Figure 6.5: Cheapside Historical Marker*3!

Figure 6.6 below shows protestors in front of Cheapside Pavilion in 2016, with
their backs to the confederate statue and Fifth Third Bank. In front of them is where the
slaves would have been auctioned. To their right is where the Lexington Old Courthouse
stands. These protestors stand where Fontana’s Surface Reflections was installed, adding
to the sounds of protest (group chants, shouts, etc.). The manipulated creek and bell
sounds of Fontana’s work, along with the traffic sounds and the other elements create an
historical perspective of the sonic identity of Lexington. One participant from the
soundwalk spoke of appreciating how I prompted them to “be aware and accept the
sounds as they came in” which allowed her to be less irritated as she normally would be.

Soundwalks help listeners be more open to sounds outside of their own community. They

431 Cheapside Historical Marker, https://www.takebackcheapside.com/fullscreen-
page/comp-j6dq38zi/546b9467-5900-4277-b4ct-
b0cb78fb01ca/1/%3Fi%3D1%26p%3Dccl6%26s%3Dstyle-j6dgcmuu (Accessed
February 12, 2018). Permissions from Debraun Thomas.
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also help listeners avoid making assumptions about sounds based on social biases and
become more cognizant of the ways in which groups might sonically identify, especially
those in marginalized communities. This openness to sound has the power to change
one’s relationship with the whole of their social world. The same participant above,
however, did say that there are sounds he/she would never be able to accept, like sounds
of gunshots or sounds of violence, which connects to our discussion on Cheapside and to
LRADs at BLM protests. When weapons emit terrifying sonorities or sounds are used as
a weapon, this seems to be a red line that can negatively affect a community.

Many cities show off their proud monuments, parks, or gardens by adorning them
with water features, sometimes installing musical or sound works, or insinuating the need
for quietude. Often, such monuments pay respect and help canonize local figures. While
absorbing the sounds around these relics, it might be interesting to think about how many
of the monuments are of great leaders from various backgrounds, especially since up until
recently, the majority of US monuments standing in city centers have perpetuated white
male history. This ties into questions of how our special and sonic environments are
entangled with issues of race, class, gender, and beyond.**? While a monument’s power is
primarily thought of as drawing from its visual symbolic and physical materiality, it can
draw from the aural as well. A city’s placement of importance to a particular monument
or a neighborhood is not only seen, but heard when they are highlighted by water features

or protested against by activists.

432 One example, issues involving removing Confederate statues around the United
States. See: http://www.cnn.com/2017/08/15/us/confederate-memorial-removal-us-
trnd/index.html (Accessed December 2, 2017).

199



Figure 6.6: Take Back Cheapside Protest in the Pavilion*®

Ethnomusicologist and soundscape researcher Andra McCartney argues that
merely walking through a landscape is a political act within itself.*** Soundwalking for
the sake of political consciousness heals the ailments of Schafer’s term, schizophonia, or
the mental dislocation of sound and environment.**® Through soundwalking, we
deliberately connect to our sounds and environment to learn more about how to be better

politically and socially engaged. While the WSP under the leadership of Schafer are most

433 Take Back Cheapside Protest, https://www.takebackcheapside.com/fullscreen-
page/comp-j6dq38zi/546b9467-5900-4277-b4cf-
b0cb78fb01ca/1/%3Fi%3D1%26p%3Dccl6%26s%3Dstyle-j6dgcmuu (Accessed
February 12, 2018). Permissions from Debraun Thomas.

434 Andra McCartney, “Soundwalking: creating moving environmental sound narratives,”
The Oxford Handbook of Mobile Music Studies, Volume 2 (Oxford University Press,
2014), 212-237.

435 See: Schafer, The New Soundscape, 1969.
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celebrated regarding soundwalking and recording, McCartney proves the creative
practice is one in which varying people and groups participate. She states:

A soundwalk can be done individually or in a group. It can be recorded or not. It

can be resituated in the same location or translated into other media forms with

little or a great deal of sound processing. Soundwalk artists maintain differing
attitudes toward the place in question, sounds recorded, processed used, audience
of the walk itself, and the audiences of interpretive pieces based on soundwalks.

Their intentions may be aesthetics, didactic, ecological, political, communicative,

or some combination of these.*%

McCartney discusses the use of hiking trails and the wilderness locations for
soundwalking to privilege, for the ability to walk in rough terrain or to own a car to get to
a forest becomes inaccessible to many. She states, “if someone plans walks in their own
neighborhood, this can facilitate a focus on local concerns and politics.”**” This connects
to my decision to lead a soundwalk just blocks from my apartment and have discussions
around the local events involving “The Pit” and Take Back Cheapside.

Environmental artist Andrea Polli’s chapter, “Soundwalking, Sonification, and
Activism,” connects the political and social dimension of soundwalking.** Polli
discusses the qualitative and quantitative modes of listening in soundscapes versus
western classical music by stating:

“...one very important quantitative aspect of soundscape listening is the volume

of a sound. The practice of acoustic ecology involves the work of environmental

activists who measure the decibel levels of soundscapes in order to promote noise
reduction. Even in these cases, the quality of the sound must be taken into
account. For example, the sounds of laughing children may reach the same

decibel level as the sounds of traffic, but the former is usually considered more
acceptable in a healthy urban sound environment than the latter.”*3

436 McCartney, 212.

437 1bid, 213.

