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Session 1 – Urban and Mobile Music / Sound
Michael Bull (University of Sussex)
Sounding Out Cosmopolitanism: Mobile Communication Technologies and Recognition


The cosmopolitan city is inscribed empirically, epistemologically and morally within Western cultural discourse. The centrality of cosmopolitanism to the health and wellbeing of urban culture is described by Silverstone in the following terms: ‘In the ideal world such a figure is mobile, flexible, open to difference and differences. And such a figure is no longer seen as marginal but rather as central to the civic project’ (Silverstone 2005:12). In this paper I re-evaluate the significance of a cosmopolitanism of the street in the light of the use of mobile communication technologies in ‘public’ space. In doing so I concentrate on the experience of noise, speech and music that makes up much of the everyday experience of the city for many. Traditionally the urban soundworld has been perceived as confronting the subject as unordered, chaotic and polyrhythmic. Responses to this urban plenitude of noise have divided social and cultural theorists. Lefebvre referred to the experience of the polyrhythms of the city in the following terms: ‘he who walks down the street is immersed in the multiplicity of noises, murmurs, rhythms’ (Lefebvre [image: image1.png]


2004:28) From this perspective, the urban citizen is primarily a listening subject, open, more or less, to the cultural diversity of the city in which an open sensory sensibility to urban experience is equated with the vast array of sensory delights confronting him or her, providing him or her with the tools for self realization. Self realisation, from this viewpoint, is gained by an understanding of ‘otherness’ and ‘difference’ as encountered in urban space. In this paper I pose the proposition that a rich and full interiority of the urban subject is increasingly prefaced upon the negation or transformation of the urban environment it confronts and passes through. Technologies of communication, from the automobile and mobile phone to the iPod, play their role in the neutralisation of urban space. In this way the location of and significance of urban cosmopolitanism is problematised.

John Levack Drever (Goldsmiths’ College, London)
Ochlophonics Hong Kong: Everyday Sound Practices Within the Crowd

Hong Kong is one of the most densely populated areas in the world. Permeating its urban soundscape, human utterance forms a ubiquitous and continuous sonic backdrop. One is seldom outside earshot of an unfamiliar accompanying voice. Every statement contributes to a gauze of competing utterances. The cocktail party effect is thus a well-practice mode of listening, as discrimination of selected streams and suppression of others is essential for effective acoustic communication. A common practice of the
pedestrian is a kind of periscopic listening, with one ear immersed in open to the air, with the other masked by an earphone. Noise cancellation headphones, popular in for example London, are rarely worn. This paper, which accompanies the performance of the sonic art work, “Ochlophonic Study #2:  Hong Kong”, reflects on this semi-immersed listening within the prevailing soundscape, questioning: Does this practice represent a partial
autonomy of the soundscape by a singularity within crowd? Is the mode of listening for the open ear what Schaeffer refers to as “l’oreille primitive”, whist the other ear is offered respite via controlled aesthetic stimuli. What are these electroacoutically mediatized sounds of choice anyway, music or spoken word? Are they live transmission (i.e. horse
racing, stock exchange) or playback? Is the preference between ears dynamic, hierarchical or balanced? Is there a link to the relative prevailing sound pressure levels and the amplitude of the closed ear…

Sumanth Gopinath and Jason Stanyeck

Digital Auditory Cultures and the Problem of ‘Mobile Music’
For the citizen-subjects of contemporary global modernity, the idea that you can take your music with you is, like music itself, in Anahid Kassabian's term, ‘ubiquitous’. In this fact lies the basis for digital auditory cultures, wherein individuals listen to, record, and access music and sound of various types and forms on portable, hand-held digital devices-on iPods and other MP3 players, a bewildering array of mobile phones (phones with  ringtones, phones playing video games and television shows, music  phones, the iPhone), Blackberries or portable Internet-access  devices, personal digital assistants (PDAs), portable video game players, tablet PCs or laptop computers, miniaturized DVD players and television units, compact sound and video recorders (including those  on mobile phones), and more. But despite the work of scholars like Michael Bull, Tia DeNora, Shuhei Hosokawa and Jonathan Sterne, the present, multiple realities of these auditory cultures are, for the most part, relatively unknown and  undertheorized, resulting in the effective ‘muteness’ of research in the burgeoning field of new media and mobile media studies.

