, sound very much like the shifts from sul ponticello to sul 
tasto on a cello. These aspects were incorporated into the plan of the piece, which has a 
continual movement of the bow up and down the strings, as well as across the strings, and 
has a layer of high harmonics that interrupt and comment on the continually coloured drone 
(see Musical Example 1). Other sounds related to the possible overtone structures of the 
dominant drone note (a D natural) were inserted (a G and a Bb) and also passages that 
prefigured the saxophone lines in Two were added. 

!  

Musical Example 1. The beginning of One for solo amplified cello and drone from 
The Circular Ruins 1 

The cello provided a sense of intimacy in the outdoor setting, which seemed appropriate 
given it was the first piece of The Circular Ruins 1. The instrument also brings immediately 
to mind ‘classical’ music culture regardless of the sounds coming, or about to come, from it. 
Both these elements conspired to draw the listener in towards the sound and began a process 
of listening out to the environment through the sounds of the instrument. 

To assist in the projection of the cello sound across the space, particularly towards 
the end of the performance where a layered effect was desired, the cello was amplified. This 
did not prove to be as successful as I had hoped. Of greater impact was the degree to which 
amplification helped the tone of the instrument match the drone of the Brisbane Wheel, 
which was itself being projected artificially from a speaker. The instrument’s capacity to 
create a multilayered effect relied more on the memory of the listener to form relationships 
between One and the successive events. The drone of the wheel, which usually projects 
across the entire space, would have served to spark these musical memories, although on the 
day of the performance the drone also did not have the projection it usual has, given it was 
being reproduced from a speaker hidden behind a sound-absorbing bush. 

One was made up of four different sections marked A, B, C and D. Each section 
could be played and repeated in any order according to the desires of the performer with 
each section being a variation on similar themes: a drone, high harmonics, and connecting 
material from other pieces. As the piece progressed its performer generated macro-structure 
became more evident as the repetitions of each section became clearer to the listener. There 
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were also freely measured pauses between each section that allowed environmental sounds 
to speak. Later in The Circular Ruins 1 these pauses also allowed other newly active 
instrumental sounds to be heard from afar. This free assembly of the parts also matched the 
way the Wheel of Brisbane functioned and sounded. It moved for certain periods and then 
stopped as passengers embarked or disembarked from its carriages. The drone was always 
similar but changed slightly depending on where you heard the sound. The carriage squeaks 
were always more chaotic in nature. 

Within the composed music the bow position was constantly moving in a 
preordained fashion as a layer of musical material that worked with and against other 
durational layers that sought to organise material into wave-like structures. Guiding all these 
layers was a gradual speeding up and slowing down, designed to emphasise the internal 
wave-like motions. 

One was associated with the number six. A cell of three values (each cell adding up 
to 15) was repeated (giving six separate values) and these numerical values were ordered in 
such a way as to create the desired wave-like increases and decreases in size. These cells 
were expressed in three different ways in three different layers, with each layer using a 
different set of three numbers (see Table 4 below). 

Table 4. Number layers organised in waves in One 

Added to this process was an increasing and decreasing value (a unique value between one 
and 15) that warped the waves and created various unexpected alignments across the layers. 
This became the basis for the structure of materials and the movement of the bow (see Table 
5). 

Table 5. Layers of numerical values repeated in waves of 6, with an added 
disrupting value in bold 

The coincidence of the three layers (or the moving towards coincidence) created something 
of the musical tension in the piece. While the listener may not have perceived this layering 

Layer 1 2     4    9 9     4     2

Layer 2 8     6    1 1     6     8

Layer 3 7     5     3 3     5     7

Layer 1 2 4 9 14 11 9 4 2 2 4 8 9 9 5 4 2 2 2 4 9

Layer 2 13 8 6 1 1 6 8 10 8 7 6 1 1 4 6 8 8 6 1 1

Layer 3 15 7 5 3 3 5 7 12 9 7 5 3 3 5 6 7 7 5 3 3
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directly, the deliberate layering of process was intended to mirror the processes occurring 
between the cello and the Wheel, so that layering processes happened at all levels of the 
piece (see Figure 15). 

!  
Figure 15. An example of the layering process in One, taken from my sketches 

Two 

Two (The Circular Ruins) for soprano saxophone and percussion (see Appendix A) was 
located in an area near a short bridge that led over a narrow stream into the Rainforest Green. 
This area provided a natural performance space and also brought listeners close to the sound 
of water as it flowed over the rocks underneath. A slowed down recorded sample of this 
flowing water sound became the source of much of the material for Two. 

The soprano saxophone has the capacity to be a very loud instrument so its use 
suited the outdoor space. In performance it created an audible layer across all the events that 
followed. The loudness of the saxophone is also related to the material it is asked to play and 
the manner in which it is played. In seeking a projected sound I was mostly interested in 
more traditional means of playing the instrument. While various quarter-tones, colour 
fingerings and multiphonics were used, the majority of them spoke clearly and projected 
well. The minority of sounds that did not project well created a more intimate aspect to the 
performance, given they could only be heard when heard close by, and served to poke holes 
in the musical fabric when Two was heard from a distance. These holes were important in 
letting other instrumental and environmental sounds speak and to initiate processes of 
reframing as the listener moved away from the local sound source. Conversely, they also 
invited the listener back to listen more closely. 

The pitch and micro rhythmic materials that made up the saxophone parts in Two 
were taken from an extremely slowed down recorded sample of the water sounds from under 
the bridge leading to the Rainforest Green. These sounds revealed various pitches and 
rhythms that were both present in the environment and were also likely a part of the Audacity 
algorithm used to slow down the sounds (see Musical Example 2 below). 
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!  

Musical Example 2. The transcription of slowed water sounds 

This transcribed pitch and rhythmical content was used in three ways: unaltered (see Musical 
Example 3), layered into chords (see Musical Example 4) and reorganised into a series of 
scales (see Musical Example 5 below). These three organisations of the sound corresponded 
to the three sections of the piece which each reflected different motions of water. The first 
section was flowing liquid water, the second section was water freezing and the third section 
was water moving under pressure as a gas. 

!  

Musical Example 3. A passage from the first section of Two for Soprano saxophone 
and percussion (liquid) 

!  

Musical Example 4. A passage from the second section of Two (ice) 
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!  

Musical Example 5. A passage from the third section of Two (gas) 

The percussion part of Two was written for a small portable setup of ceramic bowls, 
woodblocks, temple blocks and pedal bass drum. These instruments provided an austere 
ceremonial context for the saxophone part and also had a dynamic and pitch range that could 
project across the space. More importantly they echoed the sounds of the water flowing 
under the bridge nearby. When these water sounds were slowed down, again using Audacity, 
I deliberately avoided slowing the recorded sound too much so as to keep a more direct 
audible relationship to the live water sound. Various high pitches, pops and rapid percussive 
sequences emerged that sounded similar to the chosen instrumentation. To simplify this 
material further I also limited the transcribed rhythmic material to the loudest and most 
significant events in any one sample (see Figure 16). The pedal bass drum was added to 
prefigure the pulse element that occurs at the end of The Circular Ruins 1 (see Musical 
Example 6 below). 

!  

Figure 16. Audacity window showing only the top, loudest parts of the slowed sound 
file of recorded water sounds 
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!  

Musical Example 6. Bass drum near the end of Two in a pulse-like rhythm 

In the first section the percussion sounds were quite freely arranged against a very organised 
saxophone part and in the third section the percussion was very organised against a very free 
flowing saxophone part. The middle section explored other aspects of the percussion 
instrumentation that were less pointed and more sustained, giving a sense of being under 
water or within the sound. 

In Two I primarily used the numerical values of eight and nine to control the density 
of materials and to inform the three-part structure. In the smaller subdivisions I used all the 
numbers from one to nine in three groups (one group for each section) that each added up to 
15 (see Table 6). These arrangements gave me the tools to structure time differently in each 
section. 

Table 6. The structure of Two 

In the first section strict bar lengths bound the soprano saxophone material throughout. The 
numerical values of five, six and four were used to subdivide eight long durations of equal 
length. The percussion material aligned freely with the saxophone part creating its own 

3 minutes 4 minutes 2 minutes

quaver = 90 quaver = 120 quaver = 150

8 X 34 count cycles (272 total 

counts) with various shorter 

subdivisions and extended free 

cadenzas, water flowing 

Other subdivisions: 5,6,4 

Sax: Fractured, fast, complex, 

calcifying 

Perc: austere, ceremonial, 

structured, free cadenzas

8 x long to short groups with 

decreasing amounts of 

interrupting/intersecting material, 

water freezing, stasis point 
reached 

Other subdivision: 2,3,1,9 

Sax: multiphonics, wavering and 

long, to short and stable 

Perc: signals, quite muted 

sounds

8 x short to long groups that 

trail off at the end, water as a 

gas 

Other subdivisions: 7,8 

Sax: flowing, continuous, with 

various compressions, but 

speeding up at the end 

Perc: fractured, fast, more 

stuck, rolls, kick bass drum 

pulse
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independent durational structures. Into these structures composed cadenzas were inserted. At 
these points the percussion music moves in a freely flowing way while the saxophone never 
breaks from its beat related gestures setting up a problematic dialogue (see Musical Example 
7). These cadenzas grew in size as the section progressed exaggerating the lack of 
congruence and demanding a shift in musical strategy. 

!  

Musical Example 7. Percussion cadenza material against more strictly organised 
saxophone material from Two 

In the second section of Two the parts were more complimentary and combined to create a 
sense of time being slowed down. Pitches were layered on top of each other as multiphonics 
in the saxophone part and struck sounds are replaced by scraped sounds in the percussion 
part (see Musical Example 8). Here the numerical values of two, three, one and nine were 
used to subdivide eight diminishing sections in both parts. 

!  

Musical Example 8. Multiphonics and scraped sounds from Two 

In the third section the roles are reversed from the first section. A highly structured 
percussion part (again bound by divisions of bar lengths) creates points of departure for a 
very flowing saxophone part whose speed is indicated graphically (see Musical Example 9 
below). In the percussion part the numbers seven and eight are used to subdivided 8 sections 
of increasing length. 
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!  

Musical Example 9. Freely paced saxophone material against more strictly 
organised percussion material from Two 

One and Two were separated by less than fifty meters and could be heard together at certain 
times during these first six minutes of Two. The cello became a distant part of Two, as did the 
recorded sound of the Brisbane Wheel’s drone. Both pieces shared small snippets of 
material, linking them and creating musical as well as spatial relationships. Thus, over that 
initial six minute period of Two, the listening frame was designed to expand and be actively 
reconsidered. 

Three 

Three (The Circular Ruins) for three French Horns variously multiplied (see Appendix A) 
was located in the Rainforest Green. Lights, that rimmed the edge of the space, shone into 
the Green creating an outer rim of darkened bushes and trees, encircling the listeners in this 
natural chamber. An unused wooden platform or stage at the bottom of the green near the 
river, gave a sense that the space was a natural amphitheatre. 

Three was written for the horn students of the Queensland Conservatorium. Brass 
instruments project well and have been used in outdoor ceremonies and concerts for 
centuries. The use of post-horns to play distinctive calls when delivering mail in regional 
parts of Europe in the 17th and 18th centuries has been well documented (Young, 2005). The 
postal symbols of Germany and Sweden are still post-horns. I sought to maintain something 
of this character of the call in Three not only to reference this past outdoor music but to 
match the chatter of the birds who frequently call and squabble audibly for territories in the 
surrounding trees. The calls, or small fanfares, were taken from the previously heard 
saxophone material found in Two (see Musical Example 10 below). 

!  70

Chapter 4: The Circular Ruins



!  

Musical Example 10. Horn call fragment from Three referencing saxophone material 
from Two 

The environmental sounds the horns referenced in the rest of their music included a 
helicopter (see Musical Example 11), the reverse warning sounds of service vehicles (see 
Musical Example 12 and 13), and two different calls from minor birds: one a repetitive high 
squeak (see Musical Example 14 below) and the other a more microtonal movement of 
sound (see Musical Example 15 below). The pace and pitch of the reverse lights became a 
founding structure, with each of the three parts (variously multiplied) being played at the 
tempo of one of these reverse lights. Click tracks were used to preserve these tempo 
relationships. 

!  

Musical Example 11. Horn material imitative of helicopter sounds in Three  

!  

Musical Example 12. Occurrences of the reverse warning pulse on concert D and C 
in Three (Horn in F) 

 
Musical Example 13. Occurrences of the reverse warning pulse on concert D and E 

flat in Three (Horn in F) 
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!  
Musical Example 14. Horn material imitative of Minor birds in Three 

!  

Musical Example 15. Other Horn material imitative of Minor birds in Three 

Sadly the service vehicles were largely inactive during the performance but it was possible to 
hear the relationship between the birds and the imitative horns high squeaks at various times 
during the performance. 

Nine horn players were placed around the edge of the rainforest green in different 
locations under the pre-existent lights. Each played one of the three composed parts. This 
arrangement of parts allowed a listener to move through the space and create their own 
coordination of the music, depending on their proximity to the individual performers. As the 
listener moved a glitch-like reframing occurred: new surprising alignments arose and sound 
colours shifted as the environment and distance filtered them. Also, as the listener moved, 
Two could be heard at different volumes and functioned as a distant element of Three. 

The three horn parts were loosely coordinated by click tracks played back over 
iPhones. These iPhones were not networked so only a loose co-ordination was achieved. The 
cue to start the click track was given by a conducted cue from one of the horn players. The 
co-ordination was intended to be loose. What was required was that each part be played at 
the correct speed, rather than being absolutely together. This reflected the way the reverse 
warning sounds of the South Bank vehicles operated: always the same tempo and pitch but 
not necessarily sounding together. 

Three was made of three nearly identical parts each played at a different speed: 
quaver equals 72, quaver equals 80 and quaver equals 90. Time was to be perceived as 
moving at different rates. However, in each part the pulse of the quoted reverse warning 
lights needed to remain constant. Thus whenever these reverse light pulses were quoted in 
each of the three variously paced parts the rhythm had to be adjusted to match the actual 
speed of the South Bank vehicles (see Musical Examples 16, 17 and 18 below). This created 
a strange sense of regularised time during Three that worked against the diverging time 
scales of each part.  
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!  

Musical Example 16. Pulse at quaver equals 80 (bar 36-38) from Three 

!  

Musical Example 17. Pulse at quaver equals 72 (bar 35-38) from Three 

!  

Musical Example 18. Pulse at quaver equals 90 (bar 35-38) from Three 

Three was organised using the numerical values of four, seven and nine. Each of these values 
reflected the approximate tempi of the reverse warning sounds of the South Bank service 
vehicles and became the approximate tempo for each of the three parts. The tempos of 
quaver equals 40, 70, and 90 were slightly adjusted so that simple ratios could be maintained 
between the parts and so that materials could drift apart more subtly. The tempos thus 
became, respectively, quaver equals 80 (a doubling of the 40 value), quaver equals 72 and 
quaver equals 90.  

The sequence of four, seven and nine was extended adding values of four, seven and 
nine together: 4+7=11, 4+9=13, 7+9=16, 4+7+9=20. These sequences became bar lengths 
and were organised in cycles containing wave like durational progressions that gradually 
diminished and settled into a regular unit (a 3/4 bar). Within each bar were a designated 
number of events that also followed the sequence in a surging linear way, always increasing 
in number and restarting (see Table 7 below). All the parts converged at the end of Three in a 
regular pulse, negating the previous layering and setting up the trombone pulse that was to 
occur later on. 
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Table 7. Numerical structure of Three. Bar lengths in bold with note densities in 
brackets 

Bees, Rain Bank and Text 

While not a composed piece of instrumental music the next element encountered, as listeners 
made their way to the Nepalese Pagoda after moving on from Three, was the sound of 
buzzing bees coming from a hidden source in the Rainforest Walk. This area is comprised of 
various elevated paths through tall overhanging trees and low-lying bushes. A waterway runs 
underneath the walkways. It is a naturally shaded or darkened location with low lighting that 
carries with it a sense of mystery. The mechanical hub of the Rain Bank, which is accessed 
via the Rainforest Walk, is constantly active and lit and became in my mind a hidden energy 
centre for the entire work. This Rain Bank keeps the water flowing throughout South Bank, 
hydrating the land and attracting birds and animals. The course and function of these 
waterways are something of a mirror to the conceptual nature of the pathways I was asking 
the listener to follow. Various sketches and schematic diagrams that outlined structural 
details of The Circular Ruins 1 were stuck next to the door of the Rain Bank and the Borges 
collection of stories Labyrinths, which contains the story The Circular Ruins, was left on a 
bench nearby. 

The electronic bee piece, heard from a speaker hidden in a bush near intersecting 
pathways in the Rainforest Walk, was composed predominantly of loops of sampled bee 
sounds with the added sounds of the hum of the Rain Bank’s pumps and a reading of the 
Borges text The Circular Ruins. The idea was that the natural hum of bees and the artificial 
hum of the pumps might be seen as aesthetically equivalent. Both convey a sense of industry 

Cycle 1 4(4),7(7),9(9),7(11),9(13),11(13?),9(20),11(4),13(7),11(9),13(11),16(13),13(16), 

16(20),20(4)16(7),13(9),16(11),13(13),11(16),13(20),11(4),9(7),11(9),9(11),7(13), 

9(16),7(0)

Cycle 2 4(4),7(7),9(9),7(11),9(13),11(13?),9(20),11(4),13(7),11(9),13(11),16(13),13(16), 

11(20),13(4),11(7),9(9),11(11),9(13),7(16),9(20),7(0)

Cycle 3 4(7),7(9),9(11),7(13),9(16),11(20),9(4),11(7),13(9),11(11),9(13),11(16),9(20),7(4), 

9(7),7(9)

Cycle 4 4(11),7(13),9(16),7(20),9(4),11(7),9(9),7(11),9(13),7(16)

Cycle 5 4(20),7(4),9(7),7(11)

Cycle 6 9(11?),7(9?),9(16),7(20),9(4),7(7),9(9)

Cycle 7 9(11),9(13),9(16),9(20) and so on expressed as ¾ bars until the end
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and an untiring collective energy. The added text was designed to inflect the bee sound, as if 
the buzzing sound was gradually finding a collective voice. 

The number one was associated with the electronic bees soundtrack in the sense that 
this artificial sound was a singularity or a potential anomaly. This highly personal element 
was never explained to the listener in the programme notes, other than to suggest it was a 
memory component. I was asking the listener to consider how these sounds might relate to 
their own memories and to consider what these remembered bees might be on the verge of 
saying about natural and industrial sounds. 

Four 

Four (The Circular Ruins) for four percussionists (see Appendix A) was located at the arrival 
point, at the cessation of the mapped pathways, in front of the Nepalese Pagoda. It was at 
this point that the soundscape opened out and the hum of traffic and city noise was heard. 
The intimacy and delicacy of sounds previously encountered was lost. The acoustic space 
was emphasised as much as the sounds occurring within it. The river provided a sonically 
reflective surface giving the distant city sounds on the opposite bank a particular and 
intermittent clarity. The pagoda’s presence inflected everything with an aura of the sacred, 
appropriate to the Borges story. 

The man’s victory and peace were dimmed by weariness. At dawn and at twilight, he 
would prostrate himself before the stone figure, imagining perhaps that his unreal 
child was practising the same rites, in other circular ruins, downstream; at night, he 
would not dream, or would dream only as all men do. He perceived the sounds and 
forms of the universe with a certain colourlessness: his absent son was being 
nurtured with these diminutions of his soul. His life’s purpose was complete; the 
man persisted in a kind of ecstasy. After a time, which some narrators of his story 
prefer to compute in years and others in lustra, he was awakened one midnight by 
two boatmen; he could not see their faces, but they told him of a magic man in a 
temple of the North who could walk upon fire and not be burned. (Borges, 1970, pp. 
76-77) 

Four was written for the ensemble Ba Da Boom, a resident group at the Queensland 
Conservatorium directed by Vanessa Tomlinson. The instruments were grouped as metal 
instruments (Metal Pipe, Triangle, Crotales, Tubular Bells, Brake Drum), wooden 
instruments (Temple Block, Wood Blocks, Xylophone), ‘bowed-with-the-hair-of-a-violin-
bow’ instruments (Crotales, Vibraphone), and skin instruments (Field Drum). The elemental 
nature was a reference to the raw materials that can be found in the surrounding performance 
space: a more abstract sounding of the environment. 

Four brought all the previous material together in some way, around a solo field 
drum. By the time Four began Three was reaching a point where only a regular pulse was 
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being played, Two was broken down into a series of bursts ending in saxophone scales, and 
One was reduced to playing just high harmonics and a final variation chosen by the 
performer. Two and Three were audible from Four’s location and One required a listener to 
be much closer to the cello. The entire area around Four was now musically active. 

Four was associated with the numbers two, three, five and nine. Percussion 1 used 
five instruments and set up a field of repeating sounds and pitches based on these numbers in 
a very free way (see Musical Example 19). Percussion 2 used three instruments and layered 
pulsed material for wood blocks, temple blocks and xylophone over each other into tempo 
ratios of 5:3:2 reflecting the tempo ratios of the South Bank service vehicles reverse warning 
lights as heard in Three (see Musical Example 20). Percussion 3 utilised two instruments 
very freely without internal subdivisions (see Musical Example 21 below), and Percussion 4 
employed nine different gestures on the field drum (see Musical Example 22 below). There 
are no further numerical links in the musical material itself. Rather Four repeated gestures 
and materials from One, Two, and Three quite freely. 

!  

Musical Example 19. Fragments of material broken up across various instruments in 
the Percussion 1 part from Four 

!  

Musical Example 20. Layered pulses in the Percussion 2 part form Four 
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!  

Musical Example 21. Percussion 3 part from Four centring on notes around D 

!  

Musical Example 22. Percussion 4 gestures from Four 

The instruments were not required to project across the performance space as they were at 
the listener’s final arrival point. There was, however, space composed into the music to allow 
some of the other music, still occurring, to be heard. Gaps were inserted in the parts and 
were timed to occur when bursts of fragmented material from Two were being played. These 
alignments inferred that there was a plan being executed and that some kind of conceptual 
frame was still in operation. Nearer the end the gaps were abolished as all parts layered on 
top of each other in a final crescendo of sound. Four was collectively layered as shown in 
Table 8 below.  
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Table 8. Layering of percussion parts in Four. The coloured areas indicate activity. 

In Four Percussion 1 played a cluster of notes around the Brisbane Wheel’s droning D and a 
pitch series taken from both Two and Three. These materials were layered with reference to 
previous rhythmical structures in a series of metallic rolls and strikes. The brake drums and 
metal pipes were a reference to general construction noise, much of which could be heard in 
the specific location and from across the river in the central business district. The tubular 
bells referenced the bells of the distant town hall and various churches in the city. These bells 
are very difficult to hear so the reference is not direct but rather implied. Bells are common 
in many cityscapes and could be argued to be one of the few sound marks that western 
culture has hung onto.  

Percussion 2 gave Four a more overt ceremonial character referencing the 
percussion instrumentation of Two. The temple blocks, wood block and xylophone played 
the pulse of the reverse lights of the South Bank service vehicles. The pitches of these 
vehicles were not reproduced in the xylophone part but rather the pitches surrounding the 
droning D natural of the Brisbane Wheel were emphasised. The pulses (still reasonably true 
to the tempo of the original source) were layered on top of each other creating a complex 
amalgam. 

Time Percussion 1 Percussion  2 Percussion 3 Percussion 4

5:21 Tubular Bells

5:21:16 Play (Two fragment) Play Play freely

5:22 Play Play freely Burst 1

5:22:24 Play (Two fragment) Play Play freely

5:23 Play freely Burst 2

5:24 Tubular Bells Play freely

5:24:16 Play (2x Two fragments) Play Play freely

5:25 Tubular Bells Play Play freely (One, cello 
harmonics only)

Burst 3

5:26 Play Play Play freely

5:26:30 Play (3x Two fragments) Play Play freely (One single 
variation)

Burst 4

5:27:30 Play Play Move to Percussion 1 Burst 5

5:27:45 Play, Percussion 3 joins Play Burst 6

5:28:15 Play Play Burst 7

5:28:30 STOP STOP STOP STOP
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Percussion 3 played only bowed vibraphone and crotales in various octaves in an 
effort to link to the harmonics being played on the distant cello. This link proved not to be 
successful as the cello, despite its amplification, was mostly inaudible. However, the 
percussion 3 part still proved to be valuable in that it continued to subtly emphasise the notes 
around the Wheel of Brisbane’s D natural. Near the end of Four these bowed sounds ceased, 
as other instruments emphasised the D, and the performer moved to Percussion 1 to add 
more layers to the metallic percussion part. 

Percussion 4 was a Field Drum solo. Nine fragments of material were drawn from 
the previously heard music and played in a very free, semi-improvised way. The part was 
broken into seven bursts, with each burst becoming increasingly layered with other the 
percussion parts. 

Unlike the French horn, saxophone and cello the percussion instruments used 
referred much less to the sense that Western classical music culture was embodied in the 
instrument. Some of the instruments were found objects (brake drums and metal tubes) that 
might well have been taken directly from the environment. The transfer of cultural value, 
through instrumental interaction with environmental sound, was still occurring but not so 
much through the instruments themselves. Musical processes were still operating and 
environmental sounds were referenced (distant bells and construction noise) but there was a 
sense that the environment itself had become an instrument to play upon. Alongside this 
process instrumental material from One, Two and Three was being referenced. The inference 
was thus made that the listener could reconsider the previous music as now another 
environmental sound on par with all other environmental sounds. Four thus became another 
step towards denying any previous musical content its subjective value and asked the listener 
to consider the objective world itself as the ultimate frame of reference. 

Trombones 

At exactly 5:28pm and 30 seconds the trombones began playing heartbeat-like pulses from 
across the river and around South Bank at distances, from the listeners at the Pagoda, of up 
to 340m away. They were accompanied by the percussionist from Two playing bass drum in 
the middle of the Rainforest Green. All other music stopped abruptly at this point. The bells 
of the trombones were all pointed toward the Nepalese Temple and most had a clear line of 
sight to the location (the Conservatorium and locations nearer the Rainforest Walk had trees 
obscuring the view). The trombones played mostly D naturals, with various micro-tonal and 
semi-tonal inflections, centring around the D natural drone of the Wheel of Brisbane. The 
pulse was a simple arrangement of two crotchets and a rest in 3/4 time. This heartbeat-like 
pulse occurred at the point in The Circular Ruins 1 where the musical content of One, Two, 
Three, and Four had exhausted their purposes in terms of connecting the listener to the 
sounds and space around them. Any previous reference to a hidden narrative in the minutiae 
of the composed music was abolished and the pulse became part of the environment itself: 
an objectified layer in the soundscape. The hearing out process had reached its apogee. 
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The trombone has been frequently used in classical orchestral music as an off-stage 
instrument: Berlioz’s Requiem (Berlioz, 2006 ), Mahler’s Symphony No. 8 (Mahler, 1989), 
Respighi’s Pines of Rome (Respighi, 1969) and Bernd Alois Zimmerman’s “Ich wandte mich 
und sah an alles Unrecht, das geschah unter der Sonne” (Zimmermann, 2000) are four such 
examples that I have personally experienced. This reference was intended to carry through to 
The Circular Ruins 1. The central outdoor space and its sounds, ringed by trombones, were 
lent, by this inference, the cultural value we might associate with the sounds we’d hear upon 
a stage. The sacred ceremonial framing of the work by the Nepalese Pagoda was superseded 
and the everyday world became a crucible of implied cultural activity. 

The heartbeat-like pulse was coordinated across the outdoor space as a singular 
event, lasting for a minute and a half. The power of this coordinated pulse, which arrived at 
the Nepalese Pagoda at exactly the same point in time from all directions, was, arguably, the 
highlight of the piece. This coordination was achieved through an iPhone app called Emerald 
Time that triangulated its time keeping with nearby cell phone towers. This triangulation 
ensured that all performers tasked with playing the pulse, and equipped with an individual 
iPhone, shared a clock that was ticking at almost exactly the same time. The tick of the 
seconds can be made audible in Emerald Time, which meant that the app functioned like a 
networked audible metronome.  