438 Andrea Polli’s “Soundwalking, Sonification, and Activism,” Routledge Companion to
Sounding Art (2017).

439 1hid, 84.
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Both McCartney and Polli research in soundwalking challenges the listener to consider
the internal, private experience of the sounds perceived within a social, external, public
space. Through the walk, listeners are connected through an acoustic community, yet
they are having a personal experience.*4°

Author George Prochnik said, “Soundproofing is terrific like bulletproof jackets
are terrific,” but “wouldn’t it be better still if we wouldn’t have to worry about getting
shot all the time.”**! Similarly, historian David Hendy stated, “Yes, for noise can only be
successfully addressed if we engaged with it in the public arena as a whole.”**?> Noise
helps to understand the social conditions throughout history and reinvigorate our human
senses, take pleasure in human engagement, embracing social sounds to perhaps bring us
closer together while also helping us find our true creativity. As Hendy points out, talking
about noise in an objective way is not the most productive for it is a subjective issue.*4®
The real conversations need to be around sound’s social role and the power of sound and
its control. In capitalist societies, the question of control will never go away; it will just
keep changing over time. Sounds or “noise” will follow pockets of overcrowding,

poverty, and social neglect. Hendy points out, “if we want to really insist on looking for a

grand pattern in the history of noise, we should look for it not so much in terms of rising

440 Mark Grimshaw, “The Privatization of Sound Space,” Routledge Companion to
Sounding Art (2017).

441 George Prochnik, In Pursuit of Silence: Listening for Meaning in the World of Noise,
(Anchor Press, 2011), 197.

442 Hendy, 325.

443 bid.
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volume levels but rather in terms of the growing inequalities in people’s access to

qui et 2444

Perhaps listening to sounds can be an avenue for finding liberation in the way
Westerkamp felt once being exposed to new listening practices. She explained listening
before and after being introduced to Schafer’s ideas:

My listening was very much focused on classical music and my ear training |
found was very scary and felt challenged by it often and felt it was a bit
oppressive the way | was educated. When Schafer came along and said, ‘let’s
listen to all of the world and let’s expand our ears through the environment and
think about the quality there,” | was completely inspired. It freed me and
absolutely liberated me from whatever was oppressive about music education.**®

Not only could listening help the listeners feel liberated (and not just from western music
education), it could help them feel united or connected to a group their listening with.
Fostering a listening practice, could help the listener create a deeper relationship with
themselves, others, and their environment. They might also find a sense of calm, which is
often an immediate benefit of soundwalking as Westerkamp describes:

When we start a walk, everyone is coming from different directions...you can feel
people’s distraction when they arrive. They’re looking at where we are, still
coming from somewhere else, kind of trying to get adjusted to listening to the
sounds around them...There’s often a point, depending on what happens in the
soundscape and within the chemistry of the group, you can actually sense when
we are all listening together. Something settles in the group...it’s very interesting
because it creates a sense of calm. People slow down, their bodies slow down.
They’re not in a hurry anymore, not goal oriented anymore. They’re clearly in
touch with the sounds around them and their environment through this process of
listening. The worry has disappeared and they feel safe within the context to just
listen.#4®

444 Hendy, 329.
445 Interview with Hildegard Westerkamp (October 10, 2017).
446 1hid.
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This relaxation or sense of calm reminds me of the awareness and serenity felt when
practicing the nada yoga, or the yoga of listening to the inner sacred voice, which
includes internal and external sounds.

In nada yoga, the listener is open to things heard and unheard, which resonates
with Christina Kubisch’s artwork, Electrical Walks (2004-2017). These walks she deems
“electromagnetic investigations in the city,” require the listener to wear special, sensitive
wireless headphones that allow aboveground and underground electromagnetic fields to
become amplified and audible.**” The waves are present everywhere (via cell phones,
computers, surveillance cameras, ATMs, wireless internet, neon lighting, public transit,
vending machines, etc.). Previously hidden sounds, they are made audible through
headphones allowing the soundwalker to experience areas in new way. Kubrisch’s work
plays with the perception of reality, she states: “nothing looks the way it sounds...and
nothing sounds the way it looks.”*48

Andra McCartney discusses Electrical Walks stating one could argue the
electrical walks are “not really soundwalks at all” since they deal with electrical waves
outside the range of human hearing.**° This would contradict with nada yoga concepts
since the listener may be sounds from the “divine,” leaving me to wonder what exactly is
in the “range of human hearing” and what is not? Especially when we consider sacred

sounds or “invisible” electronic sounds, why does the source matter if it heals or brings

joy to the listener? Sound artist China Blue’s work deals with such questions by

447 «Electrical Walks,” http://www.christinakubisch.de/en/works/electrical_walks (June 4,
2018).

448 |pid.

449 McCartney, 226.
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exploring the “inner world and transcendence of the mind and technology.”**° Cassini’s
Dreams (2018) is her art work that brings to life the unheard and mysterious sounds of
Saturn’s rings using raw data from the 1997 Cassini probe, a twenty-year slingshot
mission to the planet.**! Being certainly out of “range of human hearing,” China Blue
interprets the Saturn sound data for her audience to enjoy along with visuals from the
Cassini mission.

Westerkamp trusts soundwalking as not only a reminder to slow down and
destress, but a reminder to dedicate oneself to the act of listening. She explains:

| can go about my daily life and completely forget about this type of mindful
listening because of stress and being in a hurry, but when you do this practice,
you notice the listening has left you and you try to rope yourself back into a more
mindful tact of listening. That appeals to me and applies to being in relationships
just as much as being in the environment. That kindof mindfulness we need to
apply everywhere...People are seeing it as a practice in themselves to be
reminded. A soundwalk is a wonderful discovery of certain places of the city.
You’re not only discovering the sounds, but you’re more present, you’re seeing,
smelling, hearing things you normally don’t in your daily life. That kindof
experiences grounds you much more in your community and living space, having
a very positive impact, because it just grounds you a bit more to where you
live.#?