In an effort to bring music and sound studies scholars into dialogue with these fields, we would like to propose the study of what we might call ‘mobile music’. Until recently, the formulation mobile music was the province of a few individuals, including those operating at the intersection of corporate mobile media research and the remnants of the global musical avant-gardes, as well as those more broadly based in the practices of DJing and outfitting automotive stereo systems. However, the displacement of the ringtone by a broader market for ‘mobile music’ - the moniker of choice for the  mobile content industry describing commodified digital sound accessed through portable technologies such as cellular phones - makes the critical appropriation of this marketing label rather urgent. We would like to posit instead that mobile music be understood, broadly, as music accessed, transmitted and reproduced by electronic and digital devices primarily in the post-WWII era, with a focus on portable digital devices mentioned above. The study of mobile music  would, then, provide one particular cross-section into the world of contemporary digitalia-indeed, the study of global modernity itself- particularly if it employs a provisional and tentative understanding  of "music" as existing towards the aestheticized end of a fluid  continuum with sound.
Session 2 - Sounding and Sensing Musical Space
Eric Clarke (University of Oxford)
An Ecological Perspective on Music, Sound and Space

Music theory, the aesthetics of music, and the psychology of music, have all tended to treat music as if it were a radically separate phenomenon from the rest of the auditory environment. This is both true (the ideology of musical autonomy continues to exert a significant influence in all kinds of obvious and less obvious ways) and manifestly false: music is inextricably bound up with the wider auditory environment (it both sounds within it, and increasingly makes use of the sounds of it), and is able to adopt provocative and paradoxical relationships with the physical and social spaces that it inhabits. A powerful attribute of music, but one that has been relatively ignored until recently, is music’s capacity to occupy and to conjure up space motion – both real and virtual. This capacity is further intertwined with developments in 20th and 21st century developments in the way in which music is ‘delivered’: from massively social to intensely private, from fixed to mobile. Using principles of ecological perceptual theory (derived from the work of James Gibson), this paper explores the ways in which sound and music specify different spaces, types of motion, and senses of agency – and the intriguing ways in which these interact with different ways of listening.

Martin Stokes 

Sound, Space, Sensorium: An Ethnomusicological Perspective.

The paper discuss recent directions in thinking about public space and the senses, with specific reference to Charles Hirschkind's recent study of cassette sermonizing in Egypt, considering its implications for music study. I am interested, like him, in how one might theorize the place of the senses in the formation of public spheres in societies where hearing constitutes powerful modes (and ethics) of attachment, belonging, and virtue. My own examples – and contribution to a Hirschkindian discussion - will be drawn from my own current and ongoing work on the circulation of voices and the cultivation of vocal virtues as public virtues in Turkey since 1950 (a period marked by seesawing liberal and authoritarian politics, and thus one of interest in any discussion of public and private spheres that seeks to move away from an American or NW European frame of reference). A lesser, but still I believe relevant, set of questions is also implied, one I hope to work into the discussion. Put baldly: is the current discussion concerning sound, the senses and public space ethnocentric, limited by western post-enlightenment categories of thought? Do we need ‘an ethnomusicological angle’, and if so, what might this be?

David Toop

Hauntings and Soundings of ‘The Eavesdropper’

What can we say about hearing in relation to space, given the unreliability and subjectivity of sound? Inaccessible, hidden or ignored sounds go beyond the limitations of looking, writing and the tangible, with their familiar framing of experience, into zones that we can barely comprehend, a world of subliminal perceptions and detailed listening, a state of heightened awareness. The behaviour of sound may be approached obliquely through the consideration of interiors and exteriors, soaking and spilling, apertures and extensions, boundaries and breaches, haunting and passing, tidying and disordering. Within an inviolate space, sound is the invader. In childhood, the creaking of stairs in the night signals an intruder; then in teenage years, the same creaking may have become the almost grown child, now an intruder herself, now fearful of discovery by others, rather than discovering an Other. Creaking floorboards are an outward motion that speaks to silence, sleep, the extent of an interior, memories of where a sound is located and memories of how this sound betrayed us in the past.

The behaviour of sound may be considered in relation to sound acting in spaces of varying dimensions, and in particular soundings from ‘The Eavesdropper’ series by the 17th century Dutch painter Nicolaes Maes. As viewers of these paintings we become voyeurs, even more than is usual. Perhaps we can say that sound speaks for complex space (social and physical) in this context, with sound a property that penetrates the solid order of walls, floats around corners, breaks free from the domain of its intended recipient. We have to be hushed to hear, because we have stumbled on a scene, and perhaps the stumble is actual, rather than metaphorical, since we have disturbed a person engaged, absorbed, in a shameful act of overhearing.