With iPhone coordination solved the next task was to calculate how trombones at 
different distances could make their sounds arrive together. Using distance calculators online 
I could determine with some accuracy the distances trombones could be placed from the 
Nepalese Pagoda. Using the approximate speed of sound (340m/s) I calculated to what 
degree a player needed to anticipate the Emerald Time beat for their sound to arrive at the 
Pagoda at the same time. For simplicity and accuracy I thus placed musicians at distances 
from the Pagoda that required only simple subdivisions of the one second pulse provided by 
the Emerald Time app. A trombonist 340m away from the Pagoda needed to play one second 
early and a trombonist 170m away needed to play half a second early (or on the off beats). 
Other trombonists were placed at 113m and 226m away, requiring them to subdivide the 
Emerald Time beat into 3, and play, respectively, a triplet earlier or two triplets earlier. 
Despite the small variations in time displayed on the iPhones and the flexible nature of the 
speed of sound (given environmental conditions) this process was very successful and the 
trombones were perceived as a clear single layer of sound. 

Ending 

Once the pulse stopped the listeners kept listening. Was there more? Had the pulse actually 
stopped? The listener’s ears were focused outwards across the river and across the South 
Bank boulevards to where the pulsed sound was coming from. Listeners were now listening 
reflectively to the space and all the sounds in it: the world. This included the roar of city 
traffic, the gentle wind in the trees, bicycles and other people, the sound of the river and the 
boats upon it. The silence that strikes the listener in this context is to be understood in a 
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Cagean sense. What is heard is anything but silent. The silence is both the cessation of 
deliberately made sound, or a performative silence, and the silence of the receptive listener, 
who has suspended all expectation. It is the moment we are in the world in the most 
profoundly objective way, receiving information in its rawest format. Everything is 
immanent and yet to be formed. There is no distinction between the listener and the world. 
This is what I call the phenomenon of the objective. The duration of this moment seems 
typically brief. Human beings seem to need to think and assert their subjective values. This 
results in either approval (clapping) or disapproval (booing, leaving). 

The visual aspect of listening out cannot be ignored. As much as the ears were 
hearing the soundscape the eyes were also scanning it, locating the musicians on the opposite 
bank of the river or locating them along the boulevards. The silence, or suspension of 
expectation, or the phenomenon of the objective, gave the world a timeless visual motion. 
The actions of the everyday were free of their assumed functionalities. This was not a 
transcendent experience but an embrace of the real or the actual. Simulated sound and 
motion loses, for a moment, its simulating purpose. Here we also find a distinction between 
the silence at the end of a piece of music in the concert hall and the silence at the end of a 
piece of music outdoors. Both can suspend expectation in a wonderful way but only outdoors 
does the world (both sonic and visual) become the territory of immanent life. The objective 
experience is reinforced. We do not look in, we look out. What is in us, is out there. 

He dreamt of it as a living, tremulous thing: it was not an atrocious mongrel of tiger 
and horse, but both these vehement creatures at once and also a bull, a rose, a 
tempest. This multiple god revealed to him that its earthly name was Fire, that in the 
circular temple (and in others of its kind) people had rendered it sacrifices and cult 
and that it would magically give life to the sleeping phantom, in such a way that all 
creatures except Fire itself and the dreamer would believe him to be a man of flesh 
and blood. (Borges, 1970, p. 75) 

Reflections on The Circular Ruins 1 

While there were many moments in The Circular Ruins 1 that were strong, and positively 
reflected the work’s design and intentions, I felt that a number of elements needed 
reconsidering and also that some new elements needed to be included. These concerns 
emerged after the performance and became powerful factors in shaping the next work, The 
Circular Ruins 2. 

The most pressing concern was the need to provide some kind of shelter to the 
musicians in case of rain. While the horns could endure in such conditions the cello, soprano 
saxophone and percussion could not. Any shelter provided needed to avoid compromising 
the essential nature of the outdoor experience and should in some way reinforce the concept 
of the work, rather than being a necessary and purely practical inclusion. In returning to 
reframing and narratives that intersected concepts around dreaming I sought solutions in the 
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work of Gaston Bachelard, in particular The Poetics of Space (Bachelard, 1969) in which he 
references the home as a powerful dream space. 

…the house is one of the greatest powers of integration for the thoughts, memories 
and dreams of mankind. The binding principle in this integration is the daydream. 
Past, present and future give the house different dynamisms, which often interfere, at 
times opposing, at others, stimulating one another. In the life of man, the house 
thrusts aside contingencies, its councils of continuity are unceasing. Without it, man 
would be a dispersed being. It maintains him through the storms of the heavens and 
through those of life. It is body and soul. (Bachelard, 1969, pp. 6-7) 

This text became the basis for how I imagine shelter in The Circular Ruins 2. 

During the performance a number of musical elements did not quite have the impact 
I had hoped for. The amplified cello was too soft to add its sounds to Four at the very end of 
the work. The numerical basis for controlling the flow and motion of each composition 
seemed a lost element in the disrupting nature of the soundscape and the vivid visual 
performance context South Bank provides. As paper scores were used these tended to blow 
around and disrupt the performances to a small degree. Only one rehearsal on the day of the 
performance was allowed by site management which meant that mostly practical concerns 
dominated the outdoor rehearsal time. While much was done in rehearsals leading up to the 
performance I would have liked to have spent much more time adapting the work more 
sensitively to the space.  

When creating The Circular Ruins 1 I had imagined listeners behaving in a very free 
way. I had assumed that the sequential but overlapping nature of the pieces would mean that 
as the event evolved the listeners would explore and revisit elements at their leisure and not 
feel bound by the timings of pieces. The opposite situation emerged in which listeners 
grouped together and moved rather strictly from one piece to the next. At the time I assumed 
this was largely due to the sequential design of the event and the single pathway indicated on 
the map. On later reflection I also felt that the listener’s reaction to the work as a group was a 
very natural reaction to the unfamiliarity of the situation and the various ‘threats’ that the 
outdoor space posed: the crisis of separation Rancière mentions when the familiarity of the 
stage is removed (Rancière, 2011). How was a listener to decided how to listen and move? 
Did the listener feel comfortable to explore when a large group of people chose not to? Was 
the listener empowered to act freely?  
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Chapter 5: The Circular Ruins 2 

The Circular Ruins 2 was created with the support of Griffith University, Camerata of St 
Johns, Corinda State School and the QLD Government Department of Housing and Public 
Works and was comprised of 3 performances on December 2nd, 5th and 6th 2015 at 5:30pm in 
Oxley Creek Common, Oxley, Brisbane. It had a total duration of 1 hour and included 4 
composed pieces placed in particular locations and occurring at specific times, often being 
played simultaneously (see Figure 17). 

Passage 1 for solo Bb Clarinet – Canoe Pontoon (5:30pm, 5:45pm, 6:00pm, 
6:15pm) 

Passage 2 for solo Bb/F Trombone - Pasture (5:30pm, 5:45pm, 6:00pm, 6:15pm) 

Passage 3 for solo Eb Alto Saxophone – The Mound (5:30pm, 5:50pm to the end) 

Passage 4 for solo Percussion – The Red Shed (5:30pm, 5:50pm, 6:10pm) 

!  

Figure 17. Map for The Circular Ruins 2 taken from the programme notes (see 
Appendix B) 

Passage 1, 2, and 3 were played simultaneously in red pop-up gazebos that were adorned 
with coloured flags. Passage 4 was placed under the Red Shed’s roof and a string of flags 
were hung freely from a nearby rafter. A large rotating metal cone, secured on a wooden 
frame, was placed in the gazebo used for the performance of Passage 2. The cone was used 
by the solo trombonist to direct his sound across the space. 
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Volunteer saxophonists and clarinettists (from Corinda State School and elsewhere) 
wandered throughout the space and played simple fragments of musical material that 
originated from the solo instrumental works for their respective instruments. They began in 
the centre of the large open area, bounded by the solo instruments, and moved outward 
towards the canoe pontoon, gate and BBQ shelter before returning periodically to the centre 
again. 

A volunteer percussion group played a simplified quartet version of the solo 
percussion piece near a rattling gate. The instrumentation was relatively free and was 
designed so that the performers could use objects found in the space to make sound. 

A leaf blower was activated at specific times throughout the performance, and was 
located near the circular car parking area, the sound of bees was played from a hidden 
speaker in the Red Shed, marked on the map as a ‘memory component’, and books by 
Borges containing the story of The Circular Ruins were placed in the BBQ Shelter and also 
near Passage 4 in the Red Shed. 

Trombone volunteers were placed in a fixed row either side of the solo trombone 
directly in front of the fence bordering on the pasture behind and functioned in the manner of 
an accompanying ensemble. They played a heartbeat-like pulse at the end of the piece and 
then used megaphones to imitate butcherbird calls. 

Video of each individual solo piece (Passage 1, 2, 3 and 4) can be found in the 
digital book. Each piece can only be viewed individually although the interactive page places 
the sound of these pieces in context with environmental sounds found in the performance 
space. 

Location 

The top end of Oxley Creek Common (near Sherwood Road) is a semi-rural space that sits 
beside Oxley Creek. It has large open grassed areas, a small dog park, various fenced 
paddocks, a barbeque area, a communal shed space (including drinking fountains and 
toilets), various concrete and gravel pathways both obvious and hidden, a canoe pontoon and 
many trees along the creek at its western borders. Houses and industrial buildings are hidden 
at the western edge of the space or are at a significant distance on the eastern side. A long 
walk extends southward from this location, through a wire gate, toward Corinda State School 
and Archerfield airport. A train line also runs along the Western side of the space, although it 
is at some distance from the creek. 

Despite its semi-rural nature it is only 8km from the centre of Brisbane and 3.5km 
from my home in Moorooka. It is easy to locate next to the Rocklea markets and has ample 
parking, well-maintained pathways and basic amenities. As it sits on a flood plain (there are 
decorated totem poles at the front of the common indicating the flood level from the 1974 
Brisbane flood) the space is not significantly developed and this has allowed a teeming 
birdlife to evolve in the treed areas along the creek (See Figures 18, 19, 20 and 21 below). It 
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is a significant site for bird watchers who have identified over 185 different species in and 
around the common. The space is shared by Corinda State High School, who use its fenced 
fields for various farming projects. Cows moved around the various paddocks, which are 
largely overgrown with weeds and grasses. The pathways, which border the paddocks to the 
south, are popular with local runners and dog walkers. 

!  

Figure 18. Area near the Red Shed at Oxley Creek Common 

!  

Figure 19. Area looking from the Red Shed towards The Mound and pasture 
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Figure 20. A gate with various plastic ties and loose wires found at Oxley Creek 
Common 

!  

Figure 21. Area around the Canoe Pontoon looking toward Oxley Creek at Oxley 
Creek Common 

My wife suggested I use the space for a project after hearing much about it online and 
through friends. I promptly visited the site and was convinced immediately that this was 
where my next project should be. 

When I first visited Oxley Creek Common I was struck by a sense of the tragic. The 
poles indicating flood heights and displayed snippets of historical information led me to 
wonder about other secret histories and tales that might have been lost or submerged over 
time. I became curious about what resonances the people who lived these stories might have 
left behind and I dreamed of a ritual action that might be able to magically recombine these 
lost resonances and perhaps bring about a miraculous new life. I wanted to detect the 
powerful human emotions that might be imprinted in the sounds of the landscape, lurking as 
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much in bird song and crickets as in the planes and trains the have come to underscore 
modern life. (from the programme notes for The Circular Ruins 2) 

At 5:30pm birds were roosting. While territorial songs are much more prevalent in 
the morning at sunrise there was still significant bird activity. Insect and frog noise were very 
strong and growing in intensity at this time and traffic was reasonably constant in the near 
distance. 5:30pm also gave listeners enough time to journey from work in the city or for 
locals to come down after work and explore the space before dinner. There was enough light 
left to navigate the pathways without fear of falling or tripping. The twilight also lent the 
space a natural magical quality. 

Soundscape 

The soundscape of Oxley Creek Common is predominantly made up of sounds not made by 
humans. These natural sounds originate from a great variety of birds, insects, frogs and the 
wind brushing through the trees (see Table 9). 

Table 9. Sounds collected from Oxley Creek Common  

The birds dominated along the track that runs near the creek and in surveying the space I 
recorded many different varieties. These songs included short repeated notes, loud sustained 
squawks, brief melodic patterns, pure high peeps and fast warbles. These often occurred in 
isolated bursts from a single bird or in call and response patterns between two or more birds. 

Keynote sounds Planes overhead, propeller planes taking off from and landing at nearby 
Archerfield airport, nearby trains speeding up and slowing down, traffic 

along Sherwood Road, tires bumping over a nearby bridge, a huge variety 
of bird calls, a council leaf-blower, a council mulcher, distant bangs and 
whirs of local industry, a nearby school announcement system (Corinda 

State School), footsteps along gravel paths, the sound of a wire gate 
banging, insect noise, frog noise, bikes, dogs

Signals Distant car and train horns or truck reverse warnings from the nearby 

market

Sound Marks Constant bird calls, planes and trains 

Archetypal Sounds Wind in the trees and grasses (various varieties of rustle given leaf 
shape), creek murmur, thunder, rain and hail

Experiences and Sonic Effects Hard reflective surfaces (the red shed) and soft absorbing surfaces (trees 
and grasses), open shared sonic spaces without any barriers bordered by 
muffling trees or limited by distance, sonic spaces dampened by trees 

along pathways near the creek, the loudness of the creek area near or on 
the canoe pontoon as sounds project across or along the creek, the sound 

of different times of day (towards 5pm birds roosting, traffic increase, 
human noise increase as people exercise or walk dogs, including more 
banging of the gate which gives access to pathways)
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The insects and frogs made sounds that were more repetitive in nature. Often a short 
pattern was sustained over a long period of time and used only two or three pitches. These 
patterns alternated subtly and overlapped in a variety of similar but differing tempi. Loud 
drones from other massed insects also underscored these calls. 

The wind blowing through the space varied constantly in intensity. There were also a 
great variety of trees and the leaf and branch structure affected the sound of the wind passing 
through them. Some trees with narrows spindly leaves hissed higher while others with thick 
full leaves rustled at a lower frequency. During a rehearsal on November 29th a large storm 
swept through the common and the sound of wind, thunder, rain and hail on the roof of the 
Red Shed was overwhelming. The volume and intensity of the sound was terrifying and 
humbling. We were fortunate that no storms occurred during the performances. 

Human made sounds were generally less present in the space. Traffic noise, during 
peak periods, threatened to assert itself and the regularity of planes landing at Brisbane 
airport and trains’ passing by became apparent, but mostly the propeller-based planes from 
nearby Archerfield airport, distant industrial bangs, Corinda State School announcements 
and park maintenance noises were random and sparse sonic events. Noise made by people in 
the space was generally hushed, originating from quiet conversation, calling dogs to heal and 
the sounds of their movements: footsteps and opening and closing gates. At the performance 
on December 5th a community meeting was being held in the barbeque area so the sound of 
people in the space was significantly elevated. 

The sonic effects heard in the open spaces of Oxley Creek Common were largely 
wind based and similar to the way the wind carried and filtered sounds in The Circular Ruins 
1, with plane sounds being disrupted and other land-based sounds being carried across some 
distance. Nearer the creek the sounds projected and bounced off the creeks largely flat 
reflective surface. Bird song was more intense here as well so the overall effect of the loud 
resonating creek space was mutually reinforced. The Red Shed’s wooden walls, concrete 
slab and tin roof all worked to provided resonating chambers around the building. This space 
was still quite open so sounds from the environment were never adversely filtered by the 
architecture if the origin of the sound could be seen. 

Concept and Composition 

At Oxley Creek Common the natural sounds dominate. This was somewhat the inverse of the 
South Bank soundscape and presented new compositional and conceptual challenges if my 
principles were to be adhered to. Rather than the presence of compelling hierarchies of 
manufactured beauty, found in a city space, that direct attention away from the noisy human 
soundscape, the natural environment suggests a different form of sonic ignorance. Human 
made sound or noise is again shunned in favour of what is considered natural: the ever-
present bird song, frog calls, insect noise, the rustle of the trees and the quiet stillness of the 
creek. In this environment the human noise of traffic, transport and industry is seen as 
intrusive and thus to large extent ignored. In my project I am trying to convince the listener 
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that this human noise is also very natural, in the sense that humans are natural presences in 
the space. The noises we make identify, in a very modern way, who we are. I felt compelled 
to pose the question: how do the creatures in the natural environment perceive modern 
humanity? What do they think we sound like? Is their perception of human song a revving 
car or a leaf blower? The sounds humans bring to natural spaces are often these sounds. 
Human music making, or singing, in nature it seems is not a common occurrence. By placing 
The Circular Ruins 2 in the semi-rural location of Oxley Creek Common I was asking the 
listener to address their sonic relationship with the space. 

The sense of tragedy I felt when entering the space became a guiding narrative in 
conceiving The Circular Ruins 2 and became the basis for establishing the subjective ground 
of the work. The sense of loss (or lack) of a vital active sonic human cultural presence made 
me question the relationship between our modern culture and our natural environment. 
Human sounds currently exist in the space, alongside the natural, but are distant, 
underplayed, and even apologetic. Making noise in this place seems intrusive, as if nature 
should be free of man-made intervention. Nature has become a Baudrillardian simulacra in 
the sense that the idea of nature (a quiet place free of modern man) precedes its apprehension 
or its reality. This bipolar relationship with the world of work and nature disturbs me and I 
feel a deep need to be truly present and whole when confronted by the outward wonder of 
the natural environment. I feel I need to acknowledge my noisiness: the car that brought me 
there, the factory that made my clothes and shoes, the abattoir that provided me food. These 
sounds and processes I feel I should carry with me in some way. The Circular Ruins 2 
emphasised the man-made sounds of Oxley Creek Common and, using them in combination 
with the natural sounds, applied man made musical structures to them. The human was 
reintroduced into the natural space in a bid to reframe the modern relationship with the 
natural world: that humans are natural and that all our noisiness, alongside our music 
making, is likewise very natural. Bringing to life Borges’s dreamed man was no longer a 
conceptual framework but a conceptual reality. For an hour a cultural human presence in the 
landscape was made real. 

After some time exploring the space repeatedly over a number of weeks I began to 
wonder how the birds might have reacted over time to the rapidly changing nature of human 
culture in their environment. What sounds might linger in their songs or what constructs 
have changed their flight paths or roosting grounds? Inspiring this thought was the story of 
the Flute Lyre Bird of the New England Tablelands. Its distinctive flute like calls are 
believed to have developed directly from a single lyre bird, raised in captivity in the 1920’s, 
who learnt to mimic the scales and musical passages played by the keeper of the bird on her 
flute. When released into the wild it managed to teach other birds its new songs (the other 
wild lyre birds mimicking it), and these calls can still be heard to this day. I wonder if other 
birds or animals also have traits or songs that also pass on knowledge over large periods of 
time? Might there not be active environmental residue locatable somehow in the sounds of 
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Oxley Creek Common? In a similar way I wonder how the human sounds and noises of the 
space reflect our pasts and the human journey over time. 

I wanted to detect the powerful human emotions that might be imprinted in the 
sounds of the landscape, lurking as much in bird song and crickets as in the planes and 
trains the have come to underscore modern life. I wrote music that took these sounds and 
squeezed them through various filters, with the intent of extracting ghostly essences. At the 
very end of this ritual these essences are released from the mouths of the performers through 
megaphones as distorted, twisted new bird songs. (from the programme notes for The 
Circular Ruins 2, see Appendix B) 

The initial notion of loss I felt when first coming to Oxley Creek Common also 
arose from a deep sense of guilt. The society that I participate in was built on the partial 
destruction of First Australian culture and the removal of people from their land and home. 
First Australian culture was active along Oxley Creek ("OCCA History," 2017) so such a 
response to this particular site is not out of place. I imagined that if an emotion lay rooted in 
this space it would be the grief of those that suffered loss of family and the loss of thousands 
of years of culture. Mingled with this partially imagined past was also my own grief, having 
lost my mother to cancer in 2007. Reading grief into a landscape was, to some extent, a way 
of externalising my own emotions or perhaps sharing them with the space and its history, 
looking for connections or even a latent type of understanding. 

Each of the four pieces composed for The Circular Ruins 2 was called a Passage. 
This referred both to a passage of music and, as the online Oxford Dictionary defines it, the 
“process of moving through or past somewhere on the way from one place to another”. The 
first reference suggests that each piece was somehow incomplete or a fragment of something 
bigger. The inference here was that each piece formed part of a collective whole and that the 
four passages, along with the environmental sounds, were to be imagined together as a whole 
in some way. The latter reference implied that each piece was designed to take the listener on 
a journey. The rehearing of the soundscape through the action of the music was one part of 
this journey, although each Passage also referred to a stage in the grieving process (see Table 
10 below).  
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Table 10. Concepts and processes from The Circular Ruins 2 

In The Circular Ruins 1 the audience were given maps with a clearly marked pathway along 
which occurred timed events. During the performance listeners mostly followed this pathway 
en mass, really only exploring more freely the larger open circular space of Three, when they 
were surrounded by hornists in the Rainforest Green. Desiring the listeners’ volition to 
discover and encounter events Three became the model for The Circular Ruins 2. On the 
map pathways for the listener were not marked, although the pathways that existed in the 
space were still indicated. It was hoped that from this mapping arrangement and specific 
instructions in the programme notes that listeners would engage in a more exploratory or 
investigative way of hearing the work. 

There is no set path to follow or a specific order in which to listen to the pieces, 
despite their serial titles. It is best to hear each piece from beginning to end as each piece 
has its own purpose and trajectory and it is through the filter of each solo work that we can 
best start to hear and create the whole. However, feel free to wander and explore. The solo 
pieces are by no means the only important sounds to hear (from the programme notes for 
The Circular Ruins 2, see Appendix B) 

In The Circular Ruins 1 the pathway represented a flow of life giving energy 
bringing to life an imaginary body, a metaphor for the bringing to life the sounding 
environment. In The Circular Ruins 2 the listener through their movements still functioned 
in this way, although the life they were bringing to the space was less metaphorical and more 
direct. The musical activity and its apprehension were not just part of a reflective rehearing 
of the space but also a repurposing of the space, binding human activity and natural 
environment in a cultural relationship. 

The lack of an indicated pathway implied a very different sound design. The 
Circular Ruins 1 grew, expanded and became increasingly layered and the indicated 
pathways lead the listener through this experience. The Circular Ruins 2 was designed to be 

Passage 1 Denial Competing bird songs and musical structures constantly trying to 

assert themselves, no central musical process is established, rest is 
constantly denied

Passage 2 Anger Loud long glissandi roar throughout with megaphone distortions and 

directed amplified sonorities cutting through the space

Passage 3 Depression Immobile repeated insect bursts, internally restructured but failing to 

develop beyond their own musical frames, although a brief outburst is 
attempted. A drone is improvised upon.

Passage 4 Bargaining A fixed structure is constantly reinvented and re-sounded with different 
musical outcomes although the structure itself is never successfully 

renegotiated.
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complete and layered from the beginning. A pathway through the work was to some degree 
obsolescent, given any number of pathways were possible without compromising the 
intended experience. Any number of journeys the listeners took through the work could lead 
them to hear the sonic relationships that lay at the heart of the reframing process. Coupled 
with this were the pathways of the volunteer musicians who brought the instrumental sounds 
to the listener. 

Volunteer musicians were included in the concept of The Circular Ruins 2 and had a 
three-part role: as a means of extending the musical content, creating movement through the 
space, and as a means of engaging local community.  

In extending each Passage the volunteer groups had different roles. The volunteer 
trombones functioned as an accompanying ensemble for Passage 2. The volunteer 
percussionists located the source of the sound for Passage 4 (a banging gate) and sometimes 
played objects from the space in the realisation of a simple piece that did not specify 
instrumentation. The volunteer clarinettists and saxophonists played materials from their 
respective instrument’s Passages and moved through the entire space circumscribed by the 
solo pieces. The open space allowed easy movement not only along the defined pathways but 
also across the various grassed areas. The volunteer’s movement was meant to elicit a 
correlating movement from the listener. 

Passage 1 was placed in a both a lower position relative to the other Passages and 
the surrounding trees absorbed much of its sound before it could reach the central grassed 
area. The wandering volunteer clarinetists were a solution to bringing some of the clarinet 
material into an active dialogue with Passage 2, 3 and 4. In this way there was a constant 
mix of sounds from all the Passages that could be continually explored by the listener.  

The volunteers came mostly from Corinda State School, a primary school with 
students ranging in age from nine to eleven. The school is located near Oxley Creek 
Common and I hoped to engage as many people as I could from the local community, both 
as listeners and as contributors. I developed a workshop in partnership with Karen Newham, 
a music teacher at Corinda State School, so that the students from the school could work 
with the professional musicians involved in the project and benefit by understanding more 
about the instrument they were playing: specifically all the weird and wonderful sounds that 
are easily playable but generally not taught to younger players. This occurred on Monday 
23rd November at 3pm at Corinda State High School, six days before the first and only 
rehearsal at Oxley Creek Common on Sunday November 29th. 

The main performance locations were all visually identifiable by either a red pop-up 
gazebo adorned with coloured flags or by coloured flags on their own (see Figure 22 below). 
While carrying through the theme established by the presence of the Red Shed the addition 
of portable shelters to the performance space gave me more flexibility in placing musicians 
without a need to consider the effects of inclement weather. Their red colour was an 
abstraction of the red pathway marked on the map of The Circular Ruins 1 and also 
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referenced the dream space (the Black Lodge) in David Lynch’s Twin Peaks (Lynch & Frost, 
1990). There is a psychological potency to Lynch’s red draped lodge and a red shelter in 
general, perhaps coming from its womb-like biological inferences. I asked the performers to 
bring with them three or more objects from home to place in each gazebo. The concept was 
to transform the shelter into a temporary home, deliberately lending it something more of the 
psychological power Bachelard ascribes to the concepts of a home in his book The Poetics of 
Space (Bachelard, 1969). The coloured flags (simplified Tibetan prayer flags) lent a sense of 
the sacred to these shelters, in reference to the nature of the circular ruins in Borges’s story 
(Borges, 1970). Locations that were already sheltered (the BBQ area and the Red Shed) used 
just the flags to bring them into the same ceremonial space. 

!  

Figure 22. Red Gazebo with personal affects near the Canoe Pontoon at Oxley 
Creek Common 

The bulk of environmental sounds used in each piece were slowed down and transcribed 
onto graph paper with staves used to indicate pitch and the graph paper lines used to spatially 
place rhythmic and durational content. Notes about sound colour were also made. The spatial 
layout of the sounds was different to the process used to transcribe sounds in The Circular 
Ruins 1 in which sounds were given precise rhythmical and durational content in relation to 
a fixed beat. The change to spatial notation reflected the content of the sounds to some 
degree, given the lack of regular reference pulses found at Oxley Creek Common. The bird 
song was never consistent and repeated calls always varied by small amounts that a precise 
notation would complicate to an unnecessary degree and would convey what is essentially 
unimportant to that song. The spatial notation on the other hand could visually display the 
slight variations in rhythm without implying an underlying reference pulse or tempo. The 
spatial notation was always precise, however, to show that the sounds were never regular or 
repeated with exactly the same rhythmic information. 

The one exception to this notational methodology was the transcription of the clang 
of the gate closing. Here the precise rhythmic notation set up a precise structure. The 
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repeating rhythmical template became a ground for the shifting percussion sonorities. There 
was a need to keep the rhythmical element the same if it was to convey a sense of its 
intractability. 

The spatial notation also ruled out the numerical rhythmic and durational 
relationships that functioned in The Circular Ruins 1 to create various waves and 
patternings. The numerical basis I felt was superfluous to the outdoor event given the 
variations in transmission and the related movement of the listener. Any grounding that 
might have been sensed by organising material in this way would have been largely lost. In 
The Circular Ruins 2 small musical ideas were shared instead. The 12-tone pitch sequence 
setup in Passage 1 was heard in the 5th movement of Passage 3. The pitch sequence derived 
from the clanging gate in Passage 4 was heard in the volunteer trombones and the 5th 
movement of Passage 3. A drone on D was heard in all Passages at various times, and all 
instruments shared the pulse at the end. 

As with The Circular Ruins 1 each Passage was written on paper and the score and 
its associated performer became a subjective reference point for the listener, encouraging 
higher level denotative empathetic and reflective listening modalities. The music became the 
conduit through which the subjectively oriented listener could become aware of the 
continually referenced objective soundscape. Improvisation also played a role in the 
performance of Passage 1, 2 and 3. When improvising the performer, more so than the score, 
became the source of any subjective authority. There were limitations imposed on the 
improvisations via the directions in the score, including length of improvisation relative to 
other material (either very short and imitative in Passage 1, or just the one brief movement 
of Passage 3), or limitations on what could be played with (variations on drones and 
utilisation of previous materials in Passage 2). Workshops with the performers also helped 
keep the improvised musical content focused towards a process of hearing out into the 
world, rather than diverging into narcissistic expression. 