In addition, soundwalks or sound exercises could be a way for folks in new cities or
people filling disconnected to a place get to know it better. For Westerkamp, she was a
German new to Canada and soundwalking “was a way as an immigrant, to get to know

the city from a very different perspective.”%

450 “China Blue Biography,”
http://www.chinablueart.com/china_blue_biography_contact/ (Accessed June 4, 2018).
451 «“Cassini’s Dreams,” http://www.chinablueart.com/cassinis-dreams/#more-1329
(Accessed June 4, 2018).

452 Westerkamp Interview (October 10, 2017).

453 Ibid.
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The past several quotes, primarily from women artists, have touched on the
healing benefits of sound practices like soundwalking and sound meditations. Such
auditory exercises have helped listeners feel present, calm, united to others and/or
environment, untangled from the ties of oppression, curious and open-minded about their
surroundings, and eager to continue the listening practice. It is time to share these

positive outcomes to create a sound pedagogy for everyone to engage in.

Conclusion

Throughout the dissertation we have considered the complex divides between
urban/rural and the subjection of all urban sounds as “noise” as well as the power
dynamics involved in controlling city sounds, especially in comparing the output of
Schafer (Chapters Two and Three) and Neuhaus (Chapters Two and Four). Both men
wore multiple hats as artists, writers, sound designers, communicators, and champions of
environmental sounds in their own way. We acknowledged Neuhaus’s Sirens redesign
project as one that lasted decades, spanning his career (if you consider his Sirens a part of
his Listen series and include the sketches, it spans 1960s-2000s). Schafer’s The Book of
Noise, along with his subsequent publications and WSP endeavors connected to his
lifelong artistic and scholarly goal of having humans listen to their environment to create
a better experience on earth.

Neuhaus and Schafer had access to resources needed to create the works and
concepts they did. If they were not born as white men, their stories, works, and outlook
would have undoubtedly been different. They saw how policy (or lack of policy)

influenced people. Neither, however, spoke of how noise policies might influence the
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intersectional experience — how forms (and overlappings) of race, gender, sexualities,
class, age, abilities, cultures, etc., may experience sound/noise. While Schafer spent some
time addressing “imperialism”*** in The Book of Noise, lobbied for more regulations, and
devoted time towards environmental justice work throughout his life; and while Neuhaus
stood against the “bureaucracy”**® that was the New York City noise enforcement in his
New York Times op-ed, it took later artists and scholars to take their concepts even
further. Scholarship on Schafer is vast, but his influence on the acoustic ecology and
sound studies world has proven there is still so much more to research. As far as
Neuhaus, my hope is this dissertation is the catalyst for any scholar interested in sound.
This is much to consider about the impact of his work on the public and I look forward to
seeing more research on Neuhaus. This chapter is a form of activist sound pedagogy, not
only in leading the soundwalk, but also in bringing in more female artists and thinkers
into dialogue with your work on Schafer and Neuhaus.

Potential future directions of this scholarship could explore how noise policy has
affected marginalized sound artists, musicians, and/or communities of listening (streets,
venues, and beyond), especially when applying the layers of intersectionality. | appreciate
histories on local music scenes, such as Matt Gibson’s “A Song Without Music or Music
Without Song: Noise Music and Lexington’s Modern Avant-Garde” (2014). Here,
Gibson creates an ethnography of Lexington’s noise scene, interviewing several

musicians, including members of the band, Hair Police.**® | would also be interested in

454 Schafer’s The Book of Noise, 16.

455 Neuhaus, “BANG, BOOooom, ThumP, EEEK, tinkle.”

4% Matt Gibson, “A Song Without Music or Music Without Song: Noise Music and
Lexington’s Modern Avant-Garde,” University of Kentucky’s Kaleidoscope, Vol. 11,
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seeing more research theorizing noise or “uncontrolled” sounds becoming a
“technological meditation;” for example, how masking noise with sounds from
headphones creates an internalized practice, perhaps moving towards a “zen of noise.”**’
| would argue listening to music through headphones in order to block out other sounds
would create the opposite of “zen.” John Cage would likely agree because to be “with
one” to your environment or surroundings would require listening, being aware, and
being at peace with all sounds. In yoga, there is the practice of Nada Yoga, or the yoga of
sound and listening to the inner sacred sound.

In the introduction to Baird Hersey’s book on Nada Yoga, Krishna Das explains if
you could be listening through God’s ears, “I think you would hear the everything and the
nothing at the same time.”**® He continues:

You would hear all the sound and you would hear the silence in which it is all

held.... the unstruck bell, the sound of one hand clapping...That silence is alive

and full and empty at the same time. There is nowhere outside of that. There is
nowhere to go. It’s here, always here. And so are we.**
Similarly trying to understand the sacred and/or religious meaning behind noise is Steven
Friedson’s work compares the physiological impact involving the sonic trance of

Ghanaian Rituals and Military torture. On one side is a celebratory experience from

African drumming communities and the other is violent, traumatic, music prisoners of

Avrticle 90 (July 2014),
https://uknowledge.uky.edu/cgi/viewcontent.cgi?referer=https://www.google.com/&https
redir=1&article=1039&context=kaleidoscope (Accessed February 24, 2018).