Session 3 – Designing Mediated Music / Sound

Jonathan Sterne

MP3 and Mapping the Mind’s Interior
MP3s are the most public form of music in the world. Today, more recorded music exists in mp3 form than in any other format, analog or digital. MP3s circulate so freely in part because of their small size: physically undetectable by the unaided senses, they take up (on average) 12% of the bandwidth and hard drive space that a standard .wav format (the kind found on a compact disc) takes. This miniaturization results from the application of a psychoacoustic model – a mathematical table of frequencies that listeners are likely “not to miss” – to a CD-quality recording. In other words, the primary technological precondition of the mp3’s publicity is based on an applied theory of private, interior auditory experience. Every mp3 carries with it an account of what it means to listen.

This paper examines the development of that psychoacoustic model and its path to standardization in the International Standards Organization’s MPEG format. Of particular interest is the standardization of the “listening test” as a procedure for determining the sonic quality of recorded material. The engineers who worked on the format began with frequency models derived from psychoacoustics textbooks but quickly modified them based on the results of listening test. But the listening test itself privileged particular kinds of musical experience, and particular modes of studying hearing. In part, the history of the listening test shows how private experience must be rendered measurable to enter into technical discourse; but it also shows the degree to which timbre has came to be the preeminent aesthetic dimension of musical analysis for the design of sound technologies in the late 20th century.

Georgina Born (TBC)

James Lastra

Sound Design in the Longue Durée
This talk traces the origins of modern, immersive, cinematic sound design from the moment of its official emergence with the release of Apocalypse Now by looking not only to its immediate precedents in film and music recording, but also the centuries-long tradition of controlling and manipulating the sonic environment. Using the film’s Wagnerian pretensions as a starting point, I take the opportunity to return to Adorno’s seminal, if contested, critique of the composer’s attempts to reform and reunite a sensorium shattered by modernity, and ask, first, if the cinema hasn’t become the new locus for the Wagnerian phantasmagoria, and, second, whether we can understand its meaning without something like a history of the senses. The critical juncture, I claim, is humanity’s confrontation with the technological senses.

I argue that a history of sensory media is inseparable from a history of the senses or of sense experience as such. Turning to the Annales school for inspiration, I consider the senses a foundational stratum of experience that, while slow to change, nevertheless has a history that we can map and interrogate.  Considering sound design as comprising the totality of the various processes by which we attempt to shape our experience of sound, I argue that the very concept of modern sound design demanded a thorough reconceptualization of sound and of listening, one that is hardly limited to the cinema.  Building upon research into nineteenth-century debates about noise and privacy, I claim that the redefinition of sound as a private experience, and experience as a form of property coincided with and helped produce both a transformation of practical epistemology (how do we understand technologically mediated sense experiences?) and also new forms of sound production and reception – new forms of sensory publicity.

Finally, I try to situate this analysis within the Frankfurt School’s concerns about the fate of experience under capitalism and our prospects for awakening from the nightmare confrontation with technology diagnosed by Benjamin and Adorno.  

Saturday 19th April

Session 1 – Music, Sound and the Everyday

Jo Tacchi

Affective Rhythms

In a world made after the pattern of ours, moments of fulfillment punctuate experience with rhythmically enjoyed intervals






John Dewey [1934] 2005:16

This paper explores sonic and affective aspects of domestic living. Based on an ethnographic study of radio sound in domestic spaces, it is about individual ‘mood’, or ‘feeling’, in routinised everyday domestic life in the context of wider society. It is about establishing the notion of ‘affective rhythms’ in everyday life. Through exploring the affective qualities of radio and other recorded sound and its capacity for mood generation in the home, this paper explores personal affective states and personal organisation. These things are considered in relation to aspects of sociality, how sound can act to create links through time and space.