Passage 1 

Passage 1 for solo Bb clarinet (see Appendix A) was placed directly next to the canoe 
pontoon. In this location the sound of traffic bumping over a nearby bridge can easily be 
heard as it projects along the creek. Bird, insect and frog noise is at its most intense. 
Concrete pathways make their way through bushes and trees and lead from two directions 
toward the pontoon. One path is stepped and the other is a long and sloping. The pontoon 
itself raises and lowers with the creek level and allows a listener to venture out from the 
shore a short distance to experience more fully the reflective soundscape.  

Passage 1 was composed of layered transcriptions of the bird song and tire sounds 
found in its performance location. Additionally, a multiphonic was added that matched the 
sound of a council leaf blower that I had recorded near the creek some months earlier. When 
transcribing the bird songs I slowed recordings of them down and lowered the pitch. These 
transcriptions revealed a complexity to the songs I had not anticipated. It became very 
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apparent that the rate of perception of a bird is much higher than the rate of perception of a 
human being. These birdsong passages included fast repetitive gestures on single notes, fast 
tremolos between two distant notes, many quarter-tone inflections, glissandi, and 
occasionally a melodic line with a unique musical shape. One such bird song used six notes 
in a row without repeating any of the pitches. I extended this sequence with six more 
unrepeated notes and made a 12-tone row (see Figure 23). 

!  

Figure 23. Diary notes on the creation of the tone row in Passage 1 from birdsong. 

This line of notes became a musical layer in the piece and was heard on its own at one point. 
Added to this were a loud sequence of microtonal notes, again taken from bird song, but 
placed in the lower register (see Musical Example 23). This series of notes invaded the score, 
increasing in duration, denying the music any rest. 

!  

Musical Example 23. Microtonal sequence from Passage 1 

The tires bumping over the bridge became a short rhythmical air sound, commenting on the 
material in some way until the end, when they sounded on their own, empty of purpose (see 
Musical Example 24). 

!  

Musical Example 24. A line from Passage 1 with air sounds indicated below the staff 

The sound of the leaf blower could be faithfully reproduced with a clarinet multiphonic (see 
Musical Example 25 below). The multiphonic was treated as an event that stopped the music 
to some degree, resulting in long silences either side of its sounding. 
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Musical Example 25. Occurrence of the leaf blower multiphonic in Passage 1 

A D natural drone was carried over from The Circular Ruins 1. There were hints of this pitch 
from large power pylons nearby. In Passage 1 the D (written E for Bb clarinet) was the 
central note of various bird songs and in the example below was the central note in an 
expanding sequence (see Musical Example 26). 

!  

Musical Example 26. The central E (sounding D) in an expanding section of 
Passage 1 

The last elements to be included in the piece were windows of time in which the performer 
could directly imitate the surrounding environment (see Musical Example 27). In The 
Circular Ruins 1 the most satisfying moments were when the composed sound and the 
environmental sound coincided. The music and environment became clearly wedded. These 
windows allowed the performer to create these moments. 

!  

Musical Example 27. Windows for immitation in Passage 1 

All the elements combined in short sequences, reflecting the constant babble of the roosting 
birds. Some elements evolved through various musical manipulations but ultimately 
transformation was denied. There was never a feeling of peace or rest with many phrases 
being abruptly cut off, or if the phrase ended quietly the next phrase interrupted the calm and 
began at a sudden loud dynamic. There was a constant denial of calm. 

!  96

Chapter 5: The Circular Ruins 2



Clarinet Volunteers 

The Clarinet volunteers came predominantly from Corinda State School and the materials 
written for them were kept simple and easy to play (see Musical Example 28). These 
materials, taken from Passage 1, had to be memorised as the clarinets moved constantly 
throughout Oxley Creek Common. In performance they began in the centre of the space 
together and then wandered independently for 20 minutes or so, before returning to the 
centre again, repeating this process two more times. 

Brian Catchlove gave the clarinet workshop at Corinda State High School where he 
instructed the volunteers clarinetists on how to play the unusual techniques. As part of this 
workshop they all moved to a large hall and practised moving around it, playing the various 
gestures, memorising as they went. 

!  

Musical Example 28. Musical materials for Clarinet volunteers 

Passage 2 

As a trombonist I am familiar with the technical aspects of the instrument and am familiar 
with its repertoire. Its power to project was explored in The Circular Ruins 1 when 
trombones were clearly heard when placed up to 340m away on the opposite bank of a river. 
While using glissandi, flutter-tonguing, exaggerated vibrato, various mutes and singing and 
playing at the same time I felt a need to reinvent the instrument. I did not attempt to do this 
so much through the composed material but in how I chose to project its sound. A close 
friend of mine, Celine Horsford, works in the construction industry and I asked her to build a 
cone to project the trombone sound. I was inspired by the construction of foghorns (see 
Figure 24 below). The cone Celine built could rotate on the wooden frame it was mounted on 
and so was capable of projecting sounds in an arc across the space (see Figure 25 below). 
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Figure 24. Image of a Fog Horn (John C, 2016) 

!  

Figure 25. The projection cone built by Celine Horsford 

In addition to the cone a large battery powered megaphone was also used (secured on top of 
a microphone stand) to alter the sound of the solo trombonist. The megaphone was used 
either on its own or in combination with the cone. Brodie McAllister explored the feedback 
qualities of the megaphones in his various improvised solos near the end of Passage 2. The 
combination of the megaphone, cone, loud glissandi and violent outbursts were meant to 
convey a sense of constantly surfacing anger. 

The solo trombonist in Passage 2 for solo Bb/F Trombone (see Appendix A) was 
placed along a fence line bordering a pasture. The listener, when observing the trombonist, is 
facing both the setting sun, the pastures surrounded by trees and, unseen, Corinda State 
School and Archerfield airport. Passage 2 used the sound of planes, trains and traffic as its 
source material. The various Doppler based glissandi heard from these vehicles suited the 
instrument and the shifts in colour caused by both distance and environmental filtering 
(wind, trees, air density and air pressure) could be explored with mutes (Harmon and straight 
mutes), vibrato, flutter-tonguing, singing and playing at the same time and megaphone 
distortions (see Musical Example 29 below). 
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Musical Example 29. Glissandi inflected by voice and mutes in Passage 2 

The layers of musical material in the composed solo part were minimal with occasional 
moments of counterpoint between the voice and trombone sound. The solo trombonist 
Brodie McAllister is an experienced improviser and, in The Circular Ruins 2, he was able to 
create further layers of material on the fly, using the written score I provided and by 
responding to the other sounds around him: predominantly the sounds of the volunteer 
trombones although Passage 3 and 4 could also be heard. 

The solo trombone also played various D natural drones. They were always coloured 
in some way (mutes, megaphone) or projected across the space in different ways, perhaps 
most strikingly using the purpose-built cone 8 minutes into the piece (see Musical Example 
30). 

!  

Musical Example 30. The moment in Passage 2 where the trombonist uses the cone 
to project the instrument’s tone across the space 

Trombone Volunteers 

The musical material composed for the volunteer trombonists was kept simple and easy 
enough for a beginner to play (see Musical Example 31 below). Their music contained 
obvious references to the solo trombone in Passage 2, references to pitches played in the 
percussion solo Passage 4 (the pitch field) and references to the leaf blower (the B natural 
and F sharp drone). This linking of material across the space had the same intention as the 
linking materials in The Circular Ruins 1, which was to provide a sense that all the works 
heard functioned like paragraphs in a single story. 

The volunteer trombone music often underscored or accompanied Passage 2. The 
trombonists were in a fixed location either side of the solo trombonist along the fence-line of 
the pasture behind, reinforcing this connection. Their location was altered in the first 
performance due to the threat of rain and the volunteer trombonists were moved to a covered 
location in the Red Shed, opposite the solo trombone in the red gazebo along the fence line. 
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Brodie McAllister and I conducted the workshop with the volunteer trombonists at 
Corinda State High School where they were instructed on how to interpret their musical 
materials. They were also given instruction on how to use the feedback characteristics of the 
megaphone to imitate birdcalls by manipulating the shape of their mouths near the 
microphone of the megaphone turned to maximum volume. 

!  

Musical Example 31. Musical materials for trombone volunteers 

Passage 3 

I was familiar with the projection of the saxophone given my experience writing for soprano 
saxophone in The Circular Ruins 1. The alto saxophone, while lower and having a deeper 
sound than the soprano saxophone, was still capable of being very forceful when required. 
Again, the materials used, when aiming to have the sound project, were often very resonant 
idiomatic sounds. Less usual sounds and microtones tended to have a more masked quality 
and did not project as well. 

Passage 3 for alto saxophone (see Appendix A) was placed on a raised mound. 
Behind the mound were power lines, the back end of the nearby markets and a distant pond. 
The saxophone, in combination with Passage 2 and the volunteer trombonists, created an arc 
of sound, rimming the central space. In this space the overhead plane and distant train 
sounds are emphasised along with insect sound from the pasture. 

Six different pieces make up Passage 3. After these pieces were heard in the correct 
order (one to six) they could be then be played in any order, freely, until the end of The 
Circular Ruins 2. The source materials for pieces one to four were repetitive insect sounds, a 

!  100

Chapter 5: The Circular Ruins 2



single loud sighing birdcall, a multiphonic and a drone on a sounding D natural (see Musical 
Example 32). This drone was taken from distant electricity pylon hums and also referenced 
the drone of The Circular Ruins 1. It was coloured by voice, slap tongue starts to the note, a 
small sequence of microtones, and by use of vibrato. 

!  

Musical Example 32. Two lines from Piece No. 3 in Passage 3 with insect, birdcall, 
mutliphonic and drone combined. 

These first four pieces sounded very similar to each other and the limitations of the material 
conveyed a sense of the music being trapped and unable to evolve, similar to the processes 
and feelings that could be associated with the depressive phase of grieving. 

In the 3rd piece of Passage 3 a regular rhythmical grid was placed under the spatially 
notated sounds so that there was a notion of a beat (see Musical Example 32), making the 
interpretation of the spatially notated music much stricter. The effect is subtle but in 
workshops with the performers an effort was made to make this aspect clearer in 
performance. This also resulted in playing the pieces without a grid in a slightly more 
intuitive way, giving more shape and freedom to gestural content. Given the trapped feeling I 
wanted to create in pieces one, two, three, four and six the effect of a pulse did not need to be 
overly dramatic or require a complete rhythmical transcription of the sounds.  

Piece five is a sudden outburst of feeling and rage. A long ascending scalic passage 
was constructed using the tone row developed for Passage 1 and the pitch and rhythmic 
material from Passage 4. As the notes rose the rhythms became more regular until the loud 
multiphonics were reached, which are also heard briefly in pieces two and three (see Musical 
Example 33 below).  
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Musical Example 33. The last page of Piece No. 5 from Passage 3 

Piece number six was an improvisation on the D drone. The instructions requested that the 
performer sing and play the written B natural (sounding D), improvising shifts in the vocal 
line. In creating the improvisation they were to respond to naturally occurring insect drones, 
matching their pitch, as well as responding to other sounds heard in the space, including the 
other Passages, underscoring them with the written drone in some way. Both Andrew Ball 
and Emma di Marco, the two performers of Passage 3, are also excellent improvisers and 
such an approach would not have been possible without them. Similarly to Passage 2 the 
layering of musical materials was left to the skill of the performer, as much as it was 
composed into the music. 

Saxophone Volunteers 

The saxophone volunteers were again given simple tasks that could be easily taught and 
memorised (see Musical Example 34). Samantha Mason taught these materials to volunteers 
in the Corinda State High School workshop. The saxophones combined with the clarinets in 
the school hall at the end of the workshop to practice moving and playing, as well as 
memorising the various short passages. While the workshop was well attended the numbers 
of volunteer saxophonists available for the performances was very low so this element was 
severely under represented. The instructions about how to move through the space were the 
same as the instructions given to the volunteer clarinets. 

The volunteer saxophone materials were drawn from the elements found in Passage 
3 and were similar to the volunteer clarinet material. This included easily played 
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multiphonics, a mouthpiece only high wailing birdcall, a drone on a D natural, a microtonal 
pitch sequence, and a brief burst of insect-like calls. 

!  

Musical Example 34. Musical materials for saxophone volunteers 

Passage 4 

The percussion instruments used in Passage 4 were mostly determined by the collection of 
instruments owned by the performer Angus Wilson. From his collection a small number were 
chosen that both fulfilled my own desire for various colours of sound and Angus’s desire for 
a small, easily transportable outdoor setup. 

I wrote for hi-hat after seeing a short YouTube video that featured Dave Black 
(JohnX Drum Lessons, 2011). The number of sounds astounded me and as a portable 
instrument it seemed a useful addition to an outdoor setup. The techniques used included 
striking the instrument between the various stages of the cymbals being apart or together, 
clamping the cymbals with the foot, striking a dampened upper cymbal, striking the wood of 
a stick resting on the closed upper cymbal, striking the crown of the top cymbal, hitting the 
rim of the cymbals, placing a stick between the two cymbals and playing a muted roll that 
can be occasionally unmuted, and clashing the cymbals together in a chaotic manner. 

Angus had recently bought a new set of Glöcken, which had a remarkable resonant 
sound quality. These instruments also aligned with the pitch analysis I had made of a rattling 
wire gate found at Oxley Creek Common. Given the size of the lower Glöcken I determined 
to limit their use to a small set of repeating notes. This only saw the omission of two or three 
notes from the pitch analysis of the gate. 
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I spent some time with Angus developing sounds for the bass drum. I was very keen 
to have a rumbling, tremulous quality to the sound and decided to prepare the drum with 
woodblocks and marbles so that as a roll increased in volume and intensity the marbles 
would begin striking the woodblocks and add chaotic clicking sounds to the overall effect. In 
performance this proved difficult to control as the woodblocks tended to drift to one side and 
the marbles frequently bounced off. The effect could still be heard despite these problems. 

A set of three drums and three cymbals were also used although the specific 
instruments were at the choice of the performer. I specified that the drums and cymbals 
needed to move from low to high, that one cymbal needed to have an added chain, and one 
of the drums had to have a rim. 

Passage 4 for solo percussion (see Appendix A) was placed under the eves of the 
Red Shed. Repairs were being made to the shed at this time and the percussive sonic 
possibilities of the metal pipes and grills was a welcome reference to the sounds that 
generated the piece: a rattling metal gate at the entrance to the pathway that leads south 
along the creek around the perimeter of the pastures. This sheltered space in an acoustically 
reflective space so the degree to which the sound travelled depended on where the listener 
was in relation to the surface directly behind the performer. As expected the drums and hi-hat 
projected far more clearly than the Glöcken and cymbals. In combination with the other 
pieces Passage 4 completed the outer frame of The Circular Ruins 2, encircling the listener 
in an implied filed of activity. 

Passage 4 for solo percussion used a pitch and rhythmic template that was 
transcribed from the slowed down sound of a rattling wire gate banging shut. This single 
page template was used 9 times without alteration with musical material laid across the 9 
pages freely (see Table 11). The idea that the template was repeated over and over again 
related to the narrative of grief: a constant, almost fruitless bargaining with a situation that 
remains essentially unchanged. 

Table 11. Instrumentation for each repetition of the rhythmic template in Passage 4 

Template 1 Hi-Hat solo (no pitch)

Template 2 Glöcken and kick drum (pitch and rhythm)

Template 3 Hi-Hat with kick drum, Glöcken insertions, followed by 3 drums and hi-hat

Template 4 3 drums and hi-hat continue

Template 5 3 cymbals, struck and bowed

Template 6 3 drums and hi-hat returns followed by 3 cymbals and Glöcken

Template 7 3 cymbals and Glöcken continue

Template 8 Bass drum roll with added woodblocks and added marbles

Template 9 All instruments together
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Passage 4’s reference to the sound of the gate is thus somewhat hidden and indirect. The 
most direct reference to the gate was to be found in the settling pattern created by the wire 
components of the gate coming to rest after being shaken by its violent closing. Thus in the 
template the number and density of events diminished over time (see Figure 26). 

!  

Figure 26. The rhythmic transcribed from a banging wire gate and used as a 
repeating template for Passage 4. Taken from my sketches 

During the performance the percussionist was asked to play back different pages at different 
times (see Figure 27 below). This was designed to create windows in Passage 4 so that the 
listener could hear the other Passages and environmental sounds. The new internal musical 
relationships created from various pages omissions also inferred to the listener a constant 
process of reframing sonic events. 

!  

Figure 27. Directions on which pages to omit and include in the performance of 
Passage 4 
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Percussion Volunteers 

The volunteer percussionists worked with Angus Wilson at the Corinda State High School 
workshop. They played instruments of their choice although they needed to be able to 
perform the actions required in the music: rolls, dynamic changes and articulations. The 
material given to them was a very simplified version of the Passage 4 template, arranged as 
a percussion quartet (see Musical Example 35). The complexity of the music was to come 
from the sounds chosen by the performers, considering not just small portable instruments 
but sounds that could be made using the surrounding environment. 

!  

Musical Example 35. Rhythms and parts played by volunteer percussionists on 
freely chosen instruments 

!  

Figure 28. Volunteer percussionists performing near the banging wire gate in The 
Circular Ruins 2. 

The volunteer percussionists were placed in a fixed location near a rattling gate (see Figure 
28). As well as referencing the material used to generate Passage 4 they also played objects 
in that space: the gate itself, a nearby fence, sticks on the ground. The gate was also an 
entrance or exit to the space and the percussionists in this sense were gatekeepers, 
welcoming or farewelling listeners as they passed through. In the first performance of The 
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Circular Ruins 2 rain threatened and the percussionists were placed in the BBQ area. While 
conceptually not as strong as the location near the gate there were still objects to play and 
they functioned, via proximity, as more of a direct extension of the solo percussion in 
Passage 4, in the same way that the trombones functioned as an extension of Passage 2. 

Bees 

Bee sounds emanating from the hidden speaker added an additional layer to The Circular 
Ruins 2. While these sounds repeated in cycles they functioned more as a constant inflection 
to the activity around them. These sounds were only heard when a listener was reasonably 
close to them giving the reframing experience they offered a sense of intimacy: a coloration 
of the listening experience rather than a drastic intrusion. 

The electronic bee piece was again composed of loops of sampled bees (as in The 
Circular Ruins 1) although this time the only additional sound was of me reading the text I 
wrote after my profound experience sitting in the Montmorency park. The pump room sound 
from The Circular Ruins 1 was omitted. The bees were now just inflected by the reading and 
were more identifiable as bees as a result. 

The sound was placed in two locations across the three performances. With the 
threat of rain in the first performance the volunteer trombones were placed in the space at the 
back of the red shed and the bees were placed hidden in a bush on the path that lead towards 
the clanging gate. Here the bees functioned as in The Circular Ruins 1: a hidden 
discoverable sound that almost seems native to the location. The second and third 
performances placed the bee sound at the “memory component” location on the map at the 
back of the Red Shed. Here, in a small alcove of the shed, the more identifiable bee sounds 
were also less able to be confused with naturally occurring sounds. The sounds aligned 
themselves conceptually more with the composed musical elements. However, as the 
playback of the sounds was free of a performer and the speaker was still hidden the 
subjective authority of these sounds was somewhat mitigated. The hidden speaker, the 
constant drone of the sound and repetition of the text brought the sounds more into the realm 
of the discoverable objective soundscape. 

Text 

The Borges story The Circular Ruins was also made available to read. A number of second 
hand books containing the story were bought and placed under the Red Shed, an area that 
was well lit and had tables and benches to sit at. These books were not indicated on the final 
map but were easily discoverable. They functioned in some way like the hidden diagrams 
placed at the pump room in The Circular Ruins 1. If a listener wanted to search out aspects 
of the construction or inspiration for the work these could be found. 
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Leaf Blower 

The last instrument to be used was an Ozito 30cc 2-Stroke petrol leaf blower. This was 
placed slightly out of the performance area behind the Red Shed near the parking bays. Its 
sound was meant to suggest to the listener that a council worker might still be working in the 
space. The pitch of the leaf blower was variable with the use of the throttle and matched the 
pitch of the council leaf blower I had recorded as a sample while making a survey of the 
space. 

The leaf blower had specific timings for its activity so that it coincided to some 
degree with the music that referenced it (see Figure 29).  

!  

Figure 29. Run sheet for the operator of the leaf blower 

The sense of intrusion was deliberate but also timed so that the leaf blower became part of 
the musical dialogue. The machine itself was not to be identified by the listener as an 
instrument but rather as a source of environmental human made noise. However, its musical 
interactions re-contextualised it so that its operation became cultural, rather than purely 
functional: listening modes were elevated from experiential to reflective. Also, by including 
a leaf blower in The Circular Ruins 2 I was guaranteed that this sound would occur, rather 
than relying on the chance event of a council worker being present. The reverse warning 
tones of the South Bank maintenance vehicles were not in operation at the time of the 
performance of The Circular Ruins 1, which meant a major reference point for the horn 
music in Three was missing. While chance plays a role in my work it also makes sense to 
stack the odds. 

Pulse and Megaphones 

The heart-beat like pulse occurred at various times during The Circular Ruins 2 being heard 
increasingly in Passage 2, 3 and 4 at the end of a performance sequence. At the very end all 
the performers shared the pulse. Rather than being coordinated across the space all the 
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performers moved to the central grassed area and played in unison by ear. The trombones 
started the pulse and others joined in. However, the solo trombone of Passage 2 continued in 
an improvised way above the pulse, driving the music to a quite different conclusion than 
that of The Circular Ruins 1. 

The narrative of the bringing to life of the space remained but the new life was 
expressed after the pulse finished through the use of megaphones. When the megaphone is 
pushed to its maximum volume and the mouth is brought close to the speaker a pure, and 
very loud, feedback tone results. When the mouth cavity is altered the pitch of the feedback 
tone alters making it possible to imitate birdcalls, somewhat similar to the call of a 
butcherbird. After the volunteer trombonists finished the pulse they picked up the 
megaphones and made these bird-like sounds, dispersing and projecting their sounds out 
across the space. The inference is that the listener hears a new sonic life in the environment. 
As in The Circular Ruins 1 the listener is listening out into the space not only to the 
megaphones but to all the environmental sounds referenced in the previous Passages. 

Ending 

The silence at the end of The Circular Ruins 1 was sudden and distinct. At the end of The 
Circular Ruins 2 the silence was more emergent following the gradual cessation of the 
megaphone birdcalls. The concept of listening out to the world was still retained. The 
moving megaphone birdcalls projected out across the soundscape, encouraging the listener to 
listen for responses and echoes. This movement toward silence resembled less my 
experience in the Montmorency park where the world became suddenly immanent and real 
but I felt the process still created a feeling of letting go, of dropping barriers and, in relation 
to grieving, a sense of acceptance. 

The very first performance on The Circular Ruins 2 ended with not only a silence 
but also a stunning sunset (see Figure 30 below). While this occurrence was random and did 
not occur in the second or third performances this wonderful event is the type of gift an 
outdoor work can give. Each performance was different, both deliberately, with varying 
setups, varying arrangements of movements within Passages, the number of volunteers and 
last-minute alterations, and through chance environmental occurrences. The sunset at the end 
of the first performance reinforced the aspect of listening and looking out in a way that could 
never have been planned. It did also shape the environmental perceptions in a way that 
distanced the listener from my goals of an un-aestheticised reception of the world around 
them. The stunning beauty of the sunset was so powerful I felt something of the connection 
to the vital ugliness of humanity was lost. None-the-less the beauty was external and the 
phenomenon of objective experience I felt was maintained. 
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Figure 30. Sunset at the end of The Circular Ruins 2 

Reflections on The Circular Ruins 2 

Drawing on the reflections from The Circular Ruins 1, The Circular Ruins 2 integrated into 
its concept notions of shelter, investigated more deliberate means of sound dispersal through 
the creation of a large projecting cone and the inclusion of wandering volunteer musicians, 
simplified the notation of the scores, including the use of improvisation, and proposed a 
different way for the listener to interact with its elements, through the continuous and 
constantly active layering of sound. 

The red pop-up gazeebo shelters, adorned with colourful flags, were successful, in 
that they carried with them notions of  a an event that was somewhat sacred and ceremonial. 
This reinforcement of the narrative of The Circular Ruins integrated them into the concept of 
the work. The spatially notated scores were also successful in that they better reflected the 
non-metricised origin of the sounds they drew upon. However, these solo pieces became less 
self-contained and less internally developmental and occupied a musical territory that lay in-
between a subjectively driven artistic statement and an objective collection of found sounds. 
While this approach to creating music emphasised its global and conceptual functionality (its 
relationship to the environment) the local level detail could at times seem redundant. The 
improvised aspects helped reassert interest in local detail and grew in complexity and 
sensitivity through the multiple performances. Brodie McAllister’s trombone improvisation 
with megaphone can be heard at the end of the Passage 2 video in the digital book. 

The layering of sounds across the space, using the natural projecting qualities of the 
instruments, the large projecting cone and wandering volunteer musicians, was mostly 
successful except for the solo clarinet, who was both too low and too obscured by sound 
absorbing trees to contribute its layer of sound to the global mix. The volunteer clarinettists 
were a partial solution in carrying elements of Passage 1 across the space. Moving the solo 
clarinet closer, while of benefit to the global sound mix, would have removed the instrument 
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from the soundscape its sounds referenced, compromising the methodological principles to 
some extent. 

In The Circular Ruins 2 the musical architecture shifted from a sequential flow of 
events to a situation where all the pieces were sounding at once. No pathway was marked on 
the map and volunteer musicians created a constant sense of movement and flow. In some 
ways the intentions of this design were no different to the first project. The listener was 
asked to explore and encounter the pieces, although now in a freely chosen sequence, 
gradually expanding their awareness of the surrounding soundscape through the lens of each 
solo work. Rather than proposing a musical architecture that purposefully drew the listener 
through it, The Circular Ruins 2 asked the listener to make choices and use the arrangement 
of events to best effect. The programme notes were an important part of this process and 
suggested a listening strategy that would allow this to happen. 

It is best to hear each piece from beginning to end as each piece has its own purpose 
and trajectory and it is through the filter of each solo work that we can best start to 
hear and create the whole. (see Appendix B) 

As with The Circular Ruins 1 I underestimated the power that the unfamiliarity of the 
musical situation would exert on the listener. Instead of following the programme note 
directions many opted instead to band together in the central part of the space and listen to 
the shifting overlay of sounds. This limited the growth of the space both in terms of its sonic 
perception (knowing what sounds the music referenced in each location) and its visual 
perception (the awareness of the depth and scale of the physical space). The more listeners 
who remained static the more a consensus was reached about how to listen to the piece, 
regardless of programme notes. This did not apply to all listeners but given the space was so 
open, and even suggested a sonic picnic rather than a sound-walk, it seemed other strategies 
needed to be developed to pull listeners out of more familiar patterns. What project design 
could encourage the listener to encounter each work more fully and also give them more 
freedom to explore? 
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Chapter 6: The Circular Ruins 3 

The Circular Ruins 3 was created with the support of Griffith University and the Camerata of 
St Johns, and was performed once on October 8th 2016 at 5:30pm at the Nathan campus of 
Griffith University, Brisbane. It had a total duration of 1 hour and 30 minutes and was 
composed of various freely assembled components. These components included an 
improvising flute duo, a horn trio, a percussion installation, a cello solo, an improvising 
double bass, a trombone ensemble, a clarinet quartet and a double saxophone and trombone 
trio. Video of The Circular Ruins 1 was played in the cinema and, in a small room next to the 
cinema (N02 0.05), images, texts and bee sounds created a multimodal diary entry. 

The audience were given a programme note and a series of four maps. Three of these 
maps (1, 2 and 3) outlined different pathways to take through the first half of the work, and 
the fourth map (4) showed the location of all components and suggested the audience 
explore during the last half of the work (see Figure 31). 

!  

Figure 31. Draft map for The Circular Ruins 3 showing the locations of musicians 
and other elements 

The flute duo moved between three different locations. They started in two separate 
locations at points along the North Path and the Johnson Path. After a duration they moved 
to the area surrounded by the buildings N50, N63 and N29. After exploring sounds in this 
reverberant space they moved to the area between buildings N28 and N12. They repeated 
this movement twice. 
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The other instruments remained static: the cello along a path under a lit shelter near 
building N71 and N45 (the Central Chiller Plant), the horns on three different walkways on 
three different levels near NT6, the percussion installation inside building N63 in room N63 
0.01, the trombones spread across a bridge with megaphones near N29, the bass player next 
to an air-conditioning unit in N28, the clarinets under a red gazebo in the arena, and the 
saxophone and trombone trio around the Dunn Memorial surrounded by trees and grasses. 
The trombone was equipped with a megaphone and a large projection cone. 