457 See: Bart Kosko, “The Zen of Noise: Stochastic Resonance,” Noise (Viking, 2006).
While Kosko is clear throughout his book that he hates noise, he does explore how noise
“helps” all and is a life force within itself.

4%8 Krishna Das, “Forward” from The Practice of Nada Yoga: Meditation on the Inner
Se;cred Sound by Baird Hersey, (Inner Traditions, Vermont: 2014), xv.

49 1bid.
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war are forced to listen to. While these experiences are incredibly different emotionally
and ethically, Friedson explains the musical ability to transport the listener [forced or
consensual] into a trance-like state, and what this means for the body.*®® Another
question that might push this scholarship on sacredness, sound, and politics even further
is to investigate how soundwalks or sound exercises may connect with liberation
theology or other religious/spiritual organizing strategies.

As discussed throughout, developments and critiques within ecomusicology
reveal that our human relationship to the environment and with “nature” could still be
further theorized, especially when considering sounds within the urban environment and
the blurred areas between music, sound art, and soundscape compositions. Regardless of
the specifics of research within acoustic ecology, sound studies, and/or ecomusicology, |
advocate for more thinking about what would constitute a “sound pedagogy for all.”*®*
What do we want our neighborhood, towns, and nations to sound like? I see Schafer
primarily as a composer and Neuhaus as a sound artist who also happened to be aural
advocates. They publicly encouraged others to rethink about how they listened. With
using listening or sound exercises by Schafer and Neuhaus, as a way to heal during
political turmoil and/or discuss political topics, like in Pauline Oliveros’s Sonic
Meditations, we may start to think about how aural advocacy may turn into an aural

activism. Activism goes beyond advocacy and involves a campaign for aural

460 Steven Friedson, “The Music Box: Songs of Futility in a Time of Torture,” Music and
Culture Lecture Series. March 1, 2017. Research Centre for the Study of Music, Media,
and Place, Memorial University of Newfoundland (St. John’s, Newfoundland, Canada).
https://www.youtube.com/watch?v=14-uvj80J9g (Accessed May 24, 2018).

461 See: Paulo Freire, Pedagogy of the Oppressed (Bloomsbury Academic Press,
1968/2000), Myra Bergman Ramaos, trans.

209



rediscoveries on a political and social level. Perhaps with having listeners think about
(public and privatized) sound in motion and what that means on a social level, we can
begin to have an open awareness [advocacy] of aurality in North America. Then, we may
perhaps begin to engage, envision, and set into action what we want the aurality of
America to become. Sound reaches everyone, and for scholars to research the aural
world, we must include a method of teaching about sound, which addresses our social
and political situations. This would include dialogue about our personal privileges and
struggles to better understand our sonic community. With introspection and group
awareness, we will then be able to be aural activists for whatever localities we want to

develop.

Copyright © Megan Elizabeth Murph 2018
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Appendix A
Interview Transcriptions

The following interviews took place from 2016-2017 via phone, skype, or in person. The
interviews are shown in chronological order from when they occurred.

Ray Gallon
September 20, 2016

Ray Gallon: How did you get interested in Max?

Megan Murph: I feel like that’s a long-winded story, so here’s the short version. I did my
master’s thesis on his percussion career since I was interested in experimental music. I
found out about him in an art history class and realized he did all of this percussion music
before he did sound art, which | thought was really neat. So, | went up to Columbia
University where his files are held and came across his Sirens stuff and thought it was
cool project. Years later, getting into my PhD, | got more interested in sound studies and
soundscapes and things like that so | sortof stuck on the Max train, writing one of my
chapters on the Sirens project. That’s the short version, but I feel like I’ve been thinking
about Max’s works since probably 2011 or 2012. I’ve met his sister and have had
conversations with musicians he collaborated with and a small amount of conversations
online with his wife (Silvia).

RG: Which wife? Did you ever find Judith Bruk?

MM: No, | have not found a contact with her.

RG: She sortof fell off the radar, at one point anyway, for sure she was trying to.
MM: Ok — I will keep digging and try to talk to her as well!

MM: I"d like to talk more about you! Tell me about yourself: where you grew up, where
you studied/what you studied in school, and some jobs/things you did throughout your
life. That sortof stuff.

RG: I grew up on Long Island, near NYC, which has a lot to do with the answer to your
question because | grew up was a community...well, a village on the North Shore. At the
time, it had a population of 3000...called Sea Cliff and it’s an interesting town because it
has its own history. It has sortof become a dormitory town for NYC but it’s not
exclusively that. It’s always had its own sortof characters, a lot of artists, musicians, and
so on. When | grew up, about 1/3 of the population were white Russian royalty, running
around, talking about the return of the Tsar, and they actually worked as babysitters. All
of my babysitters growing up where these Russian ladies mostly because my mother

211



spoke both Russian and Polish. My mother grew up in Poland, a part of Poland which is
now the Ukraine and she spoke Russian with them. They were much more comfortable
speaking Russian than English. They all had [in accent] Russian accents and they would
ask me [in accent] “why you do this?” As a four-year-old, | thought the best way to
communicate with them was to mimic them and they’d understand me better. They
though | was making fun of them but | thought | was trying to communicate.