The key concept this paper explores - affective rhythm - relates both to mood, and to routine. It is the combination of both that allows the possibility of thinking about sound and affect, and how they relate to, and integrate with, routine everyday life. The affective responses that radio sound produces in listeners are not created through the simple and preordained equation of certain stimulus = certain response. The same radio sound will produce different reactions, and evoke different environments, for different people, at different times. Keil asks us to consider music as a creative act rather than an object that is fixed. While the ‘embodied meaning’ of a piece of music may be elicited through a close analysis of its syntactic structures, the ‘engendered feeling’ is only elicited through exploring that music as processual. Engendered feeling can be understood as contributing to the creation of a ‘socioemotional’ state, or mood. The concept of ‘affective rhythm’ forces us to consider the idea of mood in the light of the routine nature of everyday domestic life.  

Nicola Dibben and Anneli Beronius Haake 

The Experience of Music in Office-Based Workplace Settings.

Increased availability of mobile and computer-based listening devices means that private listening to recorded music is a ubiquitous presence in the British workplace.  Furthermore, media companies are increasingly looking to design and implement online listening interfaces for accessing recordings in such surroundings. This paper presents results from a web-based survey and an interview study examining the experience of music in British offices. The data illustrate the functions of music in the workplace, some of which are different to the everyday functions of listening to recorded music (eg DeNora 2000; Sloboda & O'Neill 2001). Furthermore, the interview data also reveals social difficulties concerning music listening in the workplace - something which has seldom been discussed in previous research. The qualitative data is further explored in terms of the way in which the music soundscape is nested within that of the office, and the way this dual-environment is experienced by the worker/listener. This study therefore contributes to understanding the way in which music is used to reconfigure one specific
public setting (the shared office environment) as a private space.
Tom Rice (TBC)

Session 2 – Music, Identity and Othering, and the Politics of Space

Phil Bohlman

Music Inside Out: Sounding the Sacred in a Post-Secular Europe


Sacred music both contests and is contested within the public spaces of the New Europe. The call to prayer, or adhan, opens spaces for Islam that were historically restricted to the sounds of Christianity. The transformation of sacred repertories into popular genres - rai or illahija at the Mediterranean littoral or pilgrimage songs in the mountains of Eastern Europe - sacralize public spaces for a new community of religious subalterns. The spaces in which the sacred is sounded, moreover, are not only public and political. They lie within the formal structures of new genres and they transform the aesthetic meanings of traditional musical genres. It is in the middle eight or break of popular-song form, for example, that the sacred carves out new spaces within otherwise secular practices (e.g., in the Eurovision antries of nations with growing Muslim populations).

In my paper I shall examine the transformations of public space, both within and outside sacred music practices in the post-secular Europe of the twenty-first century. By comparing the political and the aesthetic dimensions of sacred and secular musical space, with particular focus on Islam, I also examine the extent to which the interaction between spaces inside and outside the public and the musical have dramatically altered the fundamental understanding of what music is and can be in a globalized world in which sacred music is no longer relegated to the sanctuary alone.

Nick Cook

Classical Music and the Politics of Space

Though most readily associated with contemporary popular culture, the politics of musical space has historical precedents in the classical tradition. I shall make this point through two case studies, the first of which is an interaction between imperial and subaltern culture in late eighteenth-century India. If the Anglo-Indian domestic interior constructed an English space within India, then it was refigured through its penetration by the Indian musicians involved in the creation of the 'Hindostannie air'; this delicate relationship of power disappeared, however, as the resulting notations were exported to Britain and appropriated by the bourgeois 'common-practice' style. I put forward a cognitive model of how these notations proved compelling as a representation of Indian music to Anglo-Indian listeners but unintelligible to others—a model that helps to explain music's ability to act as a broadcast medium in one context and a narrowcast medium in another, which lies at the heart of its potential as an instrument of both inclusion and exclusion.

My second case study focusses on fin-de-siècle Vienna, which provides many examples of music's functioning as such an instrument. I explore the tensions between the geographical positioning of the institutions of 'art' music resulting from the development of the Ringstrasse, what Peter Franklin has called the 'conservatory canon' with its conscious integration of diverse national elements, and the Hanslickian construction of music as autonomous and universal. It is within this context, and with reference to the cognitive model previously referred to, that I wish to explore Schoenberg's development of atonality and subsequently serialism, and his institution of a socially and physically separate concert series through the Society of Private Performances, as parallel developments of what might be termed a quest for exclusion, a distinctively modernist form of self-othering. In India around 1800 and in Vienna a century later, music's political potential was expressed in the marking of physical space through live performance, as well as the construction of imagined space through geographically marked styles. I conclude with a brief consideration of the complex impact, both negative and positive, of recording on the musical politics of space.