The Percussion installation in lecture theatre N63 0.01 happened in semi-darkness 
and consisted of an electric fan blowing air on amplified bamboo chimes hidden at the back 
of the lecture theatre, a lit percussionist sitting in the lecture theatre playing bird whistles, a 
hi-hat solo taken from the first page of Passage 4 at the right side of the theatre, another lit 
percussionist playing a chord on a melodica and a percussionist, surrounded by 
sympathetically resonating snare drums, sounding a large red-lit resonating bowl, and using 
a megaphone to create clicks and feedback sounds to also trigger sympathetic responses 
from the encircling drums. A passage of text from Borges story The Circular Ruins was also 
placed at the entrance to the installation to give context to the use of the lecture theatre.  

At first, his dreams were chaotic; somewhat later, they were of a dialectical nature. 
The stranger dreamt that he was in the centre of a circular amphitheatre which in 
some way was the burned temple: clouds of silent students filled the gradins; the 
faces of the last ones hung many centuries away and at a cosmic height, but were 
entirely clear and precise. The man was lecturing to them on anatomy, cosmography, 
magic; the countenances listened with eagerness and strove to respond with 
understanding, as if they divined the importance of the examination which would 
redeem one of them from his state of vain appearance and interpolate him into the 
world of reality. (Borges, 1970, p. 73) 

The cinema (N02) doubled as a resource centre for both understanding The Circular Ruins 3 
(various sketches and writings were available to read) and seeing the event through the lens 
of the previous events (video of The Circular Ruins 1 played on the big screen and scores 
from The Circular Ruins 2 were scattered around). The small room around the corner from 
the cinema N02 0.05 gave clues to the deeper pre-formative aspects of the work. A computer 
screen showed an image of the tree that I had sat under many years previously in a 
Montmorency park and it was accompanied by the sound of bees buzzing. A recording of my 
own diarised experience sitting under the tree as well as a mechanical hum inflected the bee 
sound. The walls of the room were covered in a large print out of the last section of the 
Borges’s story. Chairs were placed around the room in which to sit, listen, watch and read. A 
pen and paper were also positioned on a table by the door if a listener felt compelled to 
record their own experiences. 

At the end of The Circular Ruins 3 a hybrid instrument formed from a combination 
of saxophone mouthpiece, hosepipe, trombone (slide and bell), megaphone, and projecting 
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cone was played. The saxophonist played the mouthpiece and the trombonist moved the slide 
and directed the sound. 

The digital book contains a full-length video of The Circular Ruins 3. Two different 
video feeds are overlayed on top of each other throughout, suggesting, in a heightened way, 
that the viewer/listener is constantly engaged in a process of reframing their perceived 
environment.  

Location 

The Nathan campus of Griffith University is surrounded by bushland and is 
encircled by a ring road. The Northern and Western parts, the areas used in The Circular 
Ruins 3, required that a visitor move from the ring road along defined pathways through 
bushland. One of these pathways (the North Path) had a series of circular stones that formed 
part of the walkway (see Figure 32). The circular stones were designed to allow a creek to 
flow between them while a person could pass above by stepping from stone to stone.  

!  

Figure 32. Circular stones along the North Path at the Nathan Campus of Griffith 
University 

This pathway lead past a buzzing light pole and into a space in which the distinct hum of the 
Central Chiller Plant dominated. This large air-cooling hub (see Figure 33 below) had a road 
leading to it and a path leading around it to the western side towards building N71. Along 
this path was a sheltered resting spot lit by small down lights (see Figure 34 below). 
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Figure 33. The Central Chiller Plant at the Nathan Campus of Griffith University 

!  

Figure 34. A Sheltered Resting Spot along a path to N71 

The road that leads back down the hill into the main body of the campus passed by the 
Cinema (N02), which functioned as a large lecture room rather than an entertainment venue. 
A room behind the cinema (N02 0.05) seemed hidden and out of the way. The windows gave 
this small room a contemplative aspect that looked out across the local bushland (see Figure 
35). 

!  

Figure 35. The view looking out to bush land from room N02 0.05 
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When moving from the cinema towards the main campus a car park was encountered that 
brought into view a series of layered walkways and raised platforms that connected up parts 
of the Willet Centre (N53) (see Figure 36). 

!  

Figure 36. Layered Walkways next to N53 

Leading out of this car park was a pathway that entered the University proper through a short 
tunnel of buildings. The open communal space beyond it was immediately coloured by the 
sound of a rather irregular air-conditioning unit. One of the buildings in this space N63, or 
more specifically Business building 3 lecture theatre 0.01, was circular in shape and had 
tiered seating inside (See Figure 37).  

!  

Figure 37. The entry into the University proper from the car park near the Cinema 
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On exiting this lecture theatre a large sloped grassed area call the Arena was encountered, 
which had at the bottom of it a concrete circular platform. The back of this platform was 
surrounded by bushland (see Figure 38). 

!  
Figure 38. The Arena area sloping down to a circular concrete platform and 

surrounding bush land 

Once the campus was entered many pathways through the buildings were possible. Some 
were narrow spaces between buildings while others were broad promenades. Some were 
open on one side and closed on other, and others were entirely closed in. A prominent 
pedestrian bridge crossed above these paths and lead into an intimate courtyard in the 
Business faculty buildings. This courtyard resonated in different ways as you moved around 
in it and sounds occurring in it could be heard in many different ways when moving around 
outside it (see Figure 39). 

!  

Figure 39. The courtyard area between the business buildings at the Nathan 
Campus 
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On returning to the communal space, first encountered after moving through the tunnel of 
buildings, a path moving northwards is found called the Johnson Path. This path bisects the 
University and it leads back to the Ring Road across a short bridge. When heading 
northward there is also another path that branches off to the left, before the bridge, and leads 
around the art building N12. At the northern end of this building is yet another path that 
leads down to a small picnic area containing the Dunn Memorial. It lies centrally between 
both the Johnson path and the North Path and is partly hidden in the bush on either side (see 
Figure 40).  

!  

Figure 40. Projection cone setup at the Dunn Memorial 

I felt a need to limit the space of The Circular Ruins 3 in some way, and I felt the North Path 
leading up to the Central Chiller Plant (the dominant human sound) should form one edge 
and the bridge into the Law buildings curving around and joining the Johnson Path should 
form the other edge. Only this small section of the campus was shown on maps supplied to 
listeners. The depth of the space, or how far the project extended into the rest of the campus 
seemed naturally bounded by a large grassed area although various listening vantage points 
could be found freely.  

Starting The Circular Ruins 3 at 5:30pm in early October meant the space was still 
quite bright and naturally lit, but by the conclusion at 7:00pm the electric lighting had taken 
over. The piece did not occur at twilight but rather progressed through the change of day, 
from afternoon light, through twilight to night. Staff had mostly finished for the day and 
were heading home, the bird life settled and roosted, the crickets, frogs and insects sounded 
and faded, and distant traffic eased. 

Soundscape 

The Nathan Campus of Griffith University included in its soundscape not just the natural and 
human made sounds occurring in the environment but also the effect that the natural 
landscape and human made architecture had on these sounds (see Table 12 below). While 
this was taken into account to some degree in The Circular Ruins 1, especially the projection 
of sounds over water, the greater number of reflective surfaces, echoing chambers, 
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dampening trees, elevated locations and even closed spaces seemed to require that I consider 
this aspect more thoroughly in The Circular Ruins 3. 

Table 12. Sounds collected from the Nathan Campus of Griffith University 

The soundscape was surprisingly similar to both The Circular Ruins 1 and The Circular 
Ruins 2. The Central Chiller Plant drone matched that of The Wheel of Brisbane. The D 
natural, an emphasised overtone of a lurking G, seemed to be shared by most electrical 
devices operating across the campus. The light poles, when turned on, also buzzed a steady 
D and most air-conditioning units also sounded a D or a G fundamental. The one exception 
was the air-conditioning unit near the arch leading into the University from the cinema car 
park. This unit had a very unstable pitch, operating more on overtones of A flat. 

The frequency of Australia’s alternating current (AC) electricity supply is 50Hz 
which, when expressed as a pitch, is a slightly sharp G natural. This would explain the 
correlation of electrical hums between often vastly different machines and, given the 
prevalence of machines in our lives, would also suggest G and its overtones (the D natural) 
are the most common drones that underscore our modern-day existence. Jazz Saxophonist 
Paul Winter, who is well known for playing music with wolves and whales has stated that 

Keynote sounds Planes overhead, distant traffic, local traffic (generally quiet as it is 

a low speed environment), a variety of bird calls (a notable 

Kookaburra presence), footsteps along pathways, insect noise 

(varying with heat and light), frog noise, bikes, the electric buzz of 

light poles (around D natural), various air conditioning units (most 

centring around a G with strong D overtones and another 
wavering/oscillating unit based a semitone higher), skateboards, 

background music, other mechanical hums (drink and food 

dispensers) 

Signals 2 Security systems (one beeping on a C in quavers at quaver 

equals 30 and the other beeping on a C quarter-tone flat in 

quavers at quaver equals 37)

Sound Marks Chiller Plant (the source of air conditioning for the campus and its 

D overtone can be heard from some distance)

Archetypal Sounds Wind in the trees and through the spaces in the buildings

Experiences and Sonic Effects The projection of sound through various narrow walkways, the 
way sound bounces around various chambers and contained 

zones within the buildings (echoes, reverberation), the masking of 

sound by various buildings, sounds placed at different heights 

(raised walkways), intimate indoor spaces (a circular lecture 

theatre, a cinema and a small room), the projection of sound 

across the entire space via field whistles, the sound of different 
times of day (towards 5pm birds roosting, traffic increase, human 

noise increase as people leave work, exercise or ride bikes)
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these animals’ songs “All are in the key of D-flat,” and that  “That must be the earth’s 
key” (Witt, 1978). It would seem our modern AC electricity supply is causing a pitch to be 
produced that is a diminished 5th out with nature! Oddly the bell placed outside the Nepalese 
Pagoda in South Bank also sounds a very flat D natural. 

The birds found at Nathan could also be found at Oxley Creek Common. These two 
locations are only slightly more than 6km apart and it seems likely that these areas would 
share similar birdlife. Toohey Forest, a far denser area of bush land than Oxley Creek, lies at 
the back of the Nathan campus, and although both locations have a creek the creek at the 
Nathan Campus is much smaller and is not always running. Insect and frog calls are also 
shared natural sounds between Oxley Creek and Nathan. During the day it was noted how 
passing clouds and shade affect the intensity of the insect noise. Low light cases a large up 
swell in volume while bright light tends to diminish the sound. 

Human made noise, apart from the pitched Central Chiller Plant, air-conditioners 
and buzzing light poles, is also similar to both Oxley Creek and South Bank. Jet planes 
regularly fly overhead, and cars and trucks can be heard on a major freeway that runs only a 
kilometre away on the Eastern side of the campus. Local traffic can also be heard, especially 
motor bikes and bicycles, and, given that the campus is both a work and study space, the 
human made sounds of conversation, footsteps, skateboards and the playing of recorded 
music over speakers are always present to some extent. 

The sound that was unique to the Nathan campus, and not found in the locations of 
my previous projects, was the sound of two persistent security beeps. One was located on a 
business building and beeped regularly at quaver equals 30 on C natural and the other was a 
security beep on the ring road that beeped slightly quicker at quaver equals 37 and at a 
slightly lower pitch on C quarter-tone flat. Like the slightly out-of-tune air-conditioner that 
hummed a semitone higher there was a sense that these were meant to be the same but one 
had become affected by a lack of maintenance or had a fault of some sort. 

The two pathways through the bushland, the North Path and the Johnson Path, had 
the effect of muting much of the traffic sound and emphasising local bird, insect, frog and 
wind sounds. The sound of walking and conversation also became more noticeable in these 
quieter spaces. Both paths opened up onto the University proper. The Johnson Path entrance 
was less remarkable as it was a wider straighter route that to some extent was always 
coloured by the more sonically reflective space beyond the sound absorbing trees. The North 
Path was far more intimate and it was not until near the end of it that the Central Chiller 
Plant drone became the dominant background sound. 

Doppler effects were common from airplanes overhead and the occasional 
accelerating or braking distant motorbike or truck. Crescendi and diminuendi effects were 
mostly the result of movement by the listener to and from many of the stable mechanical 
sounds found on the campus. Buildings sometimes masked these sounds (air-conditioners 
hidden in alcoves) and the rise in dynamic upon encountering them was often quite sudden. 
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Some spaces on campus were particularly resonant. The layered walkway near NT6 
in front of the Willet Centre (N53) had a large open space behind it in which sounds echoed 
and reflected off the glass and concrete walls of the lecture rooms and library located there. 
The intimate area bounded by N29, N63 and N50 had similar hard surfaces that allowed 
sounds to bounce around not only inside it but also through various narrow gaps between the 
buildings to spaces outside. Stairwells also offered environments in which sounds could echo 
and reverberate. 

The lecture theatre N63 0.01 was not particularly reverberant although it contained a 
sound system that allowed a wireless microphone to project sounds through inbuilt speakers 
in the ceiling. One sound could be projected throughout the space from multiple locations. 
When the doors were closed all sounds occurring within it were isolated from the 
surrounding environment making the room a very focused and controlled listening space. 

The Cinema (N02) and the small room next to it (N02 0.05) also offered controlled 
listening spaces. The Cinema had speakers to project sounds about the large open space. 
Like many other lecture theatres the floor was carpeted to reduce excessive reverberation, 
had various sound absorbing panels on the brick walls and curtains that could be arranged to 
cover the large projection screen. The small seminar room next door, N02 0.05, had no 
amplification system in it, had carpet on the floor, sound absorbing panels on the roof and 
was also not overly reverberant. 

Concept and Composition 

In The Circular Ruins 3 the Borges story of the same name was once again imagined as a 
bringing to life of the environmental soundscape. Man-made and natural sounds, as well as 
man-made and natural spaces, were once again to be seen in a relationship that located the 
real in the phenomenon of the objective, opposing simulacra forming aesthetic or social 
judgments, focusing on what is, rather than what should be. The magical coming to life of 
the dreamed man (or soundscape) and the experience of the immanently real are bound 
together in a sought for outward looking moment. However, in The Circular Ruins 3 a 
further step is taken and the immanent moment is transformed into a new vision of reality: a 
new formulation of the world is posed and a hybrid instrument emerges. The whole project, 
to this end, becomes a dreaming engine for the listener. Its operation is learnt in the first half 
and in the second half the listener controls the journey the engine provides, looking outward 
for the pathways to follow. 

My outdoor projects are an attempt to bring to life a sounding environment in which 
human made noise (traffic, planes, air-conditioners) and architectural interferences (sound 
reflected by buildings) intertwine with natural sound (wind in the trees, bird song, insects) 
and spaces (the sound distribution of the forest). By forging relationships between these 
sound worlds I believe it is possible to manifest a new ‘lived’ understanding of our place in 
the world: to embrace the ugly and the beautiful and to see the world unmediated, whole and 
complete. For those of us who can rarely escape the city this is an attempt to reimagine a life 
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with less distinction between isolated cultural experience and the everyday. By layering 
instrumental and environmental sounds I am hoping to activate a hyper-connective dream-
like process, in which previously unrelated materials combine to give shape to narratives 
that have long been lurking on the verge of consciousness. (from the programme notes for 
The Circular Ruins 3, see Appendix B) 

With the engine analogy in mind each of the musical items occurring during The 
Circular Ruins 3 is called a component, rather than a piece or a passage. Each of these 
components has relationships to other components and together they drive a process. The 
cello was imagined as an energy hub that worked in partnership with the percussion 
installation, as if a magical transfer of energy were taking place between these two 
components, despite their spatial separation. The cello component dispelled received 
energies in chaotic bursts while the percussion installation generated energy and projected it 
back. This relationship bore a resemblance to the pump-like functions of a heart: drawing 
blood in and sending it out. 

The seminar room N02 0.05 contained the most personal aspect of the work. This 
dark space had placed within it materials that outlined the motivations that drove me 
instinctively to create these projects, specifically referencing the moment I experienced in 
the Montmorency park. The Cinema (N02) next to it contained a collection of materials that 
came from or documented The Circular Ruins 1 and 2. The Cinema was something of a 
reference library for The Circular Ruins 3. These elements combined formed a type of 
multimodal programme note, giving the listener background information about the work they 
were hearing, reframing conceptually the events occurring outside. 

As with my other projects The Circular Ruins 3 relied on the generosity of unpaid 
musicians. I was again fortunate to have many of the performers I had worked with 
previously, available for this project. This included Katherine Philp on solo cello, Angus 
Wilson on percussion, Andrew Ball on Saxophone, Brodie McAllister on solo trombone and 
many of the same trombonists involved in the two previous works. Included in this were the 
flautists Hannah Reardon-Smith and Jodie Rottle, both experienced improvisers, double 
bassist Michael Louttit, also an experienced improviser and someone familiar with my 
previous work, saxophonist Mat Klotz, a composer and improviser I had improvised with 
previously, percussionist Paul Lin, with whom I had worked with closely to develop many of 
the sounds for the installation, and volunteers from Queensland Conservatorium of Music, 
including four clarinettists, three French hornists and two additional percussionists. 

While the instrumentation was partly determined by those who could be involved I 
also sought to keep a consistent instrumentation between The Circular Ruins 1, 2 and 3. 
Grounding the instrumentation in this way I felt revealed more about the transferability of 
the principles across different spaces. I was also keen to involve more improvisers as the 
pieces moved from heavily notated works to freely assembled scores.  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Table 13. The timed layering of The Circular Ruins 3. The coloured areas indicate 
activity 

The Circular Ruins 3 was laid out according to the plan shown above in Table 13. The timing 
structure was based on a Fibonacci set, although it did not follow the pattern in its usual 
expanding sequence: 1, 1, 2, 3, 5, 8, 13, 21, 34 etc. Rather it used repeating fixed values in 

Cello Percussion Flutes Saxophones 
Trombone 

Clarinets Horns Trombones Double Bass

5:30pm Ecstatic flute 
moths

Horn and 
Clarinet 1 
Material

Birds, insects, 
teeth on reed, Bb 
drone

Fanfare (1,2,3)

5:38pm Shrieking solos Passage 2 
(excerpt)

Drones, 
improvising

5:39pm Solo Installation Move… Pitched cello 
material 

(1/1/2/3/1)

5:47pm Birds, Insects, 
Bb, G# drone

Fanfare (1,2,3) Drones, 
improvising

5:48pm Solo Installation Colourful Drones 
in Business 
courtyard

Horn, Clarinet 2, 
Passage 2

Fanfare (1,2,3) Passage 2

5:56pm Echo and repeat 
materials 

PULSE 

Move…

Echo and repeat 
materials 

PULSE

Echo and repeat 
materials 

PULSE

Drones, 
improvising

5:58pm Solo Installation Key clicks, 
graphic gesture, 
text in central 
area

Loud birds, 
insects, Bb, G#, 
B natural drones

Fanfare (1,2,3) Passage 2

6:06pm Move… Graphic cello, 
teeth on reed 
transitioning 
toward the chord

Drones, 
improvising

6:09pm CHORD CHORD CHORD CHORD CHORD CHORD CHORD CHORD

6:17pm WHISTLES WHISTLES WHISTLES WHISTLES WHISTLES WHISTLES WHISTLES WHISTLES

6:22pm Solo Installation Ecstatic flute 
moths

Horn and 
Clarinet 4

Melodic birds, 
drone melody

Fanfare (1,2,3) Passage 2

6:30pm C, C quarter-tone 
flat PULSE

Move… Sax solo 
Trombone 
PULSE

C, C quarter-
tone flat PULSE

PULSE PULSE

6:31pm Sax solo

6:32pm Solo Installation Colourful Drones 
in Business 
courtyard

Pitched cello 
material with 
repeats 

(1/1/2/3/1)

Faster melodic 
birds and loud 
interruptions

Fanfare (2,3) 

PULSE

Passage 2 Drones, 
improvising

6:40pm Move… Trombone solo 
(sounding the 
space) and sax 
drones

6:42pm Key clicks, 
graphic gesture, 
text in central 
area

Drones around 
ascending cello 
pitch

Fanfare (3) 

PULSE

Passage 2 

(ascent)

Drones, 
improvising

6:49pm WHISTLES WHISTLES WHISTLES WHISTLES WHISTLES WHISTLES WHISTLES

6:50pm
 

PULSE PULSE Hybird 
Instrument

PULSE PULSE

6:52pm SILENCE SILENCE SILENCE SILENCE SILENCE SILENCE SILENCE SILENCE
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freely applied ways. The number pattern used in assigning durations to each section centred 
on 8 minute blocks with small gaps between following this sequence: 8, 1, 8, 1, 8, 2, 8, 3, 8, 
5, 8, 1, 1, 8, 2, 8 (7,1), 2, 8. The saxophone and trombone trio broke this number pattern 
down further and divided the 8 minute period up at 5:39pm and 6:32pm into 1,1,2,3,1 minute 
divisions. This use of Fibonacci numbers was homage to the work of Mario Merz who is 
known for using this number sequence frequently in works like Fibonacci Sequence 1-55 
(Merz, 1994). 

The whole piece is divided into two parts around a central chord at 6:09pm, and the 
sounding of whistles at 6:17pm. The first half of The Circular Ruins 3 was intended to 
gradually build a sense of stasis, as though the musical material was thickening and 
congealing. This was imagined as an increasingly present chord. The clarinet component and 
double saxophone and trombone trio component had written into their material an increasing 
number of sustained chord notes. The flutes used the chord notes for creating melodic lines 
at the beginning and used sustained chord notes for sounding the business courtyard space. 
At 6:06pm the double saxophone and trombone trio moved towards only playing these 
sustained chord notes. While not building up the chord over the duration of the first half the 
notes were also heard in the cello solo and as a chord on the melodica in the percussion 
installation. At 6:09pm for eight minutes all instruments played the chord, shifting freely 
between the different notes of the chord. 

The field whistles that sounded across the space at 6:17pm reset the music, cleansing 
the space of the previous chordal imposition. They signalled a cessation. These field whistles 
were played by the performers resulting in a spatial arrangement that gave the listener a 
concept of the size of the performance space. The short echo-locating bursts were 
reminiscent of the whistles I had heard in a Parisian park at closing time, warning park goers 
that the gates were about to shut. Once everyone was expelled from the solitude of the park 
communal, vibrant, pulsing city life resumed. 

In the second half of The Circular Ruins 3, from 6:22pm onwards, the piece was 
designed to have an increasing sense of fluidity and the active pulse became the dominant 
shared element. The chord notes lingered but now occurred increasingly as melodic lines 
rather than as layered chords. At 6:42pm the clarinets used different pairs of rising chord 
notes, changing each minute, to create a sustained ascending line. Wild graphic gestures, 
taken from the solo cello music, complimented and enlivened this process. 

The heartbeat-like pulse notes in The Circular Ruins 3 were centred on a C, unlike 
The Circular Ruins 1 and 2 that centre the pulse and much of the music around a D natural. 
The D, however, remained the harmonic centre of The Circular Ruins 3 in many ways. The 
chord played at 6:09pm is made up of the overtones that surround D and G, the two most 
prominent notes occurring at the Central Chiller Plant. This use of these overtones constantly 
reframes the harmonic implications of the D and G (see Musical Example 36 below). 
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!  

Musical Example 36. The chord made up from overtones of G and D 

The B flat is the fundamental of a harmonic series that has D as the 5th note of that series. 
The F sharp is the 5th note of a harmonic series that has D as the fundamental of that series. 
The B natural is the 5th note of a harmonic series that has G as the fundamental and D as 3rd 
note of that series. The E flat is the fundamental of a harmonic series that has G as the 5th 
note of that series. The notes G and D are also present in the chord, with D being the 3rd note 
of the harmonic series that has G as the fundamental of that series. 

The pitches that were used for the heartbeat-like pulse, emphasised throughout the 
second part of The Circular Ruins 3 and heard at the very end, were in response to the 
regular sounding security beeps heard at a security phone on the Ring Road, just near the end 
of the Johnson Path, and at the official entrance to the Griffith Business School, just next to 
the lecture theatre N63 0.01. The C natural and C quarter-tone flat were not part of the chord 
from the first part of the piece, and when coupled with the pulse became a new element. 

The pulse was initially hinted at in the first part of The Circular Ruins 3 in the 
passage of music at 5:56pm in which all the instruments repeated and looped the material 
they were playing. The internal structures of the looped material remained irregular while the 
instigation of the looped sound became audibly regular. The C and C quarter-tone flat pulse 
was also heard at the start of each solo cello component, which put both security beeps 
together in the one mechanical gesture (see Musical Example 37). 

!  

Musical Example 37. Material from the cello component that layers the timings of 
the differently pitched security beeps 

At 6:30pm, for the duration of a minute, this gesture was played by the cellist as an isolated 
element, separated from the rest of the solo. The clarinets echoed this and played a very 
similar gesture at the same time. In order to perform a somewhat faithful version of the solo 
cello gesture the clarinets were asked to each silently prepare metronomes so that two 
performers played a concert C at a pulse of quaver equals 30, and two performers played a 
concert C quarter-tone flat at a pulse of quaver equals 37. While the two parts were not co-
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ordinated in the same manner as the solo cello component, the effect was largely the same. 
Trombones and double bass also played an uncoordinated, emergent version of the heartbeat-
like pulse on notes that oscillated around a C natural. This overlapping of the heartbeat-like 
pulse and the security beep music, heard in the cello solo and clarinets, established a 
relationship between these two elements, as if lurking in the University security system was 
a type of dormant life. In this way the pulse and the soundscape were linked, as they were in 
The Circular Ruins 1, when the pitch and rhythm was emergent from the reverse warning 
sounds of South Bank service vehicles. 

At 6:42pm the pitch began to rise in the clarinets and the trombones looped an 
ascending glissando. The music reached a point of breaking apart, the opposite of the stasis 
of the first part. Again, the whistles intervened. Rather than cleansing the space with 
intermittent soundings the sustained blasts intensified the space even more, rendering 
development of musical content impossible. The sound became an overwhelming human 
made insect noise. Pitch and the previously evolving musical process had been wiped out. 

The pulse, however, remained, as it had in The Circular Ruins 1 and 2, as a sonic 
objective event devoid of specific musical content. The trombones and horns sounded the 
pulse in unison, anticipating the delays caused by their relative distance to each other and the 
listeners located near the Dunn Memorial. 

At 6:50pm at the Dunn memorial, at the same moment the pulse sounded from the 
horns and trombones, the hybrid musical instrument was sounded. Visually and sonically it 
brought the layering processes of the entire event together into a singular form. A saxophone 
mouthpiece created the tone, which, via a pipe, was sent into the trombone, which then sent 
the sound to a megaphone placed in a large projecting cone. The sonic and physical 
properties of the instruments and amplifying devices became not only layered and reframed 
by each other but also morphed and intertwined. No longer playing stable pitches or rhythms 
its sounds were alien and referenced nothing around it. It was a unique objective part of the 
soundscape, just as were the pulses sounding from other parts of the campus. 

While the larger trajectories were being established in visceral and audible ways 
other elements remained relatively static and churned away in the background. The cello 
component and percussion installation, always overlapping, were two such elements. Due to 
their isolation (the cello being distant and soft and the percussion being masked in a closed 
room) neither work directly contributed to the audible layering of the overlapping 
components. From this observation I hoped the listener would infer that the reframing 
process of these isolated components was more conceptual in nature. In the programme notes 
I gave clues as to what my conceptual intentions were: 

The cello solo and the percussion installation are the most complete components so I 
ask that you spend more time in these locations. These components share a relationship. Like 
the two chambers of a heart, the percussion component generates energy while the cello 
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component releases it. (taken from my programme notes for The Circular Ruins 3, see 
Appendix B) 

In the Circular Ruins 3 I wanted to explore mapping that both requested specific 
tasks from the listener and allowed them some freedom to explore. I also wanted the listeners 
to operate more independently than they had in past projects. With this in mind I devised six 
maps labeled A through to F that each contained unique pathways through the first part of the 
work (see Figures 41, 42,43, 44, 45 and 46 below). The timings indicated on these maps 
allowed just enough time to get from component to component to hear the start of each. At a 
midway point (6:17pm) the timings were removed and the map requested that the listener 
explore freely until 6:50pm when they were asked to meet at a location near the saxophones. 
The only other component in the second half that still required a listener to be present at a 
specific time was the percussion installation. This was simply to avoid the door opening and 
closing repeatedly during each run of the events in the darkened space. 