RG: But the town was also full of these interesting artists, but | never met them until |
was out of high school. It was the McCarthy era and most of them were laying low. There
was one family close to my parents, the Harris family and Ms. Harris had an enormous
influence on my life. First of all, | was a bit stricken by their daughter who was older than
me and completely unattainable, but the other things is Ms. Harris was a complete
bohemian. She knew | had an interest in contemporary music. She would bring records
over; she loaned me Thelonious Monk’s record (“Mulligan meets Monk™’) which she
introduced me to as progressive jazz and that blew me away, especially when she said “I
love the way he makes the saxophone ‘fart.”” This horrified my mother, being a proper
lady. She also gave me a gift; John Cage’s folkways record called Indeterminacy. It was
a two volume set and she gave one to me. This was around the same time | saw Cage on
Television (you know when he was on the game show, What’s my line). He did this
performance called, Water Walk — he banged the radio and threw it off the table because
the unions wouldn’t let him turn it on and off — this was so theatrical and wonderful — |
was absolutely delighted. My parents didn’t know what to make of it but I was enthralled.
That was a major turning point in my life. And many years later John Cage became a
friend.

MM: How did you meet Cage?

RG: I met him doing a radio interview the same way | met Max. In fact, | met him before
I met Max, but we didn’t become friends until much later. At the same time, I met
Charlotte Moorman and Nam June Paik, the radio piece was about him - and we did
become friends right away. Charlotte and her husband Frank, both delightful human
beings. I spent an hour interviewing Charlotte and then ended up spending the rest of the
afternoon with them in their loft on Pearl Street in NYC. She had about every
handkerchief or Kleenex any artist had ever sneezed into. And so she would show me all
of her Fluxus memorabilia and we just became friends. Later on | curated the audio part
of her Avant Garde Festival, but I’'m jumping ahead. Basically I grew up on Long Island.
| studied music as a kid. I invented modern music one day when | played a whole tone
chord on the piano at ten years old. My mom said “what’s that?”” and I said “it’s modern
music!” and she screwed up her nose. So ofcourse it took me a while to realize others had
invented it already.

MM: So you did study music as a kid?

RG: Yea, | started at 6hr old with the piano and later I also studied oboe and percussion.
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MM: Did you study music into college?

RG: No, I stopped in high school but I continued playing music and still do. I still play
piano.
MM: Tell me about how you got into radio

RG: | had a friend in high school who was interested in radio. I just liked radio because it
was a sound based art or medium and in those days there was a lot of very creative radio
on. There was a guy named Gene Shepard who was a storyteller and was so entertaining,
he was amazing. Then there was the Pacificia Foundation, sortof a far left organization;
they owned stations on the east and west coasts. The one in NY is called WBAI. They
were, in those days, very fun, creative, radical progressives. There was a guy on the radio
named Steve Post who inspired me to go on the radio and later | became his boss. Others
were named Bob Fass and Larry Josephson. | did meet Larry many years later. There was
another guy, Bill Mozer and together in school were known as the “radio kids” because
we did the notices — so we both went into radio. | got involved with the student radio
station at university and became the General Manager at Case Western Reserve
University (name change). But I didn’t finish my degree there. | was studying sociology
of communication, but I was also taking courses in theater. | took theater in high school
in addition to music and my teacher was the one who really made me understand
discipline. At university, there were some graduate theater students from Canada who
told me to study real theater | should go to the University of Alberta. They also poked fun
that it was a way to get out of the Vietham war. Which was a real issue. So when my
father gave me a used sports car for my 21% birthday, | and another friend visited the
University of Alberta. | got in and discovered | was much more at home in Canada than
in the United States. And | stayed in Canada as a citizen after graduation. | graduated
with a with degree in Stage Design. | never wanted to be an actor. | was one of the few
people in drama school who really didn’t care about acting. I hated that we had to take
acting classes although they were very useful later in my career as a lighting and sound
designer primarily. That’s what I did after graduating. I helped found the 2" professional
theater group in Edmonton then moved to Toronto. | took film courses in Toronto and
worked with the same people who convinced me to go to Canada in North Bay in the
community college there. | was offered the opportunity to become the technical director
up there but I didn’t want to leave Toronto but I did do workshops up there and we later
did theater productions around the country, made films together, and created a
performing arts co-op together.

MM: How did that lead you back into radio and meeting Max?

RG: Working in theater was not lucrative, so I had to supplement my income by working
for the CBC in Toronto. | did lots of cultural documentaries. | did something very similar
to what Glenn Gould did but I didn’t know about his work at the time. It was all during
the 1970s. Gould’s compositional documentaries “Quiet in the Land” or “The Idea of
North” — he did a series of documentaries about cultures in isolation. They really are
compositions because he discovered the studio as an instrument. It was an obvious thing

213



for him to do, to play the studio like he played the piano. | had the same idea without
knowing his works. In fact, the piece | did about Nam June Paik, | had the same studio
engineer that used to work with Gould. He was a remarkable person. Including him
telling me at one point during the mix — he started doing something that I hadn’t asked
him to do. But when I went back and listened I realized we hadn’t gone far enough. So he
asked if I had my reels, I said “yea,” and he started cutting up my masters. He said “I
hope you have copies of your originals because you’ll want them if you don’t like it.” But
when he started mixing, | realized it was genius. He was confident enough to do that and
know he was right. | was doing radio and theater in parallel. And working in Toronto. I
convinced someone to let me do this piece on Nam June Paik. Somewhere towards the
end of the 1970s the CBC was changing its radio format in a way | was uncomfortable
with. And | thought | had to do something, so I finally decided to leave Toronto. |
resolved to two choses, to go to New Zealand, which needed radio producers, or NYC
where | would have the pressure of being in NYC. It was around that time working with
Nam June. I did an interview with Charlotte and she asked if I knew Nam June’s
technician and I said “no” and she said “well, when you go to Japan, you will.” I
remembered people think like this in New York...she reminded me that everything was
possible in NYC. It was Charlotte Moorman who actually made up my mind. Later, |
would send her postcards from Europe and tell her | was there because of her. I met Nam
June Paik’s technician much later not in Japan, but New York. I made it to Japan after
Charlotte died. | wrote her a letter on a piece of rice paper and let it fly from the top of
Kyoto’s super modern train station. Let it fly into the wind. It was my symbolic act for
her saying | finally made it to Japan. I originally was going to do it from a Buddhist
temple, but I thought, “no, Charlotte would want it from this modern building.” It was an
emotional moment for me. I didn’t meet Max until I had moved to New York in the 80’s.