Ruth F. Davis

Music and the Re-configuration of Sacred Space: The Pilgrimage to Djerba, Tunisia

Every year in late spring, amidst tight security, Israeli Jews of North African descent make a pilgrimage to the Tunisian island of Djerba to celebrate the death of a cabbalist rabbi whose actual tomb is in Meron, in northern Israel. The site of pilgrimage is the miraculous synagogue and shrine to a local female saint, eponymously called ‘La Ghriba’, whose foundations are believed to contain relics from the First Jerusalem Temple. Formerly a festival enjoyed by local Muslims as well as Jews, in which the Jews celebrated their relationship with the mythical land of Israel while reaffirming their Arab cultural identity, the celebrations have turned into a nostalgic celebration of diaspora, closed to all but Jews, tourists and functionaries, in which an idealized Tunisian Jewish identity is played out against the backdrop of a globalised secular Israeli culture. 

The two-day celebrations are based on musical rituals performed at different times and places in and around the synagogue. Focusing on rituals performed at pilgrimages nearly thirty years apart, I show how shifting notions of diaspora and homeland, sacred and vernacular, and Jewish and Arab identity are symbolically redefined within traditional and reconfigured hierarchies of time and space.  

Session 3 – Music: Torture, Healing and Love

Suzanne Cusick

‘You Are In a Place … Out Of the World’: Sound and Music in the Detention Camps of ‘The Global War on Terror’

On May 10, 2003, Algerian aid worker Lail Saidi was arrested in Tanzaniataken to the border of Malawi; blindfolded, restrained by ear muffs and an anal plug, shackled, and flown to “a ‘dark prison’ filled with deafening Western music.” One of his captors shouted at him through an interpreter, “’You are in a place that is out of the world. No one knows where you are, no one is going to defend you…’” The place was one of the so-called “black prisons” operated by United States intelligence personnel in the so-called “global war on terror.”

This paper will explore the ways that the manipulation of sound enforces and reconfigures boundaries in these places out of the world. I will argue that  private and public aural experience, individual and state agency, environmental and electronically produced sounds are intentionally scrambled to produce nightmarish inversions of the alluring aural paradises (also places out of the world) offered to first-world consumers by the inventors and marketers of ever-more portable playback devices. 

Tia DeNora

Music Space as Healing Space: Community Music Therapy and the Negotiation of Identity in a Mental Health Centre

As a music sociologist, I have had a long-term interest in music's role as an active ingredient in social life. In collaboration with colleagues from music therapy and musicology (Gary Ansdell, Mercédès Pavlicevic, Sarah Wilson, and Rob Szymanek), I have recently been examining this theme in the context of a pilot study of community music therapy in a centre for mental health. Our preliminary research has examined clients' creation and negotiation of shared musical-aesthetic space. In collaboration with music therapists and each other, and by drawing together musical performance and extra-musical acts, clients can be seen to shape this space and tap the opportunities for communicative action it affords by playing with musical culture. They can also be seen to assist each other in this process. Through these client-led practices, music is a medium of health, a mode in which clients are able exhibit and experience wellness, forge links between each other and develop transferable skills. Musically configured spaces are thus also healing spaces. They are places where clients may pass from (on the one hand) illness-identity, acute treatment facilities and social sequestering, to (on the other hand) health-identity, the wider community and social connection. These passages are mundane socio-cultural achievements, built from many types of resources and materials, and accomplished through small but continuous steps.

Richard Middleton

Faith, Hope, and the Hope of Love: On Fidelity in the Era of Phonographic Technology

‘Fidelity’ here means both the key trope introduced by the revolutionary event of phonography - revolutionary in that it splits apart voice and embodied consciousness - and the demand made on us, according to Alain Badiou, by any true 'event', as he understands the term. (I actually take the phonographic event as the unrecognized historical condition of Badiou's own philosophical position.) But in the phonographic era, fidelity can only be at best a hope; or more precisely, the split referred to ushers in a politics whose potential is best served by a mutability which constitutes a sort of infidelity. The effects of this on senses of belonging, including of musical territory, are profound. I explore them briefly in relation to the critically neglected but key popular music genre of ballad, where representations of love traverse inner and outer spaces, private and public spheres, and voices ask new questions of the bodies they help to bring into being. 