My goal was to lead listeners away from the desire to seek safety in numbers. The 
map could provide a sense of security in that it outlined a set of instructions that needed to be 
followed: there were no questions about what to do or where to go, other than finding where 
the path lay. The insecurity involved in discovering how to navigate a work like The Circular 
Ruins 3, a musical work without the context of a stage or seating, was to some degree 
mitigated. For the more courageous or more explorative listeners the map allowed them to 
play a performative role in the work. The timings and directions made the listener a 
physically active agent in generating their own perceptions of the work. They were complicit 
in the process and thus were oriented towards the work in a way that they otherwise might 
not have been. 

The freedom of the listener’s movement in the second half I felt could occur given 
the listener had learnt the piece in the first half. The first half gave clues as to which paths to 
follow, where the musicians were located, gave listeners a sense of the soundscape and how 
the music functioned in it, and allowed the listener to decide where they might like to 
explore later. 
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Figure 41. Map A from The Circular 
Ruins 3 

!  

Figure 42. Map B from The Circular 
Ruins 3 

!  

Figure 43. Map C from The Circular 
Ruins 3 

!  
Figure 44. Map D from The Circular 

Ruins 3 
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Figure 45. Map E from The Circular 
Ruins 3 

!  

Figure 46. Map F from The Circular 
Ruins 3 

Flute Component 

The flute component of The Circular Ruins 3 came about through a number of different 
considerations and encounters. Firstly, I wanted an instrument that could move quickly and 
easily between three different spaces so an easily transportable instrument was required. 
Secondly, I wanted a high instrument that could project well over distance and also interact 
with insect and bird sounds while centring their material on a fixed pitch. Thirdly, the space 
and timing of the event suggested an instrument that could act as a gatekeeper to the events, 
as though the listener were entering an event that was ancient and ecstatic. Coupled with 
these compositional desires was the experience of hearing Hannah Reardon-Smith playing 
Brian Ferneyhough’s Casandra’s Dream Song for solo flute. Hannah’s sensibility to the 
layered, ruptured, dream-like functioning of Ferneyhough’s music suggested a huge range of 
sounds that could be explored in a more improvisational context. Similarly I had worked 
with Jodie Rottle on numerous musical projects and I was well aware of the incredible range 
of sonic resources that she could draw upon as an improviser. Hannah and Jodie were the 
ideal flute duo and each of them created sounds that suited the three flute-based components 
of the piece: 

1. ecstatic flute moth music and loud high shrieking solos 
2. exploring spaces with a number of colourful drone like pitches 
3. improvising freely on texts with key clicks and graphic gestures 
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The music and the techniques used were developed in workshops. The techniques explored 
included flutter-tongue, colour fingerings, singing and playing and using multiphonics as 
‘gateways’. The ability to focus on different notes in a multiphonic became a means of 
jumping from one pitch area to another. Speaking or growling text through the flute was 
another area covered and this was combined with key clicks and tongue rams to emphasise 
the attacks of consonants in this new vocabulary. This was a reference to the work of Vinko 
Globokar, specifically his Discours pieces in which instruments strive to create sounds that 
resemble spoken text in some way (Palmer, 2008). 

The flute music was notated in two pages of directions. The first set of directions for 
5:30pm focused on “bringing to life the inanimate”. Both players were located near electric 
lampposts. Their sounds, centred on a D, referenced the droning D that the lampposts make 
when switched on. Chord notes were given as a melodic contour (see Musical Example 38) 
as were a number of instrumental techniques. At 5:30pm these lampposts were not active so 
their role in reframing that environmental sound was lost although at 6:22pm (the second 
time this music was played), the lampposts were active and the environmental link could be 
made. The lack of a physical score in performance perhaps made their role confusing in 
regard to how a listener might direct their listening, although I still felt that the ancient 
origins of the instrument (and its sound) and the ‘ecstatic flute moth’ sounds the flautists 
made framed the entire event in a suitably mystical way. 

!  

Musical Example 38. Melodic fragment using chord notes, memorised by the 
flautists 

The second set of instructions for the flutes at 5:48pm focused on the sounding of the space 
in the business buildings using the sustained long notes of the chord discussed earlier (see 
Musical Example 39 below). One cannot have a sound without a space in which to hear it. 
Our perceptions of sound are always coloured by it. In regard to hearing objectively out into 
the space I am interested in the listener perceiving what the sound is doing rather than what 
the sound is trying to say (a less empathetic and more functional denotative listening mode) . 
The reflective and intricate space of the business courtyard (see Figure 39 on page 117) 
provides many opportunities for the performer to explore. Echoes, the absorption of different 
wavelengths of sounds by objects in the space, sounds from different heights, sounds 
bounced around corners and up stairwells, and then all these affects combined in a duo were 
some of the musical resources the flautists could draw upon. The long repeated sustained 
notes, coupled with the movement of the performers about the space made it clear to the 
listener that the space was the centre of attention and that any subjective musical content was 
resultant rather than formative. 
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Musical Example 39. Flute chord notes 

The third set of instructions at 5:58pm asked the flautists to perform a text through the 
instrument using various techniques “as if trying to speak but being unable to”. The use of 
the text, the final paragraph from Borge’s story The Circular Ruins, was similar to the way 
the entire text had been used as an underlay with the electronic bee sounds in The Circular 
Ruins 1 and 2. Although only a fraction of the text was read, and it was similarly obscured, it 
layered into the collective sound the story itself. 

After the chord at 6:09pm and the whistles at 6:17pm the flute component processes 
repeated themselves. While the flutes added to the collective experience of the sound they 
did not function like the other components in reinforcing the move towards stasis in the first 
half or towards a wild fluidity in the second half. Their sounds were more like constant 
reminders of something immanent, other and unformed in the environment, in some ways 
creating the ground for the sounding of the hybrid instrument. 

Horn Component 

The three French horns were ideal instruments for their location. Each horn player was 
placed on a different level of a layered walkway in front of the Willet Centre (see Figure 36 
on page 116). Their series of Fanfares echoed behind them into a large open cavity, creating 
a sound reminiscent of alphorns echoing through mountainous valleys. They projected well 
from their relative heights and, coupled with the general volume the hornists were asked to 
play at, meant they could be heard both in the car park space directly in front of them and 
inside the campus proper.  

The French horn music, in the first part of The Circular Ruins 3, foreshadowed the 
pulse that came to dominate the second part of the piece. The three French horn fanfares, 
Fanfare Part 1, Fanfare Part 2 and Fanfare Part 3, developed a stronger sense of pulse in 
each sequential fanfare and settled increasingly on a C (see Musical Examples 40, 41 and 42 
below). The music was taken almost directly from Three in The Circular Ruins 1 which also 
employed the same global tactic: a growing regularisation of the rhythm. The original music 
was chopped up to emphasise this process and was reoriented around the security beep C, 
rather than the D of The Wheel of Brisbane. 
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Musical Example 40. End of Fanfare Part 1 (Horn in F) 

!  

Musical Example 41. End of Fanfare Part 2 (Horn in F) 

!  

Musical Example 42. End of Fanfare Part 3 (Horn in F) 

Fanfare Part 1 was a complete short piece. Fanfare Part 2 was broken up into section A and 
B. Section A had very little regular pulse, while section B grew stronger in pulse and began 
asserting the concert C. Fanfare Part 3 was broken up into three sections consisting of A, B 
and C and was purely a variation on the concert C pulse, with section A being the most 
complex in terms of pitch and subdivision, and section C being the simplest and most direct. 
The three horn players played simultaneously and layered these three fanfares, and their 
subdivisions in Part 2 and 3, in the manner laid out in the table below (see Table 14 below). 
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Table 14. Timed layering of the horn component  

Overlapping Fanfare Part 1 and Fanfare Part 2 with the highly pulsed Fanfare Part 3 meant 
this music was always swamped by much more irregular gestures. This was the tactic used in 
the first part of The Circular Ruins 3 (up to 5:58pm) when a growing sense of stasis was 
required. In the second part of The Circular Ruins 3 (from 6:22pm onwards) the overlapping 
irregular material of Fanfare 1 and 2 was stripped away so that just Fanfare Part 3 remained, 
intensifying the pulse, and driving the music forward. 

During each Fanfare improvised bird imitations were always welcome in the half 
valve sections, and bird song elements had been added from Passage 1 in The Circular 
Ruins 2. These additional songs could be freely played like an alphorn call in response to the 
resonant raised performance space. This resulted in occasional diversions from the layout 
above creating quite odd moments of Alpine wonder. 

Solo Cello Component 

The solo cello component had much the same role as it did in The Circular Ruins 1, 
producing intimate and often delicate sounds in response to a persistent environmental 
drone. It was not amplified in The Circular Ruins 3 so its sounds blended with the Central 
Chiller Plant only when the listener was in close proximity. The capacity of the instrument to 
colour the sounds to match the droning machinery noise was again explored through bow 
position, to the point that the bowing positions and fingerings became graphic and wild (see 
Musical Example 43 below). Pitched material also varied wildly at times as it broke free 
from the frequently matched environmental drones. Harmonic trills and bright tremolos also 

Horn 1 Horn 2 Horn 3

5:30pm Fanfare Part 1 

Fanfare Part 2 A 

Fanfare Part 3 A

Fanfare Part 1 

Fanfare Part 2  

Fanfare Part 3 B 

Fanfare Part 1 

Fanfare Part 2 (A or B) 

Fanfare Part 3 C

5:47pm Fanfare Part 1 

Fanfare Part 2 A, B 

Continue repeating

Fanfare Part 1 

Fanfare Part 2 B, A 

Continue repeating

Fanfare Part 1 

Fanfare Part 2 B 

Fanfare Part 3 A, B, C

5:58pm Fanfare Part 1 

Fanfare Part 1

Fanfare Part 2 A, B 

Fanfare Part 2 B, A

Fanfare Part 3 B, C, A 

Fanfare Part 3 C, A, B

6:22pm Fanfare Part 1 

Fanfare Part 1

Fanfare Part 2 A, B 

Fanfare Part 2 B, A

Fanfare Part 3 C, B, A 

Fanfare Part 3 A, C, B

6:32pm Fanfare Part 2 A,B 

Fanfare Part 2 B, A

Fanfare Part 2 B, A 

Fanfare Part 3 (any order)

Fanfare Part 3 (any order) 

Fanfare Part 3 (any order)

6:42pm Fanfare Part 3 (any order) Fanfare Part 3 (any order) Fanfare Part 3 (any order)

6:50pm PULSE PULSE PULSE
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helped create a sense of instability and rupture to the sound, reflecting the nature of the 
shifting and constantly filtered soundscape around the Central Chiller Plant. 

!  

Musical Example 43. Graphic notation from the cello component 

Given the Central Chiller Plant’s prominent D drone matched that of the Wheel of Brisbane 
in South Bank much of the material from One, from The Circular Ruins 1, was reused in 
some way. The notation of the material was changed from being metrically tied to a beat to 
being represented spatially. This allowed graphic elements to come into the music more 
seamlessly. The graphic material came from the transcribed sounds of the wavering air-
conditioner found near the entrance to the University proper. I had a desire to accurately 
notate the oscillation of A flat and E flat. Using the Sonic Visualizer application I managed to 
create a graphic representation of this oscillation (see Figure 47). 

!  

Figure 47. A segment of sound analysed using Sonic Visualizer detailing the pitch 
fluctuations of the wavering air conditioner 

This graph was traced and stretched and interpolated into the score of the cello component in 
different overlapping ways. The graph was used playfully as musical information rather than 
as the basis for accurately recreating the analysed sound. In the example above (Musical 
Example 43) one segment of the graph was used to indicate finger positions while another 
segment was used to represent bow positions. The ‘fi’ markings indicate a vertical scrape of 

the bow and the thickness of the lines determines the heaviness of the bow. 

Even though the actual sound alluded to by the wild graphic gestures was not present 
in the same space as the solo cello the Central Chiller Plant’s drones varied in intensity often, 
either in their transmission through the space to the listener or via small changes in the 
machinery itself. There remained a sense that the cello was playing a duet with the Central 
Chiller Plant and the sound of the plant was vital and rich, not a noise to be ignored. 

!  134

Chapter 6: The Circular Ruins 3



Other elements in the cello component included sustained soft long notes that took 
their pitch from the chord heard at 6.09pm. Each of these notes was played in balance with 
the drone coming from the Central Chiller Plant, reframing the harmonic implications of the 
drone. 

The cello component’s written score and the cellist’s location in a lit sheltered area 
preserved the familiar listener and performer relationship. The familiar inference was that 
something important was happening and that the quiet listener should pay attention through 
reflective modes of listening to the performance. When the links to the surrounding 
environmental sounds were recognised by the listener the performers role, and the music 
being made, was transformed: the listener looked and listened outward to the world, listening 
for more possible connections. 

Percussion installation 

The percussion installation was developed in close collaboration with percussionist Paul Lin. 
His unique instruments, and number of instruments, developed the core aspect of the piece. 
He had a large white resonating glass bowl (coloured by a red LED light in performance) 
which, when rubbed with a thick wooden stick, produced a rich sounding B flat. The sound 
was loud enough to activate the snares on a nearby snare drum. Paul had eleven snare drums 
and when these were placed in an arrangement around the resonating bowl (see Figure 48) 
all their snares became activated as the sound of the bowl intensified, creating a layer of 
fluctuating white noise. A large megaphone was also used to sound the sympathetically 
resonating snare drums by either directing sounds made through the megaphones at the 
drums or by using the loud clicks that resulted from turning the megaphone on and off. 

Additional instruments were added to the bowl and snare drum setup. A set of 
bamboo chimes was blown about by a pedestal fan and the resultant sounds were amplified 
by a wireless microphone connected to the room’s sound system. The bamboo chimes thus 
sounded throughout the space. A bird whistle was played and a melodica intermittently 
sounded a chord. The last element added was a hi-hat solo that was taken directly from 
Passage 4 in The Circular Ruins 2. The bamboo chimes sounded constantly throughout the 
installation, while the other elements worked together to create a musical structure. 

!  

Figure 48. The arrangement of instruments for the percussion installation. 
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The percussion installation was designed to be a simulation of the outdoors, although it was 
presented to the listener masked as the failed attempt of the dreamer in Borges story to give 
life to an imagined avatar. Inside the darkened closed room the resonating bowl referenced 
mechanical drones, the resonating snare drums referenced the wash of traffic white noise, the 
amplified and spatialised bamboo chimes were to create an impression of wind and the bird 
whistles were clearly fake birds. The chord played on the melodica and the hi-hat solo, taken 
from Passage 4 in The Circular Ruins 2, were musical counterpoints and were simulating 
my own musical actions that were actually happening outside the room. It’s feeling of being 
fake served its purpose. Once the listener left the space the sharp reality of the outdoor space 
was immediately made clearer. 

Apart from the chord and the hi-hat solo there was no composed music for the 
installation. The installation was created in rehearsal and an order of events was established. 
The darkened enclosed space was a far more powerful frame in orienting the listener toward 
a subjective dream-like experience than any inference a notated score may have made. 

Clarinet Component 

The clarinet component was located at the bottom of the Arena on the circular concrete 
platform surrounded by bushland and the sound of birds and insects. The clarinettists were 
placed under a red pop-up gazebo referencing the same idea of shelter that was established in 
The Circular Ruins 2: the shelter as a potential sacred semi-biological dream-space. 

The clarinet component used materials almost exclusively from the clarinet solo 
Passage 1 and the saxophone solo Passage 3 from The Circular Ruins 2. The bird and insect 
songs, which comprised the bulk of material for Passage 1 and 3, were almost the same in 
Oxley Creek Common as they were at the Nathan Campus of Griffith University. The idea of 
recycling previously composed material came from these similarities of the soundscapes. 
However, I also wanted to test the capacity of this material to evolve and adapt to a new 
space. To do this the older scores were chopped up into fragments, arranged on a sheet and 
then, in performance, reassembled freely (see Musical Example 44 below).  
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Musical Example 44. Sheet 2 of the clarinet component. 

Other sounds introduced into each sheet included the chord notes (increasing in number up 
to the chord at 6:09pm – Sheet 4), the chord notes arranged in a melodic sequence (from 
6:22pm – Sheet 5 and 7), the security pulses (at 6:30pm – Sheet 6), and the chord notes 
arranged in an ascent with graphic cello material (6:42pm – Sheet 8) (see Musical Example 
45).  

!  

Musical Example 45. Sheet 8 of the Clarinet component. 

The reassembly of each page was workshopped with the performers so that tactics could be 
developed and so that the intentions of each page were understood. On each page the central 
material was always meant to be the most dominant with the outer materials offering 
commentaries on this music. These ideas were written down onto a run sheet and they 
outlined what is written in the table below (see Table 15 below). 
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Table 15. Summary of the clarinet component run sheet 

Sheet 1 worked in combination with the Double Saxophone and Trombone trio, creating, in 
combination, short intermittent bursts of sound, contributing to the soundscape without 
overwhelming it. From Sheet 2 onward the clarinets functioned more as a quartet, interacting 
with each other like roosting birds and slowly built the elements of the chord heard at 
6:09pm. From Sheet 5 the emphasis was on melody, whether that be imitative of bird song or 
a derivative human equivalent. Sheet 8 was about letting go of bird song altogether and 
improvising more freely. These improvisations on graphical material were coupled with a 
timed sequence of notes, written out in the run sheet, which outlined a steadily rising pattern. 
This music focused on the human contribution to the environment, rather than referencing 
the sounds of the bushland. After over an hour of music that engaged with the space in some 

Time Sheet Action

5:30pm Sheet 1 Unformed fragments of material, bursts and space around the gestures, 

central material connected and linear (islands), teeth on reed like 

megaphone feedback

5:47pm Sheet 2 Lots of solos, generally a little quieter, calling to each other at times, 

other times claiming territory, allow fields of sound to emerge 

momentarily

5:58pm Sheet 3 Increasingly busy and loud, squabbling, asserting, occasional solos

6:09pm Alternate notes of the chord moving upward. Notes sustained, loud and 

long for the duration of the breath. Breaths between should be easy and 

comfortable. Not together.

6:17pm Whistles Blow short singular blasts on your field whistle roughly 20-30 seconds 

apart

6:22pm Sheet 5 Melodic, still keeping a sense of bird song, although mingled with a much 

slower human song, bird only passages at times, melody only passages 

at times

6:30pm Sheet 6 C and C quarter flat pulses (C at crotchet equals 30, C quartertone flat at 

crotchet equals 36) for exactly one minute only

6:32pm Sheet 7 Faster than Sheet 5, increasing interruptions, looped or repeated 

passages, still a sense of melody although less as you go, pace events 

according to visible star patterns (pacing of event added in rehearsal!)

6:42pm Sheet 8

6:49pm Whistles Loud sustained field whistle blasts for the entire 30 seconds

Chord 

Sheet 4 

"

Freely combine fingers and mouthpiece pressure according to graphics, 

as well as creating a slow ascent around the following pitches and times 

"
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way it was hoped the outward listening process was now an automatic assumption on the 
part of the listener; that reflective modes of listening were being applied to all sounds in the 
space. The inference was that the purely human contributions could now be heard as 
objectively part of the soundscape, and not as distractions from it or overly valued subjective 
statements. These sounds overlayed the trombone glissandi right up until the obliterating 
whistles at 6:49pm.  

Trombone Component 

The trombone component was placed on a bridge facing the performance space (see Figure 
49). The ten elevated trombones had megaphones mounted on microphone stands and when 
combined with the instrument’s natural projecting power they were almost always a layer in 
the collective sound of The Circular Ruins 3. The loud sounds projected well as the raised 
bridge assisted in bypassing many of the lower sonic obstructions. These sounds were 
coloured by feedback noise from megaphones and through the use of mutes. 

!  

Figure 49. Megaphones arranged along the bridge where the trombone component 
was situated  

The musical material used for the trombone component was the score from Passage 2 from 
The Circular Ruins 2. This score referenced train, airplane, and traffic noise from Oxley 
Creek common. At the Nathan campus the traffic and plane sounds were very similar, 
although the noise of a train was absent. It made sense to reuse this material, although in a 
very different way. In workshops leading up to the event it was decided the score would be 
approached differently every time the trombone component was active. Many of the 
performers had participated in The Circular Ruins 2 and some had been a part of The 
Circular Ruins 1. The shared knowledge was invaluable in building this component. The 
strategies developed in the workshops were documented in a run sheet, which also contained 
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additional musical material. The trombone run sheet is summarised in the table below (see 
Table 16). 

Table 16. Summary of the trombone component run sheet 

The focus on traffic noise and Doppler effects was designed to constantly undermine the 
global stability of pitch to some degree. The build-up to the chord at 6:09pm was thus not 
reinforced by the trombone component but rather served as a counterpoint to it: something 
for the those playing chord notes to push against in an effort to brake or hold back the flow 
of glissandi. Once the trombone component resumed after the chord the interpretation of the 
Passage 2 material became much freer, reinforcing the global movement towards flow. 
Individuals could go further with solos and embellishments, until the last iteration of 
Passage 2 where the trombones stayed on the third line of page 3 and looped the rising 
gesture (see Musical Example 46 below). 

Time Trombone Component Action 

5:38pm Passage 2 4th line of page 1, for 1 minute

5:48pm Passage 2 All play at different tempi

5:56pm Echo and repeat Repeat echo a phrase from Passage 2

5:58pm Passage 2 Each player starts on a different page (3 pages)

6:09pm Alternate notes of the chord, moving upward. Notes 
sustained, loud and long for the duration of the 
breath. Breaths between should be easy and 
comfortable. Not together.

6:17pm Whistles Blow short singular blasts on your field whistle 
roughly 20-30 seconds apart

6:22pm Passage 2 Somewhat embellished (additional trills, flutter-
tongue, microtonal excursions, extended free 
passages, repetitions)

6:30pm ¾ heartbeat-like pulse, varying pitch slightly around 
the C

6:32pm Passage 2 Broken up freely for solos: soft background, loud 
solos

6:42pm Passage 2 Ending at the 3rd line of page 3 which is 
continuously looped 

6:49pm Whistles Loud sustained blasts for the entire 30 seconds

6:50pm Pulse ¾ heartbeat-like pulse exactly one triplet early 
beginning one triplet before 6:50pm. Vary the pitch 
occasionally by either a quarter-tone or semitone 
around the C. Play this loudly and accented.

Chord 

"

Pulse (1 minute) 

"
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Musical Example 46. The looped ascending gesture from the trombone component 
that linked to and reinforced the rising clarinet material. 

Double Bass Component 

The other stringed instrument involved in The Circular Ruins 3 was the double bass. Michael 
Louttit is an experienced improviser and had attended the performance of The Circular Ruins 
1 and thus knew my work to certain degree. Given the similarities between playing the 
double bass and playing the cello he could easily rework the cello material in response to his 
location. Using similar sounds and techniques he developed an improvised interaction with 
the slightly wavering and oscillating air-conditioning unit near the tunnel of buildings into 
the campus proper (see Figure 37 on page 116).  

The double bass was originally imagined as a drone instrument alongside a tuba. The 
many air-conditioning units found across the Nathan Campus all drone loudly on either G or 
D and my plan was to reinforce this drone from time to time. When the tubist was unable to 
perform I decided to give Michael Louttit freer rein to improvise next to the air-conditioner 
with the least stable pitch. The run sheet given to him is outlined below (see Table 17 
below), although on the day of performance I requested that he take liberties with his role, 
given his knowledge of my work and his ability to craft fascinating improvised sounds.  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Table 17. Summary of the Double Bass component run sheet 

Cinema and Room N02 0.05 

The Cinema and small seminar room N02 0.05 suggested an entirely different way of 
reframing the events outside their walls. These spaces were used to give a historical context 
to the work and provide layers of background information. The Cinema contained 
information about all The Circular Ruins projects. Scores, sketches, notebooks and various 
editions of Borges’s shorts stories containing The Circular Ruins were arranged at the front 
of the room while a video recording of The Circular Ruins 1 played on the screen. All this 
information was easily accessible and available to read or watch. The door leading out of the 
cinema on its north facing side was left open and it led directly to the small seminar room 

Time Actions

5:38pm

5:39pm Fade out over a minute to silence

5:47pm Resume playing

5:48pm Fade out over a minute to silence

5:56pm Resume playing

5:58pm Continue quietly until the next cue playing with the flutes

6:09pm

6:17pm Blow short singular blasts on your field whistle roughly 20-30 seconds apart

6:30pm

6:32pm Resume playing freely in this period

6:49pm Loud sustained field whistle blasts for the entire 30 seconds

Freely respond to the droning air conditioner in your area. While matching pitch (as 
below) explore harmonics, sonority (mutes, bow positions) and exaggerate features (note 

intensities, or the instability of the sound) 

"

Alternate notes of the chord, moving upward. Notes sustained, loud and long for the 
duration of the bow 

"

Play the pulse written below for 1 minute only, occasionally varying pitch by up to a 
semitone but returning to the C 

"
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N02 0.05. This room contained the deepest and most personal historical information about 
The Circular Ruins projects and I left the dark space unlit. A light just outside the room did 
manage to faintly illuminate an internal wall. Upon this wall I stuck an enlarged print of the 
final paragraph from Borges’s story The Circular Ruins: the part of the story that looped in 
my head as I sat in the Montmorency park under a tree. Chairs were arranged facing this wall 
inferring it was something that should be noticed and read. Hidden around the corner, behind 
this wall in a tiny alcove, was my laptop connected to a large speaker. On the laptop was the 
still image of a tree and coming from the speaker was the sound of bees buzzing. The tree 
was the same tree I had sat under in the Montmorency park (see Figure 1 on page 3) and the 
bee sounds were layered with brief bursts of the sounds of the South Bank pump room that 
faded quickly into the sound of me reading what I had written after sitting under that tree 
many years ago. The reading and pump room sounds repeated and grew in volume over the 
42-minute length of the recording and looped back to the start once it had finished. The text 
of my experience in the park I rewrote by hand and placed on a table near the doorway. A 
pen and other bits of paper were also left there, inferring that someone else could contribute 
their experiences if they desired to. This aspect was kept secret but discoverable (see Figure 
50). 

!  

Figure 50. The setup of multimodal diary Room, N02 0.05 

All the active elements in the room were simulations. The tree was an image, the combined 
sound of bees, text and pump room was played back electronically, the Borges text was an 
enlarged reproduction, and the hand-written note was a rewrite of the original word-
processed text. However, these simulations, as opposed to the percussion installation 
simulation, pointed towards something real. The percussion installation was pre-built for the 
listener and had a clear shape and progression which preceded its hearing, while the 
elements in N02 0.05 pointed towards an event that needed constructing by the listener and 
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had no predetermined shape. The simulations in N02 0.05, when combined together, 
preceded something indeterminate.  

Double Saxophone and Trombone Trio 

The double saxophone and trombone trio combined the two most prominent improvisers 
from The Circular Ruins 2 Brodie McAllister and Andrew Ball, and brought in composer 
and improvising saxophonist Mat Klotz. Like other components there was a desire to carry 
through relevant elements from previous works. The insect noise at the Nathan campus was 
similar to Oxley Creek Common so it seemed apt to continue and develop this saxophone 
specific material in an improvised way. However, the materials for the trio component were 
less limited to what the instruments had played in previous iterations of The Circular Ruins 
given the improvisational strengths of the group. Rather the trio was seen as a synthesising 
group, as Four was in The Circular Ruins 1, who could take on materials from all the 
components and develop improvisations from them (see Musical Example 47). 

!  

Musical Example 47. Part of the trombone score from the opening 8 minutes, 
5:30pm-5:38pm, showing the use of various fragments from other pieces 

The double saxophone and trombone trio used similar notations to the Clarinets: a collection 
of 5 sheets containing various musical fragments that could be arranged freely and 
improvised upon. The sound fragments were sourced from all the other pieces being played 
(see Table 18 below), including the pieces using fragments from other The Circular Ruins 
projects. 
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Table 18. An outline of the different musical materials used on each sheet in the 
double saxophone and trombone component  

At two points in the second half of the work (at 6:30pm and at 6:40pm) free solos for 
saxophone and trombone (respectively) were heard. Each player in the trio had their own run 
sheet so the collective sound was not always predetermined but formed from the actions 
taken in the run sheet instructions. The table below outlines these collective actions and 
where they are different from each other (see Table 19 below). 