MM: How did you meet Max?

RG: Well, NPR was still a fairly new organization and | had tried to do freelance for
them in the same way [ had done it for the CBC but they thought that they didn’t need to
pay freelancers because freelancers were “amateurs.” In fact, the producer of the series
that “A New Sound for the Siren” was for, once told me that s once told that “access to
the airwaves was payment enough.” Yea, I don’t think they operate that way anymore but
they did then. In any case, | think | met Max before selling to NPR. It was most likely
through Charlotte. Meanwhile, | had formed this production company with Julia Prospero
and Brian Flahive. We formed “Airworks” where we commissioned artists to create
works for radio packaged with interviews and so on. And so we got this idea to do this
piece about Max and finally managed to sell it to NPR Journal. And so we went to
propose it to Max. And he agreed to do it but he didn’t like to have recordings of his stuff
because he said they were to be appreciated in place. But he did allow us to accompany
him into the bowels of Times Square to get recordings inside of the chamber. And then
what happened was, all three of us got friendly with Max. He basically said “if you’re
going to record, then you’re going to help out.” So he did these tests at Floyd Bennet
Field, which was no longer in service. The old runways were long enough we could drive
and do doppler effects. We all went down to the police station motor pool and signed out
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three police vehicles. We had signs that went on top of them that said “test vehicle.” And
we drove these things out to Queens to Floyd Bennet Flied from Manhattan. And of
course even though we had “test” signs on the vehicles, everyone thought we were real
police. People would stop us and ask “I parked over there is that ok?” — it was really
funny. Actually, on the way back to the motor pool after testing the vehicles, somehow |
got separated from Max and Brian. | was driving a car alone and was stopped by a
policeman. A real one. He looks at me and says “you got a tin?” I said “I’m not a police
officer” and he told me to get out of the car. I did and explained to him what was
happening and we had these letters from the police department saying we were
authorized. Finally, his partner said he saw something on the precinct bulletin board at
the station about that. They let me go but they gave me a hard time.

MM: Were you recording sounds at the field?

RG: We were recording sounds of various tests. Basically what Max had done was taken
a synthesizer and connected it to the speakers of the normal siren of the police car.
Because he wanted to test under real conditions: what would it sound like in a police car
reproducing sirens used in a police car. In the 15-minute radio piece, we demonstrate how
people can play with a police siren and make all kinds of weird noises. We also had a
mechanical siren, the old fashion kind that I grew up with, that was on a firetruck; we
rode on the truck, actually on a call. We were there when a call came in - a ring got stuck
on a boy’s hand, which wasn’t a serious emergency but they let us ride along with them.
There was a piece we also did for Jim Metzner “You’re Hearing America” — we did a
five-minute version for him — which got a lot of attention. So we were doing all of that.
We got to ride in the firetruck. The driver of the firetruck said they used the siren to
“push traffic.” Then we did the Floyd Bennet Field thing. We recorded from inside and
outside of the car, getting stationary positions and movement. There were a lot of people
involved in the project in that both the police and fire departments were sanctioning the
research Max as was doing. There’s a part when Owen Greenspan is talking about what
the police department might do to actually implement the sound, which they never did.
The basis for the project was because the electronic sirens that are used today are
extremely difficult to locate in an environment like NYC. So you hear them but you can’t
find where they are. And the point is you want to get out of the way but you don’t know
where to go because you don’t know where the sounds are. So the point was to make
them less startling and easier to find. And Max used as an example of how psycho-
acoustics functions, an alarm clock that he designed where the alarm clock produced
white noise. And he set it to eventually get to your threshold of hearing. You set it for a
time you want to wake up. And something like twenty minutes before you want to wake
up, it would gradually ramp up until it reached your threshold. And at the time of
awakening it would brutally cut off. And that’s what would wake you. And instead of a
sound startling you, instead, you would gradually wake up. This was one of the psycho-
acoustic phenomena he had been studying. He used this as an example of how we could
design things better. Max in many ways anticipated what we now call sound design
before it became popular. I used that term as well in the theater but in a completely
different context. | meant it to shape the theatrical space with sound. | worked with sound
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and light which are intangible elements to model space. | once did a lecture in Paris on
sound and light as plastic material.

MM: When you did the radio show, how was it received?
RG: | have no idea honestly. I never received audience feedback.
MM: When you talked to friend or whoever about the project, what was their response?

RG: They were mostly perplexed by it. But then once I explain they say, “Oh yea we
could use this.”

MM: Did you work with Max beyond this?

RG: We stayed friends quite a while. Max was doing a project in Paris for the metro. My
friend Don Forresta was producing that project. It might have been through Don instead
of Charlotte I met Max, I’m not even sure. Don was an American diplomat who worked
for the US Information Agency in Paris. He created an American Cultural Center — not
the American Center. Don introduced all the experimentalist and the Fluxus artists to
Paris — he brought Merce Cunningham over to Paris for the first time. He really created a
place for American artists in Paris. And it was through him that Max was able to do the
Metro project. Max lived in Paris for a while and we actually coincided in Paris; we got
together maybe three or four times. | was doing other things. | was still in NY when he
finished the Siren project. Max called asking if | wanted to do another piece on him. At
the time 1 was managing WNYC and | had other things going on and | think was brusque
with him. Max was extremely egocentric. Basically his main interest was his own work
and your main interest should be his own work too. I know another audio artist who’s
like that as well, but that’s another story.

MM: Now you have to tell.
RG: Oh its Bill Fontana. He and | went to university together.

MM: I’'m certain Max’s sister has made a similar comment. Do you have anything else
you’d like to add?

RG: Max’s work is really important from my point of view because it combines a number
of things that had been the preoccupation of American composers from the second half of
the 20" century — the thing that Max did was create a total synthesis of these things. He’s
interested in one at the same time: acoustic space, the sound environment (ecological and
acoustic), artistic expression, and therefore composition (the word compose does not
imply anything original, but you’re working with material that’s already exists)...Max
managed to combine all of those things: the ear of a musician, the mind of a sound
designer, the spatial conception of a sculptor...and what was really interesting to me
about Max, although he was this incredibly egocentric person, he wanted his works to be

216



anonymous. He wanted them to be discovered. | always thought that was interesting
about him, a sortof cognitive dissonance. The other thing I’d say about Max is he was
great fun to have a beer with and to just jaw with. We would talk about all kinds of
things, usually about music or something similar.

Wolfgang Staehle
October 17, 2016

Megan Murph: Could you tell me about how you become involved with Max’s Siren
project? What were your memories of making the video?

Wolfgang Staehle: Did you see the video?

MM: I've seen about a five-minute video. I’'m not sure if there are other versions...

WS: It was part of a cable television show in New York.

MM: Was that the “After Art” program? Could you tell me more since I’'m not familiar?

WS: Yes! Well, if you hadn’t lived in downtown NYC at the time then you wouldn’t be
familiar. Because in 1980 very few people had cable TV. Most of our other friends didn’t
have it so it had to been shown in a bar somewhere downtown. | was a member of a
group of artists called “Collaborative Projects” - with about forty artists — like Kiki
Smith, Walter Robinson, Tom Otterness, Coleen Fitzgibbon - a lot of artists in the lower
eastside who banded together to basically survive; to get grants and gallery space. One
part of the activities a cable TV show called “Potato Wolf” that was once a week.
Anyone who was interested in producing or creating a show could sign up to do half an
hour late at night, Tuesdays if I’'m not mistaken. It was produced in some small studio on
23" street in NYC. Because most would record a live performance or whatever in front of
the camera, my friend Lugus and myself thought it might be nice to produce a magazine
format show. We pre-produced it. At the time | was an assistant for a video professor at
the school for visual arts so | had access to equipment and editing equipment. So we
produced this magazine — they’re on the internet archive. There were three shows. “After
Art” —and then the follow up show was called “After What.” Lugus got hold of this NPR
interview with Max. | thought he had interviewed Max himself, but now I think it may
have been something else like the NPR journalist.

MM: Were you ever involved with him beyond this video?
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WS: No, | was aware of him but the magazine covered many things and this was just one
segment within a half-hour show. We did a lot of things whatever was happening
downtown at the time.

MM: So what did you think of the Siren Redesign?

WS: | thought it was funny. It sounded much too friendly for the New York cops
[laughs]. You’re always used to aggressive hauling on the streets constantly. And the
[beeps] and those things were cute. | thought it was a part of a NYPD commission. | was
not quite sure who was behind it. Do you know?

MM: From what I’ve gathered so far, Max initiated, but he got permission from NYPD to
use the police cars and such. And it never actually got approved to be manufactured or
used.

WS: Well, when I heard it at the airfield | thought there was no chance the NYPD would
use this. I guess there was some psychological component to it that it was less stressful or

something. But I’'m not the artist and the artist is no longer there to ask. What do you
think?

MM: Well, it’s interesting for me situated a few decades later. Lexington [Kentucky] is
pretty small, but I live on a street downtown that’s near probably five hospitals, so | hear
sirens all day. I think it’s funny that I’ve been thinking about sirens a lot when it’s all I
hear. I also think it’s interesting you bring up the psychological component. I’ve seen
some materials where Max mentions policemen who rode around to test out the sirens
feeling less anxious. That concept is interesting especially considering police brutality
today and what that would mean if we had those different siren sounds in car. What
would that mean for police or other people arriving to emergencies, what sort of mindset
the sounds would put them in?

WS: That’s a good question; I’'m sure Max was thinking about that. Do you know the
Rolling Stones song “Street Fighting Man?” Keith Richards was in Paris. And the sirens
of the French and German police cars [hums sounds] is basically the police at beginning
of “Street Fighting Man.”

MM: I’ll definitely have to relisten to that! May | ask one more question?
WS: Sure

MM: It seems you worked with Max pretty briefly, but do you have any lasting
impression of him to share?