Sheets Trombone (Brodie) Saxophone (Andrew, Mat)

Sheet 1 Horn fanfares from Three (from The 

Circular Ruins 1), clarinet birds from 

Passage 1 (from The Circular Ruins 2), 

clarinet insects from Passage 3 (from the 
Circular Ruins 2), chord notes

Same as the trombone, although 

transposed

Sheet 2 Cello component pitched material including 
chord notes (from The Circular Ruins 3) 

Same as the trombone, although 
transposed

Sheet 3 Passage 2 (from The Circular Ruins 2) Horn fanfares from Three (from The 
Circular Ruins 1), clarinet birds from 

Passage 1 (from The Circular Ruins 2), 

clarinet insects from Passage 3 (from the 

Circular Ruins 2), more chord notes 

(fragments different to Sheet 1)

Sheet 4 Cello component graphic material and all 

chord notes (from The Circular Ruins 3)

Same as the trombone, although 

transposed

Sheet 5 Horn fanfares from Three (from The 

Circular Ruins 1), clarinet birds from 

Passage 1 (from The Circular Ruins 2), 

chord notes as melody

Same as the trombone, although 

transposed
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Table 19. Summary of the combined saxophone component and solo trombone 
component run sheets showing the overall structure of the group’s activities 

Sheet 2, played at 5:39pm, was repeated again at 6:32pm, creating connections between the 
first and second half of The Circular Ruins 3. While the materials were improvised upon this 
link was reinforced by internal subdivisions of the 8 minute duration, linking processes as 

Time Sheet Actions

5:30pm Sheet 1 Unformed fragments of material, bursts and space around the gestures

5:39pm Sheet 2 1 minute of drone notes (variously coloured) 

1 minute of freely organised material 

2 minutes of short bursts of material  

3 minutes of melodic material and trills 

1 minute of drone notes (variously coloured)

5:48pm Sheet 3/ Passage 2 Saxophones: Sheet 3 continuous sound 

Trombone: Passage 2, freely paced, continuous sound

5:56pm Sheet 3/ Passage 2 Saxophones: Sheet 3, repeat and echo a phrase (broken record, mechanical, constant)  

Trombone: Passage 2, repeat and echo a phrase from Passage 2 (broken record, mechanical, constant)

6:06pm Sheet 4 Saxophones: Freely combine fingers and mouthpiece pressure according to graphics, moving gradually towards the chord 

Trombone: Freely combine lips and slide according to graphics, moving gradually towards the chord 

6:09pm Arrive at notes of the chord, freely oscillating around the pitches but eventually settling on one and sustaining it. You can then 
move through the notes sustaining each one for a long duration. 

6:17pm Whistles Blow short singular blasts on your field whistle roughly 20-30 seconds apart

6:22pm Sheet 5 Combining human and bird song, taking breaks to listen and throw sounds out, communicating with other instruments, setting 
up spaces (abrupt stops or unisons, calm, decrescendos)

6:30pm Sax Solo

6:32pm Sheet 2 1 minute of drone notes (variously coloured) 

3 minutes of melodic material and trills 

2 minutes of short bursts of material 

1 minute of freely organised material 

1 minute of drone notes (variously coloured)

6:40pm Trombone solo Trombone: A free solo sounding the space with the projection cone (2 minutes) 

Saxophones: Continue drones under Trombone solo for 1 minute

6:49pm Whistles Loud sustained field whistle blasts for the entire 30 seconds (Mat only)

6:50pm Hybrid Trombone/Saxophone: Play the Hybrid instrument 

Mat Saxophone: silence

"  

Chord (in Eb) 

"  

Chord (in C)

Trombone: Play this pulse for only a minute, varying pitch slightly around the C, accompanying Andy’s solo. 

"  

Andrew Saxophone: A free 2 minute solo, exploring the space and previous material 

Mat Saxophone: silence
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much as the sounds themselves. The inclusion of this repeated element helped reinforce the 
concept of an objective frame or structure.  

As mentioned earlier the saxophone and trombone trio is a synthesising point for 
almost all the musical materials of The Circular Ruins 3. Only the percussion installation, 
flutes and double bass are not referenced directly. Reframing subjective musical materials as 
objective sonic events by linking them to ambient environmental sound necessarily includes 
referencing the most obvious sounds occurring in the environment. Once the piece has 
started this includes all the audible layered instrumental sounds. This layering creates a 
situation that is oddly self-referential. However, the musical components heard at the Dunn 
memorial, other than those sounding there, are half-heard and discontinuous and link more to 
the nature of the ambient soundscape than any notion that they might carry some subjective 
musical authority. This self-referential nature of objective listening was a source of 
inspiration for the hybrid instrument. As the listener listens out to the world they are listening 
as much to themselves as they are to the natural soundscape. Our music, our song, and our 
industrial noise making are our hybrid expressive voice.  

Ending 

Silence is conceived in my work as the listener’s perception of an absence of deliberate or 
intentioned musical activity. This could be the result of the musical engine being switched 
off or the piece being paused or stopped. The raw environmental sound is what is heard in 
these silences. The conceptual design of The Circular Ruins 3 allowed no silences (see Table 
13 on page 123). A component was always active. However, as a listener was not able be in 
all locations at once many of these simultaneous components went unheard. The listener 
through their movement created silences and it is in these moments that the rehearing of the 
soundscape occurred, much as was the intention at the very end of The Circular Ruins 1 and 
2. The musical reframing of the space happened as a regular process, rather than being the 
result of one, long sustained process. The greater length of The Circular Ruins 3 assisted in 
allowing more than a single moment to occur. I likened this process to breathing. The 
musical actions or activation of the componentry operates as a breath in, and once the 
activity stops, there is a release, or a breath out. 

The qualities to each of these silences varied with the overall structure of the piece. 
The first half silences were more expansive in feel as the musical materials tended to bind 
together in stable blocks (sound or componentry was more regularly on or off), while the 
silences in the second half were more tense and fragile as the musical materials were tending 
towards being less stable (sound or componentry tended to be more broken and intermittent). 
The final silence, after the sounding of the hybrid instrument and the distant pulse, still 
seemed to have more weight than any of the others. The listener was aware that the end of 
the piece was due but a certain amount of doubt remained as to when exactly that was to 
happen. The lingering expectation of more to come, while listening out to the soundscape, 
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created what I feel to be a very Deleuzean sense of immanence or a moment of pure 
objective reality. 
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Chapter 7: Conclusions 

The Circular Ruins is an ongoing project addressing the crisis surrounding the collective 
ignorance of noise issuing form city-based soundscapes. These works did not in themselves 
aim to solve the problems surrounding noise or noise pollution, but instead use these noisy 
sounds in combination with instrumental sounds to address and identify assumptions, and 
their accompanying listening modalities, that tend to deny cultural connections to the 
modern city-based soundscape. More works need to be made that address this disconnect and 
add to the ever-growing body of work that surround these ideas and that have been emergent, 
in different ways, for more than a century. The Circular Ruins humbly adds to and, to some 
extent, continues the works of John Cage (Cage, 1952), Iannis Xenakis (Xenakis, 2008), 
David Dunn (Dunn, 1979) and R. Murray Schafer (Schafer, 1981) to name but a few who 
have pioneered works in a similar vein. In a very important way nothing has been concluded 
in the creation of this collection of outdoor musical works, but rather a process has been 
enacted, and a contribution has been made in retelling our contemporary collective narrative. 
In the words of Donna Haraway “we need stories (and theories) that are just big enough to 
gather up the complexities and keep the edges open and greedy for surprising new and old 
connections” (Haraway, 2016, p. 101).  

The dissertation text, while making arguments for processual undertakings in 
directing listeners toward an awareness of, and identification with, a human culture of noise 
making, and connections with a fleeting ‘reality’, can only infer the desired experience. The 
accompanying digital book provides interactive images, sounds and video of the musical 
works, which also only infer the nature of the physical experience. Thus, important questions 
remain. 

How can the effectiveness of The Circular Ruins 1, 2 and 3, in altering the narrative 
that surrounds the ignorance of our noisy soundscape and our understanding of culture, be 
gauged? What aspects of the work might be identified as successful in bringing about an 
awareness of ‘the real’? To what degree are the principles which strive to create these 
experiences transferable from project to project and environment to environment? How do 
they change and what do these changes point to? 

To answer these questions, and to conclude this dissertation I have addressed them in 
reverse order. I look back over The Circular Ruins 1 and 2 and intersect their development 
with reflections on The Circular Ruins 3. In this way I chart the development of the three 
works against the seven principles employed in creating each project, tracking their 
transferability, and also ask how these principles might be activated in another iteration of 
The Circular Ruins. Feedback from two of my peers, Dr Stephen Emerson and Dr Erik 
Griswold (see Appendix C) who both attended the performance of The Circular Ruins 3, 
help locate specific points in the transmissive flux between the listener and the inferring 
musical work. Lastly, in the section titled ‘Final Thoughts’, questions and considerations 
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surrounding how this artistic research project contributes to understandings of noisy modern 
city-based soundscapes and notions of ‘the real’ are addressed. 

The Evolution of The Circular Ruins and the Seven Principles 

Environments 

The three environments chosen for The Circular Ruins 1,2 and 3 had different modern day 
cultural uses and were associated with various degrees of cultural sonic ignorance. In South 
Bank and at the Nathan campus of Griffith University (the sites of The Circular Ruins 1 and 
3) the noise mitigating processes in the environment became clear and pointed to what was 
not heard: city and mechanical noise mitigated by plant life, air conditioning units hidden in 
alcoves, the frequent use of headphones, music played from outdoor speakers in high density 
locations, and the placement of the Central Chiller Plant away from the centre of campus. 
The attempt to minimise the impacts of these sounds in these environments points towards a 
much less clear assertion. What was to be heard in their place? Does our city or work/study-
based culture strive towards a peaceful quiet? Is personal or musical discourse desired in 
these spaces? Is there a desire to hear what remains of a natural sonic environment? Or is it 
that sound needs to match visually powerful simulacra, which, in their creation of a vibrant 
hyper-reality, do not engage with the dull meaningless production of commodities 
(Baudrillard, 1994)? Does noise disrupt the simulated sense of the world?  

In The Circular Ruins 3 architecture also played a role in identifying the imposing 
aspects of human sonic culture, which could be perceived in the sonic relationship between 
the architecture and its surrounding natural environment. Architecture is heard as well as 
seen and the powerful reflective, echoing and sound projecting spaces between the hard 
surfaces of the buildings stood in direct contrast to the sound absorbing, intimate spaces of 
the surrounding bushland. In this work both types of spaces were explored ending with 
sounds in a boundary region between the man made and the natural space, as if to suggest a 
meeting point where the noisy human being and nature might meet. Oxley Creek Common 
seemed to shun human noise in a concept of nature that is devoid of humanity’s mark: the 
human being as silent witness as opposed to the noisy expressive interlocutor. The Circular 
Ruins 2 attempted a redress of this situation in combining noise-based expression and natural 
sounds. This process is in contrast to David Rothenberg’s approach (Rothenberg & Ulvaeus, 
2013) of playing improvised music through hydrophones to whales. While the whales 
respond to his personal instrumental language, and important questions arise as a result, I 
would imagine the whales being rather confused by these alien sounds. A whale would be far 
more familiar with the human sound of boat propellers. Making music with boat propellers 
would seem a more direct and collective way of communicating and interacting. 

In considering environments for new outdoor musical works, and further 
applications of my first principle, I imagine projects based in both the central business 
district and in more removed natural environments. The extreme locations make the 
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functioning of the principles far more overt. In the centre of a city the noise pollution levels 
are much higher and create a much better balance with the instrumental sound. Dr Griswold 
noted the imbalance that can arise in quieter spaces: 

Although there were many interesting musical ideas presented, I was not as 
convinced about the dialog of musical gesture and environmental sound as I was 
about the sounding of architecture. Maybe this had to do with balancing levels 
between man-made and environmental sounds, or perhaps to do with the balance of 
silence and sound in the musical material? (see Appendix C) 

The central city space also makes the work far more accessible and discoverable. South 
Bank has passing human traffic almost constantly and many who had no intention of 
attending the event encountered The Circular Ruins 1. The city space offers the same sense 
of encounter only with increased intensity. 

When considering more removed natural locations the accessibility and 
discoverability of the work is challenged. However, I want the listener to understand that 
human culture should not be seen as something separate to, or apart from, nature. Instead of 
the outdoor musical work relying on the listener’s chance encounter with noise and music in 
a city and work-based location to directly reframe their perceptions of a culture they are 
participant in, the placement of a reframing musical work in a removed natural environment 
relies on the listener carrying to the environment everyday cultural assumptions about our 
place, or lack of a place, in nature. That the listener does not encounter the work in an 
everyday context matters less. Having listeners actually attend such an event poses a very 
different challenge. 

The experience of Twilight, or the transition through it, had perhaps the greatest 
effect on the reception of each project. It lent the space a certain magic and mystery, 
suggesting transformation and the possible realisation of a ‘moment’ in which a listener 
might identify themselves fully with the world around them. The fading light matched the 
sound in the sense that objects seen clearly during the day were now partly hidden in the 
shadows cast by sunlight filtering trees and buildings. Light at this point in the day matched 
the fractured and filtered condition of outdoor sound. In future iterations of The Circular 
Ruins a change in the timing of the event seems unlikely. 

Soundscape and Musical Lexicon 

Each of the three soundscapes were surveyed using Schafer (Schafer, 1994) and Augoyard’s 
(Augoyard & Torgue, 2005) methods of categorisation, in support of my second principle. 
The compositional approach was to consistently spend time wandering around each 
environment, listening critically to the soundscape, as well as making recordings and 
transcribing them. Slowing down these recordings was a way of revealing hidden patterns 
that existed behind the slow surfaces of human perception. Birds in particular created 
intricate songs that, when not slowed down, were too fast paced to clearly hear and 
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transcribe. This awareness brought about the understanding that human interaction with the 
world exists on a particular plain and time scale. The ‘ownership’ of this experiential plain 
goes hand in hand with the ownership of the noisy soundscapes generated by modern human 
cultures. This poses questions about out symbiotic relationship with other species: how do 
our time scales and perceptions interact? 

The many shared environmental sounds across the modern city and urban 
soundscape of Brisbane permitted me to use largely recycled musical materials in The 
Circular Ruins 3. Not only could the Borges story The Circular Ruins transfer from space to 
space and be retold in a way unique to each space, but the musical materials could also travel 
(given they maintained their relevance to the environmental soundscape) and then be shaped 
by their unique location. The clarinet component in The Circular Ruins 3 recycled material 
from The Circular Ruins 2 and took, at one point late in the piece, cues from the relative 
arrangement of the stars visible in the night sky to dictate pacing. The French horn 
component recycled material from The Circular Ruins 1. Instead of being arranged around 
the horizontal space of the Rainforest Green they were layered in a vertical space, unique to 
the Nathan campus. Materials were shortened and adjusted to match the pitch of the security 
beeps and new bird song material was added that allowed the horn players a chance to 
explore the echoing space behind them in the manner of estranged alphorns.  

The recycling of musical ideas suggests the development of a unique outdoor 
musical lexicon. Certain gestures, pitches and rhythms were identifiable as belonging to 
almost any outdoor space: glissandi, regular pure warning pulses, fragments of song, drones, 
text. Alongside particular sounds, are a lexicon of dynamics sounds: traffic and airplane 
Doppler effects, interruptions in transmission of sounds by other sounds, the sound of wind 
in the trees and in the ears. A future outdoor music may not need to reference the space 
directly but rather the music might speak in a language that is derivative of a type or quality 
of space: an urban lexicon of sound, a semi-rural lexicon of sound, a rural lexicon of sound, 
a beach-side lexicon of sound. This lexicon would still be heard as pointing outward towards 
the space around it. 

Instrumental Directions 

The majority of instruments used in each The Circular Ruins project were from the Western 
classical music tradition in accordance with my third principle. There were, however, some 
notable exceptions. The percussion quartet Four in The Circular Ruins used found sounds in 
the Percussion 1 part, inferring to the listener that the instrumental sounds were no longer 
separate from the soundscape but an objective part of it. The reframing of the soundscape 
through the lens of the instrument was thus abandoned (having served its purpose) in favour 
of playing directly with the environment itself in a last effort to orient the listener outward 
towards the objective world. This was more explicit in The Circular Ruins 2 when the 
percussionists used objects sourced from their performance environment to perform their 
parts.  
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In The Circular Ruins 3 instruments also had other roles. The percussion installation 
was indoors so the instrumentation intentionally played no role in reframing the soundscape. 
The field whistles in The Circular Ruins 3 and the use of megaphones at the end of The 
Circular Ruins 2 did not engage with environmental sound but instead were aimed at 
opening up the listener’s sense of space. However, Dr. Emerson mentions that on the 
sounding of the field whistles in The Circular Ruins 3 “the immediate response it provoked 
from the birdlife in the area could not have been anticipated” (see Appendix C). 

The hybrid instrument, which combined saxophone mouthpiece, hose pipe, 
trombone, megaphone and projecting cone at the end of The Circular Ruins 3, functioned 
initially much like the brake drums and metal pipes of Four. The reframing of environmental 
sound was no longer the focus at this final point in the piece, given that the merging of 
soundscape and cultural space should have become apparent to the listener (whether 
explicitly or intuitively). The hybrid instrument, in contrast to the found objects of Four, 
combined the now discarded frames of the previous instrumentation (quite literally), and 
sounded a new emergent music: a new human contribution to the objective soundscape.  

I imagine a future outdoor music populated by evolving hybrid instruments. If the 
listener assimilates the environmental sound into their cultural understanding of the world 
through the use of familiar musical instruments, the instrument then becomes somewhat 
redundant. The listener can still enjoy its interactions with the soundscape but the instrument 
remains a marker of a separation between human culture and the natural world. The hybrid 
instrument addresses that to some extent. 

Layering and Installation 

The fourth principle of The Circular Ruins is in many ways the most easily documented, as it 
is perhaps the most intentional and controlled aspect of the works. The large-scale layering 
concept and the resultant macro musical architecture, as outlined in Table 2 (The Circular 
Ruins1) on page 61, and Table 13 (The Circular Ruins 3) on page 123, is central to the 
catalysing process of the outdoor musical work. The Circular Ruins 2 was dependant on the 
listener to create a layered experience, rather than an informing or guiding macro structure.  

Alongside the difficulties arising from a lack of instrumental sound projection in The 
Circular Ruins 1 and 2, as discussed in the reflections in chapters 4 and 5, the cello 
component in The Circular Ruins 3, while not required to contribute to the layering of sound, 
was at a significant distance from the other pieces. None of the other music could be heard 
from its location and its isolation also seemed to alienate it from the conceptual discourse to 
some degree, despite the programme note mentioning its function. Dr. Griswold, in his 
reflections on the performance, suggested the cello component prompted a linear mode of 
listening, which was not my intention. I wonder if the performer’s intensity, the cello itself or 
the more composed nature of this piece distracted the listener too much from its interactions 
with the Central Chiller Plant? Dr Emerson notes the “unflattering position/acoustic” (see 
Appendix C) that the cello was placed in. Is the noise of the machinery too unapproachable 
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in this context? While the cello was meant to confer cultural value to the noise it may have 
been that the cello was too culturally valued by some to permit noise to enter into its sound 
world, resulting in the noise of the Central Chiller Plant being perceptually blocked rather 
than included. The highly reflective listening modality that we associate with a relatively 
soft-spoken cello seems protected by a process of needing to listen in to it rather than 
listening out to the louder and more brash brass and wind instruments.  

The Circular Ruins 3 introduced the notion of installation, reference library and 
multimodal diary room to the global reframing process. All of these components operated 
indoors and were thus separated from the frame of the active, in-time, musical processes 
occurring outside around them. These contemplative, narrative forming, subjective spaces 
made it clear what the outdoor music was not. As Dr Emerson notes: 

Showing the film of the first [Circular Ruins project] in the cinema did underline the 
relationship to the previous ones but did highlight the essential gulf between the live 
event and its documentation that, ultimately, turns it into something else. (see 
Appendix C) 

As each project expanded in duration there was always the threat that The Circular Ruins 2 
and 3 would take on the character of an installation; a work with no temporal beginning or 
end. The installation is constantly active, but the elements can be constantly revisited and 
examined freely in time. In contrast a piece of music gives a trajectory to the experience of 
time. Moments can be lost and moments can be found in an unrepeatable adventure. The 
indoor components in The Circular Ruins 3 were included to also make this point of 
difference, emphasising the ‘in-time’ nature of the outdoor, by contrasting them with the 
‘out-of-time’ nature of the indoor experience. A future iteration of The Circular Ruins might 
return to a shorter time scale while maintaining aspects of the installation. 

Pathways and Maps 

To make the reframing processes in each project effective the listener was encouraged to 
become a participant in the realisation of the work. The fifth principle involved the creation 
of pathways for the listener, who used these pathways in what proved to be a difficult to 
anticipate manner. Reflections in chapters 4 (page 82) and 5 (page 111) highlight the way 
listeners responded to each work, often grouping together in response to the unfamiliar. The 
Circular Ruins 3 was designed to encourage a degree of solitude through the multiple 
simultaneous pathways presented. Dr Stephen Emerson provided this feedback: 

From the outset, I was very struck by the distinctly private nature of the experience. 
(I attended on my own and was very pleased I had done so.) Unlike the very public 
space of Southbank that in the earlier Circular Ruins that had been populated with 
people who were not there specifically for the event, the relatively deserted time and 
space of this event was striking.  It was held over 90 minutes at sundown on a 
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Saturday evening at a place – the central University campus - that for most of the 
week would obviously be heavily populated by people, moreover people one the 
move in many different directions. Wandering around such a space when it was 
largely deserted and with the natural light fading added a strikingly poetic dimension 
to the experience. Moreover the strategy of assigning six different paths for different 
individuals to follow ensured that the audience was not only spread across the 
environment but that their routes intersected rather than moving together in tandem.  
This enabled each person’s journey to seemingly be his/her own private path. (see 
Appendix C) 

By asking the listeners to follow one of 6 maps, I sought to both divide the audience, 
avoiding collective responses to the unfamiliar, and to deliberately manufacture a variety of 
trajectories through the space. Later the listener was free to explore and put into effect any 
listening strategies they had learnt in the first half, until a regathering point at the end. This 
combined listener strategies from the previous projects: deliberate marked and timed 
pathways from The Circular Ruins 1 and the free exploration of a constantly sounding space 
in The Circular Ruins 2. 

In The Circular Ruins 1 and the first part of The Circular Ruins 3 the rather strict 
schedules introduced a notion of clock time. This duality of clock time and musical time 
altered the listener’s engagement through both the fear of being late (or fear of missing out: 
‘FOMO’) and the acceptance of the individuality of experiencing time. The timings made the 
listener a performer or an agent in realising the work, inferring a relationship to the listening 
scores of David Dunn (Dunn, 1998). 

The strict timings of The Circular Ruins 3 coupled with the listeners movements 
along one of 6 different pathways meant that some listeners met each other as they moved 
from location to location, creating a sense of passing communality. As directions were 
quickly passed from one listener to another, or brief comments made, a sense of the piece 
was being formed, both from the comments made and the trajectories of each listener. 

In the second half of The Circular Ruins3, when the listener was free to explore, 
there was a danger that a sense of being lost might result. Dr Emerson reflected on this. 

The very detailed timings suggested for each path – with a degree of specificity 
reminding one of Cage – for me set up an interesting tension between compliance 
and the rather strong desire to savour in my own time the moments and unique 
sonic/spatial relationships.  One was loath to move on when sounds from different 
sources/directions intersected, especially when the instrumental sounds were 
interacting with the natural sounds of birds (kookaburras on one notable occasion) or 
the insects (cicadas).  One lingered happily intrigued by the relationships and 
grateful to have the chance to savour them.  As a result I was often some minutes 
behind the schedule suggested - demanded? - by my map and wondering if I’d 
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missed some precisely-timed happening.  Taking control over the pacing of what 
seemed to be my own private path was for me an important part of the aesthetic 
experience but, in fact, when, after the temporal centre had passed and we were 
encouraged to wander freely, I rather missed that tension. (see Appendix C) 

The map and its timed pathways provided a certainty, and mitigated the feeling that nothing 
was being missed, or was going to be missed. Without this certainty the listening process 
could stagnate and a type of boredom could ensue. The lack of timed events and movements 
in the second half ran the risk of denying the listener a sense of complicity. From discussions 
with listeners after the performance some preferred the timed movements and some resented 
them. Some felt lost in the second half and others felt much more comfortable. Dr. 
Griswold’s experience was quite the opposite of Dr. Emerson’s experience in this regard. 
“The maps were a great idea, however, I would have preferred not to have a schedule, as 
attempting to follow the timetable distracted me from experiencing the work (and gave me a 
feeling of FOMO)” (see Appendix C). 

Maps and the process of mapping are an evolving process. Three options were 
explored in The Circular Ruins and it seems that there are still many more possibilities to be 
considered. From a personal perspective the map became something of a barrier to the work. 
The listener needed to understand what to do and where to go and to be given agency, either 
freely or in a task driven way, but perhaps the map and timings could be made discoverable 
either in the space or more through the composition itself. The use of flags to locate people 
and entrance points was partly explored in The Circular Ruins 2 and 3, but I felt this could 
have been extended to include signposts or arrows along the paths as well. The map’s 
accompanying programme notes were also frequently ignored so a reliance on them to 
understand the map often led to some people being lost. Visual art continues to play an 
informing role with regards to orientation, with de Clario’s maps (De Clario, 1993) being an 
example (see Figure 2 on page 12). Pala Pothupitiye’s work, seen at a recent visit to the 2016 
Singapore Biennale, points to new layered cultural understandings of maps by reframing 
traditionally made maps with images from local history (see Figure 51 below). 
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Figure 51.  Taken from Pala Pothupitiye’s Other Maps Series, 2016 (my photograph 
of the work from the Singapore Biennale 2016) 

Personal Elements 

The title of my three outdoor musical works (The Circular Ruins), recitations and printouts 
of the Borges text, certain internal micro-compositional strategies, bee sounds, and the pulse 
were all elements that gave the project a sense of narrative or were elements that asserted a 
subjective authority, my sixth principle. This personal sharing was an invitation for the 
listener to find their own narrative frame within which to engage with the abstract musical 
work. Questions arise about how the composed music relates to the Borges story. 

Narrative 

Borges’s The Circular Ruins text (sometimes written out partially in programme notes, 
printed out and stuck on walls, or left for a listener to discover in certain spaces) and 
recitations of this text (played back over smart phones, heard underscoring the bee sounds or 
partly heard in flute improvisations) bound the listener’s sonic perceptions to this narrative in 
some way. There was no direct relationship between sound and text except in the percussion 
installation component of The Circular Ruins 3. The indoor installation, a musical depiction 
or simulation of the narrative, contrasted with the outdoor processes that were aimed at 
manifesting an experience through interweaving elements and processes, of which the text 
was but one. 

The biggest challenge of the global Borges inspired subjective architecture, in the 
context of creating an objective ‘real’ experience, was is its own annihilation. The 
architecture needed to lose its sharp edges and be confused with the world in which it 
operated. The music and the Borges text needed to not point at each other for validation but 
needed to point to a shared process of coming to understand the experience of immanent 
reality, or what I have called the phenomenon of the objective. The design of each project 
did this in different ways. The Circular Ruins 1 was perhaps the most succinct and 

!  157

 Chapter 7: Conclusions



deliberately led the listener to explore a gradually expanding space right to the limits of the 
acoustic horizon where the frame of the music dissolved into the distant soundscape. The 
Circular Ruins 2 and 3 relied on the listener’s volition to explore and gradually, through the 
interactions with the music and the soundscape, come to rehear these interactions as the life 
of the piece, rather than as a specific reference to Borges. Dr Griswold wrote of his 
experience with music and space, in which a fabled conceptual life (the heartbeat-like 
rhythm) is transformed into real active sonic life. 

For me some of the most powerful moments occurred when I stood in the middle of 
the campus area, in between the various performance stations, and was able to listen 
to the interactions between the ensembles playing simultaneously. For instance, from 
one position I was able to listen to trombones on the bridge, clarinets in the 
“amphitheatre,” horns from the walkways, and solo contrabass in a hallway. The 
coexistence of these musical textures, going in and out of synch with each other, 
provided a really unique listening experience. The distances between performers & 
the effects of architectural and environmental acoustic contributed to the fantastic 
interplay of musical materials. I was able to tangibly alter my experience of the 
music by physically moving through the in-between spaces. For instance at one key 
moment all the performers started pulsing in unison. As I moved away from the 
trombones and towards the contrabass, I experienced a phase-shifting rhythmic 
effect. (see Appendix C) 

Improvisation 

A shift from the internal micro-compositional strategies of The Circular Ruins 1 and 2, 
toward a more improvised approach in The Circular Ruins 3, marked a significant change 
from my original intentions when beginning this research project. In The Circular Ruins 1 
and 2 I had sought to maintain an aesthetic unity and felt that a tight control over all aspects 
of the composed sound would serve my goals and my research best. I wanted to avoid any 
recourse to overly unique or familiar improvised musical patterns, rhythmic or pitched. I also 
wanted the various pieces to share material to create a sense that the entire project was 
connected in some way and that some kind of narrative was discoverable, or thought to be 
discoverable, by the listener. Many of the compositional strategies I developed reinforced 
this overall concept. However, the composed works seemed overly detailed in some respects. 
The number systems of the pieces in The Circular Ruins 1, which bound them together, 
remained largely inaudible, not because the wave like motions they created were not audible 
but because the listening context gave these processes a diminished importance. The way the 
music referenced the soundscape and drifted across the space became more compelling than 
the internal organisation. The commitment of the performers was valuable in giving the 
sound intensity and purpose (or a sense that the music should be listened to) but the detail, it 
seemed to me, need not have been so great to require this of the performers. The space itself 
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compromises the audibility of detail. A different approach to creating scores needed to be 
considered for The Circular Ruins 3. 

In performing the improvised Codex scores (elisionensemble, 2011) of Richard 
Barrett I found that having a deep prior knowledge of his notated scores was invaluable in 
creating a sound world that was consistent with his musical concerns. Taking inspiration 
from this process I felt that a stable base of performers, who were familiar with my 
previously composed scores, could contribute in an increasingly more improvised manner 
while maintaining shared sonic interests. The shift in notation form The Circular Ruins 1 to 
The Circular Ruins 3 reflects this increasing trust I placed in these musicians. In helping 
musicians involved in The Circular Ruins 3 not familiar with my musical language, a series 
of workshops were conducted to assist in the process of familiarisation. 

The scores used as the basis for the improvisations (see Appendix A) still posed 
limitations and challenges on the performer. Fragmentary ideas were written out fully 
notated, limiting or implying which pitch and rhythmic choices might be made. This also 
preserved the musical connections across the work and to the environment. The workshops, 
conducted with performers, focused on how each piece was to be assembled from the 
materials provided rather than what materials to play. The interpretive tactics were not just 
imposed on the score by me but resulted, to some degree, from the collaborative nature of 
the workshops. 

The reworking of environmental sound into a cultural/musical frame, in The 
Circular Ruins 3, was thus less reliant on the internal compositional strategies of the pieces 
from The Circular Ruins 1 and 2 and more reliant on the engagement of the performer with 
the space. The subjective authority that might have been asserted through more deliberately 
composed scores was to some degree lost conceptually, but in real terms I felt it never really 
functioned. This loss of subjective authority at the micro level helped emphasise the 
subjective authority of its binding architecture. 

In future outdoor musical works the process might continue in this direction through 
asking improvising musicians to be involved (particularly those familiar with my work), 
creating scores that can be freely assembled, and conducting workshops to develop 
improvisational strategies. A balance between coherence and heterogeneity can be 
maintained this way refining the works from global structures to internally detailed 
expressions. 

Bees and Diary Room 

About the bee component of The Circular Ruins 3 (the multimodal diary room) Dr Emerson 
wrote:  

For me the most striking and powerfully evocative place within the environment - 
one that I returned to several times during the performance - was referred to on the 
map as the bees. Again I was very pleased to experience it twice entirely on my own.  
(On the third visit others arrived and so I left immediately.)  Quite apart from the 
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resonance of obvious symbolic associations of a hive and the dazzling stochastic 
complexity of the sonic texture, no explicit explanation was provided for the sounds.  
In fact one encountered the sound source by looking around into a small alcove in 
the far corner of the room where, suddenly facing a speaker (and a laptop) directly, 
the unexpected aural assault was strikingly dramatic.  And when turning back from 
there, on the wall one could read some of those wonderful words of Borges that 
evidently inspired more than just the title of the project. (see Appendix C) 

Until The Circular Ruins 3 the electronic bee pieces had little context for the listener. My 
intention was that the occurrence of the bees in The Circular Ruins 1 and 2 demanded from 
the listener some kind of conceptual resolution. The sounds belonged in place (there could be 
bees in any outdoor environment) and yet were completely foreign (they were electronic 
reproduced, unusually sustained and inflected by machine noise and text). Compositionally I 
was asking the listener to consider why such sounds occurred and what they meant in 
conjunction with the maps that indicated that they were a ‘memory component’. However, 
these sounds tended to go unnoticed by the listener. 

In The Circular Ruins 3 the bee sound was moved indoors and coupled with 
additional material, making this component a more focused experience. The proximity of 
this room to the Cinema, containing documentation of previous projects, suggested the space 
was related in some way: a multimodal diary room. In addition this room contained the text I 
had written after my experience sitting in the Montmorency park. This text, hidden in the bee 
sound and also as a hand-written note on a table, could begin to help decipher the room’s 
importance and the sense that this was a diary space. 

With or without the hand written note the unchanging insistence of the other 
materials in the darkened space somewhat negated the physicality and constantly evolving 
activity of the outdoor experience. It felt like ‘thinking’: turning elements over in one’s 
mind, recombining them and contemplating them. It also gave the listener a chance to think 
back on the events outdoors.  

On reflection I felt that perhaps the space was too removed from the rest of the 
work. Rather than being a place for the listener to move from, fuelled with ideas to intersect 
with the surrounding activity, it became a space in which to retreat from the challenging 
nature of the events outside. Future projects will continue to explore the bee sound in the 
outdoors but re-contextualised to provide more intentional meaning. 

Heartbeat-like Pulse 

The pulse heard at the end of each project was a clear reference to a heartbeat and bringing 
to life the space. It is a narrative reinforcing imposition of subjective authority from a 
compositional perspective. Dr Griswold points out in his reflections on The Circular Ruins 3 
(see Appendix C), that after a duration or number of repetitions, the pulse is an event in 
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itself, free of subjective colouration. One can move about the space and explore different 
alignments of the pulse. In The Circular Ruins 1 the pulse was heard at the limits of the 
acoustic horizon and became an identifiable marker of the acoustic space. In The Circular 
Ruins 2 the pulse was about drawing people together and creating a sense of ceremonial 
rigidity underneath a wild improvised trombone solo. In each case the pulse, through its 
repetition, embodied the shift from subjective narrative element to objective process and 
experience. 

The heartbeat-like pulse has become an element that identifies my outdoor work. Of 
most importance is that the function of the heartbeat-like pulse is maintained. As the pulse 
repeats and remains unaltered, surrounding the listener at a distance in the outdoor space, it 
becomes an objective sonic event rather than a subjective musical statement. There is no 
reason why another suitably repetitive musical element or unchanging sound source could 
not substitute its role. The sounding of ten or more similarly constructed hybrid instruments, 
at the end of a future project, would be an apt substitute. 

Windows on Silence. 

The last and seventh principle is perhaps common to any concertgoer. The silence at the end 
of a piece of music can be as powerful, or more powerful, than the sounds that created it. 
Outdoors, however, this particular type of final silence becomes merged with the 
soundscape. It can be a moment of bliss and a connection to the totality of the world, or a 
barely noticed moment where expectations are suspended. The Circular Ruins 1 built to this 
moment at the end of the project and The Circular Ruins 2, more loosely, did the same, while 
The Circular Ruins 3 created numerable silent moments within it. Future developments of 
this concept might include more moments of silence through the incorporation of more 
windows in the musical material or more space in the structures. Consequently the listener 
can be given more opportunity to experience the world objectively as the territory of 
immanent life.  

Final Thoughts 

The iterative application of the seven principles in creating each of the three outdoor musical 
works (the three limbs of the research tree in Figure 1 on page 3) produced not a circular 
rehashing of ideas but rather brought about a partial ‘ruination’ of this circular process which 
drew in and up, in a tightening spiral around the central themes. The research tree is 
designed to yield certain experiential outcomes (flowers, fruits) and with the creation of each 
outdoor musical work, tempered by changing environments, the methodological conditions 
(the roots), which ultimately create these experiential outcomes, are refined and shaped. The 
dissertation focused on the processes by which the methodology is formed and then refined 
in response to the experience of the work, while the digital book focuses more on presenting 
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a parallel experience of the work, which contains within in it an inferred explication of its 
formative methodology. 

The dissertation is an amalgam of many ideas and experiences which, when 
interrelated, suggest the complexity of the experience of the live work. Drawing on the 
context laid out in chapter 2 which references a field of direct influences in my work, the 
reframing processes of chapter 3 harness these immanent creative energies. However, these 
ideas or energies are not, in themselves, ‘the work’. The videos of each project contained in 
the digital book use various overlays, cuts and distortions to make the video more than a 
documentary, and the interactive sections can be played with to create new assemblages of 
sound and image, but these also cannot be mistaken for ‘the work’. When the dissertation 
and digital book are combined they create a third experiential space where personal 
experiences, literature, art, philosophy, methodology, video and interactivity meet. This rich 
space contains within it an understanding and experience that aptly substitutes for the 
understanding and experience the live event provides, at least for the purposes of gauging 
how my outdoor musical works answers my research questions.  

The experience of the live performance is the truest measure of the effectiveness of 
these works to the extent that they directly address the research questions posed. However, 
the outdoor musical work as catalyst for altering cultural perceptions and creating ‘real’ 
connections with the world, has far less certain outcomes than this chemical term ‘catalyst’ 
implies. The experience of a work that engages with an ambient soundscape is not 
consistently reproducible. The chance elements involved in the work always affect the 
outcomes. Sounds referenced in the music might be absent on the day, or cloudy weather 
might lead to a lack of birdsong, or the presence of other events in the space might cause 
extraneous sounds to unduly intrude on the work. While chance-based sounds were a 
functioning layer in the work they could rarely be predicted with total accuracy. The 
combination of dissertation and digital book in many ways locate a more reliable or stable 
experience of the work, even if it is less visceral. 

In creating outdoor musical works which address the ignorance of the noisy human 
soundscape I am aware that some degree of ignorance, collective or individual, is necessary. 
Functioning in the world requires, at times, a degree of sonic clarity and a degree of filtering. 
Listening modes vary and shift fluidly reflecting the needs and desires of the listener. 
However, noise’s predominant narrative, of harm and unwanted industrial by-product, is 
changing. These outdoor musical works, supported by this dissertation and digital book, are 
experiential contributions to the growing body of works that assert the cultural value of 
noise. 

The Circular Ruins 1, 2 and 3 all address the noisy soundscape as a means of 
locating ‘the real’. The works challenge the simulated nature of everyday experience and 
assert a culture of engagement with the sonic by-products of living in a modern city-based 
environment. The objective orientation of the artistic experience (the phenomenon of the 
objective) is driven by the experiences I had, and have, when reading Baudrillard and 
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Deleuze, listening to Edgard Varèse, Iannis Xenakis, Richard Barrett and Brian Ferneyhough 
or viewing works by Vermeer, De Clario, or Mario Merz. These experiences relate and 
connect to profound moments in my personal history. Together these influences locate the 
boundaries of a unique paradigm of artistic thought, that is articulated by the outdoor 
musical works that I have created, and the methodologies used to create them. 
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Appendix A: Scores 

The Circular Ruins 1 

One 

One (The Circular Ruins) for solo amplified cello and drone is a handwritten score finished 
on 17/3/2015.  

The top stave is for the left hand. It indicates bow position and small arrows indicate 
the angle of the bow (bow tip up, bow tip down etc.). Curved arrows indicate transition 
points. Dotted lines indicate movement of the bow vertically on the string, with the string 
indicated in the staff below. Occasionally extra bow pressure is suggested. 

The bottom stave is for the right hand. It indicates the instrument is to be played 
scordatura and is to be tuned to the environmental drone. The actual pitch is notated (rather 
than hand position) and string indications are marked. The second string (II) often sounds the 
D drone underneath other material.  
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Two 

Two (The Circular Ruins) for Soprano Saxophone and Percussion is a transposed hand-
written score finished on the 16/11/2014. 

The Soprano Saxophone part uses various colour fingerings indicated with 
downward pointing arrows and durations of flutter-tonguing (fltz) indicated by dotted lines. 
Where mutliphonics are written the fingerings are given. These fingerings are taken from 
Marcus Weiss and Giorgio Netti’s book “The Techniques of Saxophone Playing” (2010, 
Bärenreiter, Kassel). In the last section of the piece the saxophone is noted spatially, 
although small allowances need to be made for bar lines. Durations are indicated above the 
stave which suggest alignments of the saxophone material with the percussion part. 

The Percussion part is mostly self-explanatory. The r indicates a dampened sound. 

Occasionally spatially notated gestures occur in the first section of the piece as short free 
cadenzas. The instrumentation consists of 3 differently pitched ceramic bowls (pitch freely 
chosen), 3 woodblocks (high, medium, low), 3 temple blocks (high, medium, low) and kick 
bass drum. 
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Three 

Three (The Circular Ruins) for Three Horns Variously Multiplied is a transposed score 
notated in Sibelius finished on 9/4/15. 

Each of the three scores is essentially the same, apart from the tempo indications and 
the pulsed sections. They are to played together using a click track in each part to maintain 
tempo relationships so that a phasing effect results and so that the pulsed sections sound at 
the same speed across all three parts. The coordination between parts does not need to be 
precise. 

Performance indications are written in the score and the usual convention of 
indicating stopped sounds (+) and open sounds (o) is used. 

!  

!  186

 Appendix A: Scores



!  

!  

!  187

 Appendix A: Scores



!  

!  

!  188

 Appendix A: Scores



!  

!  

!  189

 Appendix A: Scores



!  

!  

!  190

 Appendix A: Scores



!  

!  

!  191

 Appendix A: Scores



!  

!  

!  192

 Appendix A: Scores



!  

!  

!  193

 Appendix A: Scores



!  

!  

!  194

 Appendix A: Scores



!  

!  

!  195

 Appendix A: Scores



!  

!  

!  196

 Appendix A: Scores



!  

!  

!  197

 Appendix A: Scores



!  

!  198

 Appendix A: Scores



Four 

Four (The Circular Ruins) for percussion quartet is a transposed score notated in Sibelius 
and finished on 9/4/15. 

The instrumentation is as follows: 

Percussion 1: metal pipe, triangle, crotales, tubular bells and 2 brake drums 

Percussion 2: 2 temple blocks, wood block and xylophone 

Percussion 3: crotales and vibraphone 

Percussion 4: field drum 

Each part is coordinated by references to clock times. These times were specific to 
the performance of The Circular Ruins 1, which began at 5:00pm. The Percussion 1 and 2 
parts are coordinated: Bar 3 of the Percussion 1 part is coordinated with Bar 1 of the 
Percussion 2 part. Percussion 4 has precise start times that link with Percussion 1 and 2 but 
paced the material freely within the bounds indicated. 

All performance indications and symbols are explained in the scores themselves. 
Mallet choice was left to the performers and was chosen to suit the location.  
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The Circular Ruins 2 

Passage 1 

Passage 1 for solo Bb Clarinet is a transposed hand-written score finished on 11/11/2015 

It is spatially notated and all performance directions are included in the score 
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Passage 2 

Passage 2 for solo Bb/F trombone is a hand-written score finished on 26/11/2105. 

It is spatially notated with various clock time cues and all performance directions are 
included in the score. It requires a straight mute, a Harmon mute, a megaphone and the use 
of a large projecting cone. 
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Passage 3 

Passage 3 for solo E flat Alto Saxophone is a transposed score (movements 1-4 and 
movement 6 are hand-written and 5 was notated in Sibelius) finished on 20/11/2015 

Movements 1 to 4 are spatially notated, although pulses are marked on a line under 
the stave in Movement 3. Movement 5 is played at increasingly slower speeds on each 
repetition and Movement 6 is improvised. Sustained notes are marked with a line extending 
from the note-head and all other notes are short. All other performance directions are 
included in the score. 
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Passage 4 

Passage 4 for solo percussion is a hand written transposed score finished on 5/11/2015. 

The instrumentation is hi-hat, Glöcken, 3 drums (high, middle, low freely chosen), 3 
cymbals (high, medium, low with a chain draped over its surface), woodblocks, ball bearings 
and bass drum.  

The hi-hat stave has 3 lines indicating open, half closed and fully closed states. The 
Glöcken are notated on the treble staff. The drums and cymbals also have a three lined staff. 
Indications are given as to which mallets to use and include the use of a bow. The 
woodblocks and ball bearings are added to the surface of the bass drum to create a secondary 
layer of sound and during the bass drum rolls. All other performance indications are included 
in the score. 
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Volunteer Sheets 

The Volunteer sheets included practical information, performance directions, a map and 
musical materials. The maps have been left off some of these sheets, as they do not 
contribute to understanding the musical process. The maps have been left on others where 
performance information has crossed onto that page. 

Trombone Volunteers: 
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Clarinet Volunteers: 
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Saxophone Volunteers: 
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Percussion Volunteers: 
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The Circular Ruins 3 

Cello Component 

The cello component is a hand-written score finished on 24/9/2016. 

Except for the first repeated bar the score is laid out spatially. Notated pitches sit 
alongside graphic information, which extend the pitch material in some way. The cello is 
scordatura and the pitches are written as they sound. The line marked vertically on the score, 
at the beginning of nearly all the lines of music, indicates the position of both the left hand 
fingers (on the bottom) and right hand bow (on the top) between the bridge and the nut. 
When pitch is notated the left hand position can be ignored but the right hand continues to 
move according to the shape of its line. When the score is entirely graphic the position of 
both hands should relate to the vertical line. Thick lines in the right hand part represent 

increased pressure from the bow. The fi symbol indicates only a vertical movement of the 

bow. 
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Flute Component 

There is no score for the flute component, only the directions written below in the run sheet. 
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Horn Component 

The horn component was notated in Sibelius. While the three scores were played in various 
combinations no strict alignment of parts was required. All performance indications are 
marked in the score. 
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Clarinet Component 

The clarinet component was assembled from fragments of Passage 1 and 3, from The 
Circular Ruins 2, and graphic fragments from the cello component. The original scores were 
cut up and the fragments were stuck on a sheet of A3 paper. Sustained chord notes, melodic 
fragments and timings were added and written in freehand notation. The two lines on the 
page to be played from 6:30pm-6:31pm were split amongst the performers and were played 
with a metronome. Coordination was not required but a steady pulse was needed. All other 
performance directions are written in the score.  
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Trombone Component 

The trombone component used the score from Passage 2 (see above) and was played 
according to the directions on the run sheet, with the addition of chord, field whistle and 
pulse elements. 
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Double Bass (Drone) Component 

The double bass component (for Michael) originally included tuba (Matthew), as a 
partnering drone instrument. There was no score other than the passages included on the run 
sheet. 
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Saxophone Component 

The saxophone component was assembled from fragments of Three, from The Circular 
Ruins 1, Passage 1 and 3, from The Circular Ruins 2, and graphic fragments from the cello 
component. The original scores were cut up and the fragments were stuck on a sheet of A3 
paper. Sustained chord notes, melodic fragments and timings were added and written in 
freehand notation. All other performance directions are written in the score.  
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The score for the period between 6:32pm and 6:40pm is the same for the period between 
5:39pm and 5:47pm. 

There were two run sheets. The first is for the saxophone without solos (Mat Kloz in 
the performance) and the second is for the saxophonist with the solos (Andrew Ball in the 
performance). 
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Solo Trombone Component 

The solo trombone component was assembled from fragments of Three, from The Circular 
Ruins 1, Passage 1, 2 and 3, from The Circular Ruins 2, and the cello component. The 
original scores were cut up and the fragments were stuck on a sheet of A3 paper. Sustained 
chord notes, melodic fragments and timings were added and written in freehand notation. 
Passage 2 was used in full.  
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The score for the period between 5:48pm and 5:56pm is the same as Passage 2 (see above). 
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The score for the period between 6:32pm and 6:40pm is the same as the score for the period 
between 5:39pm and 5:47pm 
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1 minute of drone notes (variously coloured) 
3 minutes of melodic material and trills 
2 minutes of short bursts of material 
1 minute of freely organized material 
1 minute of drone notes (variously coloured) 
 
6:40pm: A free solo sounding the space with the giant cone 
 
6:42pm: Silence, prepare the Mega-saxo-bone 
 
6:50pm: Mega-saxo-bone 
 
6:52pm: Silence 
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Appendix B: Programmes 

The Circular Ruins 1 Programme Notes 

The Circular Ruins 
A composed enivornment by  

  

Benjamin Marks 

5pm, Friday May 15th 2015 

South Bank Parklands, Brisbane 

One for amplified cello solo - Wheel of Brisbane (5pm) 

Two for soprano saxophone and percussion  - Bridge to 
Rainforest Green (5:06pm) 

Three for three French horns variously multiplied - Rainforest 
Green (5:12pm) 

Four for Percussion Quartet  - Nepalese Pagoda (5:21pm) 
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The Argentinian writer Jorge Luis Borges (1899 – 1986) first published The Circular Ruins 
in 1940. The short story can now be found amongst others in the collection entitled 
Labyrinths. The story follows the trials of an unidentified man in his efforts to dream into a 
life a human being. Initially, via tutelage of a dreamed student, he fails, but then through 
meticulous imagining of internal organs (beginning with the heart) and ritual supplication 
before the deities of fire he succeeds. The only way the dreamed man can know he is a 
dream is that he is immune to fire: the fire that gave him life. The dreamer, his task now 
complete, then seeks to end his life. He walks into a raging bushfire only to find that he is 
immune to its effects and realises he too is a dream. 

“..the grey man kissed the mud, climbed up the bank without pushing aside (probably, 
without feeling) the blades which were lacerating his flesh, and crawled nauseated and 
bloodstained, up to the circular enclosure crowned with a stone tiger or horse, which 
sometimes was the colour of flame and now was that of ashes.”  

(Borges The Circular Ruins) 

One for amplified cello solo is a theme and variations. The theme, unavoidable during peak 
times in Southbank is the mechanical droning D made by Wheel of Brisbane. The carriages 
delicately squeak their way around and occasionally richer overtones emerge from the 
resonant frame of the giant circular structure. Through re-weavings of these sounds and the 
scrape of bow across strings a number of attempts at a musical statement are made, searching 
for a hidden energy and a way forward.  

“The stranger dreamed that he was in the centre of a circular amphitheatre which was more 
or less the burnt temple; clouds of taciturn students filled the tiers of seats; the faces of the 
farthest ones hung at a distance of many centuries and as high as the stars, but their features 
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were completely precise. The man lectured his pupils on anatomy, cosmography, and 
magic…”  

(Borges The Circular Ruins) 

Two for soprano saxophone and percussion is a three part sonic investigation of water. The 
first section uses material drawn from water sounds that have been slowed into an abstract 
digital algorithm. A fascinating hidden life resides in the sounds which are more the result of 
an analytical process than an observable reality. The second section reverses or reflects the 
previously heard material and partially freezes it into layered multiphonics. The final section 
reanimates the material into flowing scales, searching for a new way forward, or a new state 
of energy.  

“He dreamed that it was warm, secret, about the size of a clenched fist, and of a garnet 
colour within the penumbra of a human body as yet without face or sex; during fourteen 
lucid nights he dreamt of it with meticulous love. Every night he perceived it more clearly. 
He did not touch it; he only permitted himself to witness it, to observe it, and occasionally to 
rectify it with a glance. He perceived it and lived it from all angles and distances. On the 
fourteenth night he lightly touched the pulmonary artery with his index finger…” 

(Borges The Circular Ruins) 

Three for three French horns variously multiplied posts musicians at a distance from each 
other and uses the same musical material in each part, but played at different overlapping 
tempi. Some of the regular pulses share the same speed, however, and a listener is 
encouraged to move through the space to find and create various alignments and 
synchronicities. The sounds themselves are drawn from the signals and ambient noises (both 
natural and mechanical) of the immediate area. Towards the end of the piece a new type of 
synchronicity emerges. 

“He dreamt it was alive, tremulous: it was not an atrocious bastard of a tiger and a colt, but 
at the same time these two fiery creatures and also a bull, a rose, and a storm. This multiple 
god revealed to him that his earthly name was Fire, and that in this circular temple (and in 
others like it) people had once made sacrifices to him and worshipped him, and that he 
would magically animate the dreamed phantom, in such a way that all creatures, except Fire 
itself and the dreamer, would believe to be a man of flesh and blood.” 

(Borges The Circular Ruins) 
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Four for percussion quartet takes aspects of all previous musical materials and layers them 
independently into a pulsing, resonating sound machine. Co-ordinations split, pulses play off 
against each other and pitches blur around a central tone (the pitch of the unsounded bell 
which sits at the entrance to the Nepalese Pagoda). The music stops abruptly as a regular 
distant pulse sounds throughout the space. 

 

!  
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Composer: Benjamin Marks 

Benjamin Marks is a freelance musician based in Brisbane. He is a member of the 
ELISION Ensemble and specialises in the performance of contemporary music, 
including collaborations with visual artists and free improvisation. With ELISION, 
Marks has been involved in many recording and performance projects including the 
recent KAIROS release of chamber music by Brian Ferneyhough, a CD of solo and 
chamber music by Richard Barrett, Aaron Cassidy, Klaus K Hübler and Timothy 
McCormack on the CeReNeM label, HCR (Huddersfield Contemporary Records) 
among many others.
 
Marks also performs with ensembles throughout Australia and Asia including 
Camerata of St. Johns, the Singapore Symphony and  the  Queensland Symphony 
Orchestra. He recently premiered Ann Cleare’s triple concerto “To Another of that 
Other” with the RTÉ Orchestra in Dublin. Ben regularly gives solo recitals throughout 
Australia and has been a guest performer at the Australian Chamber Music Festival, 
Melbourne International Brass Festival and Bendigo International Festival of 
Exploratory Music. He is currently teaching trombone at the Queensland 
Conservatorium Griffith University. 

Performers 

Cello: Katherine Philp 

A graduate of the Queensland Conservatorium, Katherine Philp’s vibrant freelance 
career is characterised by a distinctive approach to playing and performance. She is 
currently the principal cellist of the chamber orchestra, Camerata of St John’s, and a 
member of Kurilpa String Quartet. Katherine also appears regularly with the 
Queensland Symphony Orchestra and with various chamber ensembles including 
Southern Cross Soloists and the Lunaire Collective.
Alongside classical performance Katherine also arranges and improvises. She 
works closely with Tibetan Singer and Instrumentalist Tenzin Choegyal, and has 
worked on a number of unique collaborations. These range from settings of Rumi 
poetry with Iranian musician Cievash Aryan, to performances with Monks from the 
Dalai Lama’s Namgyal Monastery.  In 2009 Katherine undertook an Asialink 
residency (supported by Arts Queensland and Australia Council) at the Tibetan 
Institute of Performing Arts in Dharamsala, India, where she studied Tibetan 
classical and folk music.
Katherine has a strong interest in contemporary classical music and has worked 
closely with Australian composers Elena Kats-Chernin, Matthew Hindson, Timothy 
Constable and Peter Sculthorpe. Katherine has also performed and collaborated 
with Didgeridoo soloist William Barton. She has appeared at many of Australia’s 
leading music festivals including The Australian Festival of Chamber Music, 
Canberra International Music Festival, the Bangalow Music Festival, Tyalgum 
Festival of Classical Music, Four Winds Festival and Woodford Folk Festival. 
Katherine has broadcast live and recorded for 4ZZZ, ABC Classic FM and Radio 
National.
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Soprano Saxophone: Andrew Ball 

Andrew Ball enjoys a diverse career performing as a saxophonist, composing and 
educating. He achieved an award with distinction in 2010 for his LMusA in 
saxophone and graduated from the Queensland Conservatorium with a Bachelor of 
Music (First Class Honours in Advanced Performance). Andrew is currently tenor 
saxophonist and resident composer with Barega Saxophone Quartet, and performs 
and tours regularly with BULLHORN nu-wave brass band, His Merry Men, and the 
Enthusiastic Musicians Orchestra (E.M.O) big band. In 2011, Andrew attended the 
22nd annual Université Européenne de Saxophone in Gap, France, studying with 
seven internationally acclaimed masters of the instrument. The same year, he was a 
featured soloist with Divertimenti string orchestra, performing Richard Rodney 
Bennett’s ‘Concerto for Stan Getz’. As a saxophonist, Andrew appears on two 
albums by the Con Artists big band; ‘Australian Made’ (2012), by the Queensland 
Saxophone Orchestra; ‘Kind of Loud’ (2012), ‘Ruthless’ (2014) and various singles 
by neo-soul band His Merry Men; and on Barega Sax Quartet’s 2015 album release. 
As a composer, he has recently been commissioned, recorded, and/or premiered 
nationally and internationally, by ensembles including Collusion, E.M.O, QLD 
Conservatorium Saxophone Orchestra, Andrew Kennedy, Con Artists big band, 
Argot Project, Diana Tolmie, and Queensland Youth Orchestras. 

Percussion: Angus Wilson 

Angus Wilson is a Queensland based percussionist currently completing a Master of 
Music (research) at Queensland Conservatorium Griffith University under Vanessa 
Tomlinson. Angus moved to Brisbane in 2011 after completing a Bachelor of Music 
in performance at the Victorian College of the Arts with Peter Neville. He is an active 
member of the music scene performing in a wide range of styles and genres, largely 
with a focus on contemporary music. Angus has collaborated and performed with 
ensembles/soloists/composers such as Elison ensemble, eighth blackbird, 
Kroumata percussion, Lisa Moore, Annea Lockwood, Queensland Symphony 
Orchestra, Kupka’s Piano and Ba Da Boom percussion. He has also performed at 
festivals such as Crossbows and the Brisbane Festival.

Ba Da Boom 
Focused equally on pre-existing repertoire, improvisation, and new works, Ba Da 
Boom has become an important laboratory for percussion in Australia, performing 
new music by composers such as Liza Lim, Erik Griswold, Jennifer Fowler, Gerardo 
Dirie, Michael Askill and Gerard Brophy.
They presented the Australian premiere of Steve Reich's Music for 18 Musicians in 
2003, Dada Drumming as part of the Queensland Music Festival (2004), River Styx  
as part of William Duckworth's I-Orpheus (2007), Re-connect  on scaffolding (2011), 
Ba Da Boom plays Xenakis (2012) performed with Kroumata in The Cage in US 
Festival (2012), Brass and Percussion at St. Johns Cathedral (2013) and with Mark 
Applebaum (2015).
Recent guest performing artists include percussionists Fritz Hauser, Jan Williams, 
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Kroumata, composer Martin Bresnick, pianist Lisa Moore and clarinetist Richard 
Haynes.
Ba Da Boom has a close working relationship with American/Australian composer 
Erik Griswold and presented the premiere of his Concerto for Prepared Piano and 
Percussion in 2007, and then toured it to the Percussive Arts Society International 
Convention in the USA in 2009. Ba Da Boom have a commissioned work from Chris 
Healy and Mark Applebaum, Nicole Murphy, Andrew Ford, John Rogers and Robert 
Davidson
In 2010 Ba Da Boom hosted the Australian Percussion Gathering which featured 
guest artists Kuniko Kato, Steven Schick, Phil Treloar and Sylvio Gualdo. Also 
included in this event was the epic 1000 Gongs, co-hosted by Clocked Out and 
curated by Michael Askill, The Environmental Music Day and more than 20 concerts 
of percussion music.
Ba Da Boom devised and produced the four-hour event Meditation Drumming with 
drummer David Jones, and the three-day Reflective Resonances in conjunction with 
the Buddha Birth Day Festival.
Their 2012 concert of percussion and piano music which featured Bresnick’s 
Cappricio Enfanticos and Antheil’s Ballet Mechanique was named the best classical 
music concert of the year in Brisbane by The Australian.
In addition to performing responsibilities they have recorded extensively for ABC 
Classic FM.
Ba Da Boom was founded 2003 and is directed by Vanessa Tomlinson.

Q Horns (Horn ensemble of the QLD Conservatorium) 

Brodie McAllister and the Trombones of the QLD 
Conservatorium 

With special thanks to Dale Truscott, Peter Luff, Richard 
Wenn, Vanessa Tomlinson, Paul Draper, Ysolt Clark and 
Brodie McAllister 

Sponsors: 

�  

!  277

 Appendix B: Programmes



 

�  

!  

!  278

 Appendix B: Programmes



The Circular Ruins 2 Programme Notes 

The Circular Ruins 2 
A composed environment by  

Benjamin Marks 

5:30pm to 6:30pm, Wednesday December 2nd, 
Saturday December 5th, Sunday December 6th 

Oxley Creek Common, Sherwood Road 

Passage 1 for Solo Bb Clarinet – Canoe Pontoon 
5:30pm, 5:45pm, 6:00pm, 6:15pm 

Passage 2 for Solo Bb/F Trombone – Pasture 
5:30pm, 5:45pm, 6:00pm, 6:15pm 

Passage 3 for Solo Eb Alto Saxophone – The Mound 
5:30pm, 5:50pm, 6:10pm 

Passage 4 for Solo Percussion – The Red Shed 
5:30pm, 5:50pm, 6:10pm 

!  279

 Appendix B: Programmes



!  
Jorge Luis Borges’s story The Circular Ruins follows the trials of an unidentified man in his efforts to 
dream into a life a human being. Through meticulous imagining of internal organs (beginning with the 
heart) and ritual supplication before the deities of fire he succeeds. The only way the dreamed man 
can know he is a dream is that he is immune to fire: the fire that gave him life. The dreamer then seeks 
to end his life, as his task is now complete. He walks into a raging bushfire only to find that he is 
immune to its effects and he realises that he too is a dream. 

When I first visited Oxley Creek Common I was struck by a sense of the tragic. The poles indicating 
flood heights and displayed snippets of historical information led me to wonder about other secret 
histories and tales that might have been lost or submerged over time. I became curious about what 
resonances the people who lived these stories might have left behind and I dreamed of a ritual action 
that might be able to magically recombine these lost resonances and perhaps bring about a miraculous 
new life. I wanted to detect the powerful human emotions that might be imprinted in the sounds of the 
landscape, lurking as much in bird song and crickets as in the planes and trains the have come to 
underscore modern life. I wrote music that took these sounds and squeezed them through various 
filters, with the intent of extracting ghostly essences. At the very end of this ritual these essences are 
released from the mouths of the performers through megaphones as distorted, twisted new bird songs.  

My first The Circular Ruins project took place in May this year at South Bank. In this project the 
pieces occurred sequentially in a specific order. In The Circular Ruins 2 the musicians play their 
music simultaneously. There is no set path to follow or a specific order in which to listen to the pieces, 
despite their serial titles. It is best to hear each piece from beginning to end as each piece has its own 
purpose and trajectory and it is through the filter of each solo work that we can best start to hear and 
create the whole. However, feel free to wander and explore. The solo pieces are by no means the only 
important sounds to hear! 

Passage 1 for solo clarinet takes bird song as its primary source material. Analysis of bird song I 
recorded around Oxley Creek Common revealed an incredible density of information contained in 
what initially sounded to me like simple pips and squeaks. Unique note sequences, repetitive gestures, 
microtonal fluctuations and glissandi all became the elements of a piece that refuses to rest, even in 
the face of harmonically stable material. Only a multiphonic, whose pitches are sourced from a leaf 
blower used in the area, suggests a stopping point, but even that wavers.  

Passage 2 for solo trombone explores the often long, loud and very present glissandi of trains, planes 
and traffic. At times these sliding sounds move in delicate counterpoint, but more frequently the 
violence and raw energy of these sounds invade and overwhelm everything else. Drones taken from 
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insects offer stability but even these are twisted by the angry feedback of a megaphone. A large cone 
has been built to project these sounds in specific directions.  

Passage 3 for solo saxophone is a suite of six short movements. Insect calls dominate the first four 
movements, utilizing both short bursting calls and a drone note that struggles to break free and find 
expression. The drone pushes against the rigidity and inflexibility of the bursts, which are, in order, 
chaotic, logically structured, mechanical and sparse but regular. A sudden scale passage ascends in the 
fifth movement, breaking the pattern with cadenza like freedom, but as much as movement forward is 
suddenly found, three multiphonics restore the stasis. The last movement is improvised around the 
drone, which, while free of the bursts, is still locked in microtonal struggles. 

Passage 4 for solo percussion has it’s rhythmic and pitch material taken from the sound of the gate 
closing near the dirt track that eventually leads to the secret forest. This slowed down ‘clang’ has been 
transcribed into a rhythmical grid, recurring throughout, with each ‘clang’ expressed differently 
through a variety of instruments and techniques. Conceptually the piece is an effort to keep the gate 
from closing. Each new instrument, or combination of instruments, lends new life to old materials, 
sometimes filling up the sound space and at other times letting the grid’s increasing sparseness speak.  

Volunteer Musicians play throughout the space, echoing and transporting the sounds of each soloist. 
Clarinets play short birdcalls, screeches and leaf blower drones. Saxophones play repeated insect 
bursts and insect drones. Trombones (located in the pasture) create fields of glissandi and echo the 
pitches of the almglocken, as well as playing megaphone-inflected drones. Percussionists continue the 
work of the solo percussionist, continually reinvented the ‘clang’ of the gate with new sounds.  

Composer 

Benjamin Marks is a freelance musician based in Brisbane. He is a member of the ELISION 
Ensemble and specialises in the performance of contemporary music, including collaborations with 
visual artists and free improvisation. With ELISION, Marks has been involved in many recording and 
performance projects including the recent KAIROS release of chamber music by Brian Ferneyhough, 
a CD of solo and chamber music by Richard Barrett, Aaron Cassidy, Klaus K Hübler and Timothy 
McCormack on the CeReNeM label, HCR (Huddersfield Contemporary Records) among many 
others. 

  

Marks also performs with ensembles throughout Australia and Asia including the Camerata of St. 
Johns, the Singapore Symphony and the Queensland Symphony Orchestra. He recently premiered 
Ann Cleare’s triple concerto “To Another of that Other” with the RTÉ Orchestra in Dublin. Ben 
regularly gives solo recitals throughout Australia and has been a guest performer at the Australian 
Chamber Music Festival, Melbourne International Brass Festival and Bendigo International Festival 
of Exploratory Music. He is currently teaching trombone at the Queensland Conservatorium Griffith 
University and the University of Queensland, and is mid doctorate focusing on the creation of outdoor 
music. 

Clarinet 

Brian Catchlove has studied at the Elder Conservatorium of Music in Adelaide, the Queensland 
Conservatorium of Music as well as a year of intensive study in Holland. Since 1993 he has been a 
clarinettist with the Queensland Symphony Orchestra and currently is Acting Associate Principal 
Clarinet. 
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In 1997 he performed at the Australasian Clarinet Conference held in Brisbane and has performed as 
soloist with the Queensland Symphony Orchestra in 1998 and 2000 and The Queensland Orchestra in 
2005 and 2009. Brian has performed with The Adelaide and Melbourne Symphony Orchestras, the 
Queensland Philharmonic Orchestra, the Australian and Queensland Pops Orchestras and the Southern 
Cross Soloists. He has also performed and recorded with Elision Ensemble, the Queensland Wind 
Soloists and Topology and performed at the Townsville Chamber Music Festival. His performances 
have been broadcast nationally on ABC classic FM and locally on 4MBS FM. Brian teaches at the 
Queensland Conservatorium Griffith University and regularly works as a tutor with the Queensland 
Youth Orchestra and the Queensland Education Department.  

Trombone 

Brodie McAllister is a versatile composer/trombonist whose focus resides in the blurred lines between 
notated and improvised contemporary art musics. His work is concerned with the exploration of 
space, collaboration and locational listening. Career highlights include premieres from Kupka’s Piano, 
WAYJO (McCusker Charitable Foundation 2012) and The Enthusiastic Musicians Orchestra. 
Performing alongside ELISION Ensemble, BULLHORN, The Mute Canary and Jazzkill Bandits. 
Brodie is looking to close off 2015 with the release of Jazzkill Bandits debut album, the premiere Ben 
Mark's DMA work "Circular ruins", performing in Clocked Out's 15th anniversary concert and a solo 
European tour at the start of 2016. 

Alto Saxophone 

Andrew Ball (2/12) enjoys a diverse career performing as a saxophonist, composing and educating. 
He achieved an award with distinction in 2010 for his LMusA in saxophone and graduated from the 
Queensland Conservatorium with a Bachelor of Music (First Class Honours in Advanced 
Performance). Andrew is currently tenor saxophonist and resident composer with Barega Saxophone 
Quartet, and performs and tours regularly with BULLHORN nu-wave brass band, His Merry Men, 
and the Enthusiastic Musicians Orchestra (E.M.O) big band. As a composer, he has recently been 
commissioned, recorded, and/or premiered nationally and internationally, by ensembles including 
Collusion, The Australia Ensemble, E.M.O, Barega, QLD Conservatorium Saxophone Orchestra, 
Australian Saxophone Orchestra, Andrew Kennedy, and Queensland Youth Orchestras.  

Emma di Marco (5/12, 6/12) is a talented young saxophonist hailing from Brisbane, Australia and a 
rising star in the Australian classical saxophone community. Praised for her impressive musicality and 
superb tone, she maintains a fulfilling portfolio career as a saxophonist, chamber musician, PhD 
candidate, educator, adjudicator, artistic director, and events manager. She is also a D’Addario 
Woodwind Artist and proud advocate for Rico Reeds and Accessories. In 2014, Emma conducted a 
highly praised national tour with performances in Brisbane, Sydney, Melbourne, and Hobart and 
followed this with multiple featured recitals at the XVII World Saxophone Congress and Festival in 
Strasbourg, France in 2015. As an educator, Emma is currently a sessional lecturer in saxophone at the 
Queensland Conservatorium of Music. Emma is also undertaking a Doctor of Philosophy (PhD) in 
Musicology at the Queensland Conservatorium Griffith University. 

Percussion 

Angus Wilson is a Queensland based percussionist currently completing a Master of Music (research) 
at Queensland Conservatorium Griffith University under Vanessa Tomlinson. Angus moved to 
Brisbane in 2011 after completing a Bachelor of Music in performance at the Victorian College of the 
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Arts with Peter Neville. He is an active member of the music scene performing in a wide range of 
styles and genres, largely with a focus on contemporary music. Angus has collaborated and performed 
with ensembles/soloists/composers such as Elision ensemble, eighth blackbird, Kroumata percussion, 
Lisa Moore, Annea Lockwood, Queensland Symphony Orchestra, Kupka’s Piano and Ba Da Boom 
percussion. He has also performed at festivals such as Crossbows and the Brisbane Festival. 

Volunteers in this project have been drawn from Corinda State High School, Corinda State School, 
and the QLD Conservatorium Griffith University. Every volunteer has contributed remarkably to 
the overall success of the project and the students from Corinda have been wonderfully supported by 
their teachers Karen Newham and Bevan Messenger, without whose support this project could not 
have taken place.  

With special thanks also to Vanessa Tomlinson, Paul Draper, Ysolt Clark, Nicola Clark and 
Brodie McAllister. 

� �

 

!  

!  283

 Appendix B: Programmes



The Circular Ruins 3 Programme Notes 

The Circular Ruins 3 
A composed environment by  

Benjamin Marks 

5:30pm to 7:00pm, Saturday October 8th 

Nathan Campus of Griffith University 

!  

My outdoor projects are an attempt to bring to life a sounding environment in which human made 
noise (traffic, planes, air-conditioners) and architectural interferences (sound reflected by buildings) 
intertwine with natural sound (wind in the trees, bird song, insects) and spaces (the sound distribution 
of the forest). By forging relationships between these sound worlds I believe it is possible to manifest 
a new ‘lived’ understanding of our place in the world: to embrace the ugly and the beautiful and to see 
the world unmediated, whole and complete. For those of us who can rarely escape the city this is an 
attempt to reimagine a life with less distinction between isolated cultural experience and the everyday. 
By layering instrumental and environmental sounds I am hoping to activate a hyper-connective 
dream-like process, in which previously unrelated materials combine to give shape to narratives that 
have long been lurking on the verge of consciousness.  
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My first The Circular Ruins project took place in May 2015 at South Bank, Brisbane. In this project 
the pieces occurred sequentially and the listener could move from one piece to the next. In The 
Circular Ruins 2 the musicians played their music simultaneously. There was no set path to follow or 
a specific order in which to listen to the pieces so the listener was free to explore. In The Circular 
Ruins 3 I ask that the listener follow one of the six maps (A, B, C, D, E or F) that is included with this 
programme. The map brings you into close contact with the various components and enables you to 
have a more intimate experience of the work. Once the temporal centre of the work has been reached, 
at around 6:17pm, you are encouraged to explore freely until the very end when I ask that you gather 
near the saxophones (at the northern end of building N12) at 6:50pm. 

Unlike my previous outdoor works there are no pieces as such. Each work is a component in a vast 
expressive machine, the different organs of an imagined body. As the listener moves the machine, or 
body, is activated, the listener becoming a flow of electricity, a flow of blood or the impulses of a 
central nervous system. The cello solo and the percussion installation are the most complete 
components so I ask that you spend more time in these locations. These components share a 
relationship. Like the two chambers of a heart, the percussion component generates energy while the 
cello component releases it. Please note the percussion installation in Business Lecture Theatre 1 
(N63_0.01) can only be entered at specific times (5:39pm, 5:48pm, 5:58pm, 6:22pm, 6:32pm) and 
you are encouraged to stay in this darkened space for the full 8 minute duration, entering from the top, 
through the main door, and exiting at the bottom, through the fire door.  

A film of first The Circular Ruins project will be playing in the Cinema (N02) and can be found 
online at https://vimeo.com/128869409. Copies of the Borges book Labyrinths from which The 
Circular Ruins comes and other written materials can also be found in the Cinema. You may read 
these at your pleasure, although a brief summary of the Borges story is given below. A small seminar 
room (N02_0.05) can be found behind the Cinema and in it is a multimodal diary entry that 
documents an experience I had after reading The Circular Ruins over 20 years ago in a Melbourne 
park.  

The Circular Ruins follows the trials of an unidentified man in his efforts to dream into life another 
human being. Through meticulous imagining of internal organs (beginning with the heart) and ritual 
supplication before the fire gods he succeeds. The only way the dreamed man can know he is a dream 
is that he is immune to fire; the very fire that gave him life. The dreamer, now old and his task 
complete, takes an opportunity to end his life. Surrounded by a raging bushfire he discovers that the 
flames do not harm him and he realises that he is the dream of another.  

There is no right or wrong way to approach this experimental work and if you follow the map 
and/or your ears I hope you will find it a rewarding experience. 

MUSICIANS 

Flutes: Hannah Reardon-Smith, Jodie Rottle 

Clarinets: Katja Pitkänen, Courtney Cook, Nathaniel Ah Kit, Ruby Johnson 

Saxophones: Andrew Ball, Mat Klotz 

Horns: Ryan Humphrey, Sunga Lee, Christian Fisalli 

Solo Trombone: Brodie McAlister 

Trombones: Noel Stephensen, David Scaife, Declan Goodsell, Catherine Stanley, Richard Sanderson, 
Sean MacKenzie, Rohan Osborne, Jamie Kennedy, Chris Thomson, Danny Horsford 
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Cello: Katherine Philp 

Double Bass: Michael Louttit 

Percussion: Paul Lin, Fraser Matthew, Jacob Enoka, Angus Wilson 

With special thanks also to Vanessa Tomlinson, Paul Draper, Ysolt Clark, Ariel Marks and 
Daniel Barkley
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Appendix C: Feedback 
Dr. Stephen Emerson 

Response to Circular Ruins n        (October 8th, Nathan campus Griffith 
University.)  
I had seen the video recording of the first Circular Ruins held at Southbank last year but 
being immersed in the space for Ben Mark’s third “composed environment” obviously 
offered an infinitely richer experience.  This last of the three seemed to be a fitting 
culmination of the overall project.  Showing the film of the first in the cinema did underline 
the relationship to the previous ones but did highlight the essential gulf between the live 
event and its documentation that, ultimately, turns it into something else. 
From the outset, I was very struck by the distinctly private nature of the experience. (I 
attended on my own and was very pleased I had done so.)  Unlike the very public space of 
Southbank that in the earlier Circular Ruins that had been populated with people who were 
not there specifically for the event, the relatively deserted time and space of this event was 
striking.  It was held over 90 minutes at sundown on a Saturday evening at a place – the 
central University campus - that for most of the week would obviously be heavily populated 
by people, moreover people one the move in many different directions.    Wandering around 
such a space when it was largely deserted and with the natural light fading added a strikingly 
poetic dimension to the experience. Moreover the strategy of assigning six different paths for 
different individuals to follow ensured that the audience was not only spread across the 
environment but that their routes intersected rather than moving together in tandem.  This 
enabled each person’s journey to seemingly be his/her own private path.  In fact the least 
comfortable passage for me was when a group of the audience were all walking back 
together from after the cello solo (which, by the way, had been a very distinctive if 
somewhat unsettling part of the event placed as it was in an unflattering position/acoustic 
furthest from the natural world surrounded by not just by buildings close by but with man-
made noise).  From there I was pleased to break away from the group when I could and 
return explore to my own private path at my own pace. The very detailed timings suggested 
for each path – with a degree of specificity reminding one of Cage – for me set up an 
interesting tension between compliance and the rather strong desire to savour in my own 
time the moments and unique sonic/spatial relationships.  One was loath to move on when 
sounds from different sources/directions intersected, especially when the instrumental 
sounds were interacting with the natural sounds of birds (kookaburras on one notable 
occasion) or the insects (cicadas).  One lingered happily intrigued by the relationships and 
grateful to have the chance to savour them.  As a result I was often some minutes behind the 
schedule suggested - demanded? - by my map and wondering if I’d missed some precisely-
timed happening.  Taking control over the pacing of what seemed to be my own private path 
was for me an important part of the aesthetic experience but, in fact, when, after the temporal 
centre had passed and we were encouraged to wander freely, I rather missed that tension.  
The design of the “composed” components responded beautifully with the nature of the 
selected environment moving as it does from a natural to a highly man-made space. One 
began leaving the road through a sheltered path that initially descended through a peaceful 
natural setting before rising towards the campus buildings.  The first sounds one heard – a 
solo trombone playing into a huge megaphone to the right-hand side, a flute behind and 
saxophones higher up, and shortly after some clarinets below on the left – resonated 
evocatively within the spatial sounds of the natural environment.  But as one approached the 
campus buildings, ascending to the increasingly artificial and distinctly less beautiful man-
made world, one was drawn to some more extraordinary sounds ahead.  In fact I initially 
walked past the room of the percussion installation (where, according to my map, I was due 
at a specific time) being drawn particularly to the exhilarating sounds of multiple horns. Of 
course such instruments sound wonderfully evocative in the open air but the positioning of 
them, not just in terms of spatial distance but at different heights  - with several of them 
placed on different walkways several floor levels above ground level - added a wonderful 
dimension.  The effect was very striking and, as I said, genuinely exhilarating.  
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Backtracking to the percussion installation I entered the initial darkness of the room late and 
with some trepidation – Was I too late? Was I interrupting? Had I missed something crucial? 
What would I find in there? Etc  The mysterious effect of the dark space worked in with 
sounds that were, at first, unidentifiable but, as one eyes became accustomed and as some 
focussed lighting came to illuminate some of the performers and instruments, recognisable 
forms/instruments  gradually revealed themselves both visibly and audibly. That move from 
the broad openness outside to that dark interior was effective (aesthetically and 
symbolically) but, after the prescribed 8 minutes, I was pleased to exit that enclosed room 
and return to the more enchanting sounds of the wider environment. 
The design of the composed environment cleverly enabled moving back and forth between 
natural-sounding and artificial-sounding sources.  The instruments of western classical music 
might not seem initially to be congruent with the complex natural sounds of birds and insects 
but it seemed to me that the relationships drawn were at times all the more effective because 
of the serendipitous collisions between them.  Among the most effective sections was when 
all the instrumentalists began to blow whistles that not only created a dazzling spatial 
resultant - a technique that is simply achieved - but the immediate response it provoked from 
the birdlife in the area could not have been anticipated.  As mentioned, not only space but 
height was used most effectively across the environment again notably in the placement of 
brass instruments.  The trombones that were spread across an overbridge marked one 
imposing boundary. 
The unprompted behavioural etiquette of people within the composed environment - both 
between the performing musicians and among the wandering audience - had an interesting 
dynamic.  I suspect that most of the audience knew each other personally and probably knew 
many of the musicians as well – as I did - but, given the potential for the music to seem a 
background over which one might greet friends and talk, there was nonetheless a strong, 
shared, unspoken sense that one was there to listen privately and respectfully to this rare and 
unique environment.  Only later did I read in the sheet written by the composer (and handed 
out at arrival) that he hoped “to activate a hyper-connective dream-like process, in which 
previously unrelated materials combine to give shape to narratives that have long been 
lurking on the verge of consciousness.” I would have had some scepticism had I read such 
words in advance but, in retrospect, they seem to me to capture, or at least point to, 
something genuine about the richly redolent nature of the experience.   
For me the most striking and powerfully evocative place within the environment - one that I 
returned to several times during the performance - was referred to on the map as the bees.  
Again I was very pleased to experience it twice entirely on my own.  (On the third visit 
others arrived and so I left immediately.)  Quite apart from the resonance of obvious 
symbolic associations of a hive and the dazzling stochastic complexity of the sonic texture, 
no explicit explanation was provided for the sounds.  In fact one encountered the sound 
source by looking around into a small alcove in the far corner of the room where, suddenly 
facing a speaker (and a laptop) directly, the unexpected aural assault was strikingly dramatic.  
And when turning back from there, on the wall one could read some of those wonderful 
words of Borges that evidently inspired more than just the title of the project.   
Overall this was a unique experience beautifully conceived, designed and executed to both 
respond creatively to the particular environment and to refresh our wonder at world that 
surrounds us – and not just the sonic world.  To me it succeeded to an unexpected degree in 
achieving its exalted aim of manifesting “a new ‘lived’ understanding of our place in the 
world.”            Dr Stephen Emmerson 

Dr. Erik Griswold 

The Circular Ruins 3 

Comments from Dr. Erik Griswold 
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This was an extraordinary event, part of a wonderful exploration of music, 
environment, architecture & literature. 

For me some of the most powerful moments occurred when I stood in the middle 
of the campus area, in between the various performance stations, and was able to 
listen to the interactions between the ensembles playing simultaneously.  For 
instance, from one position I was able to listen to trombones on the bridge, 
clarinets in the “ampitheatre,” horns from the walkways, and solo contrabass in a 
hallway.  The coexistence of these musical textures, going in and out of synch with 
each other, provided a really unique listening experience.  The distances between 
performers & the effects of architectural and environmental acoustic contributed to 
the fantastic interplay of musical materials.  I was able to tangibly alter my 
experience of the music by physically moving through the in-between spaces.  For 
instance at one key moment all the performers started pulsing in unison.  As I 
moved away from the trombones and towards the contrabass, I experienced a 
phase-shifting rhythmic effect.   

Of the individual sound textures, the two that stood out the most for me were the 
trombones on the bridge and the multi-story horns.  In those sections the musical 
material combined with the volume and projection of the instruments to produce a 
palpable sense of “sounding the architecture.”  Both provided, for me, a unique 
and satisfying listening experience. In several other pieces - the clarinet ensemble, 
the saxophones & trombone configuration, flutes in the forest the sense of 
sounding the architecture was less pronounced, but there was more interaction 
between environmental sounds and musical materials.  As the performance 
progressed and day turned to night, bird and insect sounds began to coalesce with 
the music.  However, although there were many interesting musical ideas 
presented, I k as convinced about the dialog of musical gesture and environmental 
sound as I was about the sounding of architecture.  Maybe this had to do with 
balancing levels between man-made and environmental sounds, or perhaps to do 
with the balance of silence and sound in the musical material? 

 The larger sound works were complimented by smaller and more intimate 
experiences with percussion and solo cello.  These were sonically separated and 
stood apart from the other components of the overall work.  These compositions 
appeared to have a more narrative or linear nature (especially the cello work), and 
invited a different mode of listening.  Whereas in the case of trombone & horn 
ensembles, changing ones position in relation to the work actively seemed to be 
part of the “game,” the percussion and cello performances invited a more 
conventional listening perspective.   

The maps were a great idea, however, I would have preferred not to have a 
schedule, as attempting to follow the timetable distracted me from experiencing 
the work (and gave me a feeling of FOMO).  Would it work to just have a map, and 
put each work on some sort of cyclic performance schedule?  An alternative 
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strategy that was suggested by someone on the night (I forgot who mentioned it) 
was to start the piece with all the ensembles playing, and the audience in the 
middle, so that we could then locate the various components of the piece by 
sound.  

Congratulations on a really engaging new work!
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