WS: The only time | really met him was out at Bennet field. | remember his work at
Times Square and | went there. There may have been a few other times, but I just don’t
remember because the early ‘80s are just a haze. Lugus had a better connection with him
than | did — he was very nice. We were younger, so he liked what we were doing. He sort
of patronized us in a way, but I didn’t know him very well.
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Herr Lugus
October 23, 2016

Megan Murph: Could you tell me a little about yourself; what you do for a living
currently?

Herr Lugus: Since leaving NYC in the 1989, I’ve mainly been a sound engineer, a
‘roadie’, with major acts. In 1999 I took on a job at the Mandalay hotel as an audio-visual
production supervisor, so I’m not really in the art world anymore. I had a history back in
the day making my own audio art, even had a review in the New York Times, but I got too
busy and I do very little in that field now. I’ve been living in Vegas for the last 27 years. |
got involved with the New York City art world while I was working as the head sound
guy at “The Kitchen” back in the ‘80s. Through that I met many people, including my
German friend, Wolfgang Staehle. | found a lot of inspiration from the Kitchen that led to
my own audio art at the time.

MM: Could you tell me about how you met Max and became interested in the Siren
project?

HL: I met Max through Wolfgang. At the time, Wolfgang and | lived together, letting me
share his loft on Front Street. He, an Austrian journalist Joachim Riedl, and | decided to
do a Manhattan Cable show for Manhattan Cable TV’s public access channel, which we
called the ‘After Art’ Magazine. We thought the Sirens project would make a great
contribution to the show, so we met up in Max’s studio to record an interview. [ was the
camera man. We did the show with our own money; we had very little production money
to spend. Max told us about the upcoming tests he was going to do with the NYC police
department and we got to go with him to the Floyd Bennet airfield to drive these real
police cars back and forth to hear their sounds. What Max did was bring his “FORTH-
language” computer. This was basically a homemade device with a separate 6-inch
monitor. He had a touch screen pen to go along with it, which | found so impressive. He
placed this computer inside the police car and interfaced it with the existing siren box.
There was also a recording set up with two microphones that recorded the passing police
cars in stereo so that he could later on listen and judge what he wanted to do to with the
siren sounds. He was out there just documenting sounds. The point of all this was that the
locatability of an emergency vehicle through its sirens in NYC was too difficult for
anyone within the jungle of acoustic reflections in the city. If you had an ambulance
coming from behind you, you wouldn’t know where the sound was coming from; you
wouldn’t know it was behind you. The whole purpose was to develop new sounds and
sound patterns to make things more locatable for people on the streets. Eventually sound
devices would be installed in intersections of high traffic areas that would communicate
with the police car sirens so that their sounds could help in identifying where the source
was coming from, utilizing phenomena like the Doppler Effect and interference. That was
the big project. What you see on the video was still in its absolute infancy. Max was just
getting used to using his sound generating computer — today we could just use iPhones to
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do similar things with a 99 Cent downloadable app. | was amazed by his computer — that
was big programming back in the 1980s, and | was very inspired by the purpose of the
project.

MM: Wolfgang mentioned he met Max through you and you mentioned you met Max
through Wolfgang, which I think is funny.

HL: Well, Max and | may already have had a mutual social connection. | had a really
good Austrian artist friend, Norber Brunner, who in turn was friends with Max’s German
intern and computer programmer, I don’t remember his name, who was an expert with
that FORTH programming language. So this assistant became also my friend, which may
have been the connection, but I do not recall that for sure. Most of the time Wolfgang
provided the content ideas for the show.

MM: Wolfgang described your “After Art” TV Show as a magazine collage and I’'m
interested to watch it in its entirety, not just the sirens clip, but as a whole. What were
your thoughts on the show in general?

HL: You’ll see the show was not pre-edited. It was ‘winged,” put together live at the
broadcast facility and also very low budget. | loved the aura it had, with its spirit of
enthusiasm and idealism. We were piss poor and had nothing. Nobody had a real job and
we worked where we could to scramble together some moneys. The cost to rent the air
time and the equipment, however cheap, was a lot of money to us then.

MM: Were you involved with the COLAB group like Wolfgang?

HL: COLAB was mainly Wolfgang’s thing. They did a lot of great stuff with weekly
meetings and did the organizing of art projects of their members. Really great, local
people where involved and young artists looked up to the older artists. You’ll see a
German term in the show’s credits that I was more involved in, called the ‘Stark &
Schwach Gesellschaft’, or in English, the ‘Strong & Weak Company’ which was a name
under which some of my own projects took place. Everybody | ever knew in NY was
creative at that time in one way or another. It was amazing to go out into a bar in the East
Village and have conversations about art and things until 4am. It was a very creative
time.

MM: Were you ever involved with Max beyond this video?

HL: Other than socially with his programmer intern, no. Max was always a father figure
and the ‘older guy’.

MM: [talks about chapter in relation to dissertation and defining noise within art]

HL: | remember | was a sound engineer for many clubs and bands, for composers like
Rhys Chatham and Glenn Branca. At first their stuff was called ‘noise rock’ and then
evolved into ‘drone music’. Those were the guys who wrote music for tens of electric
guitars. [ produced the premier performance (for the Kitchen) of Glenn Branca’s 2nd
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symphony, called “Peak of the Sacred,” live at St Marks Church in Manhattan. If you
have one hundred guitar’s frequencies filling the air of a space all at the same time, the
interaction and interference of these frequencies would begin to create harmonics which
may appear to the listener as church bells, choirs and all kinds of heavenly harmonies —
out of noise would come new sounds — your ear-triggered mind would begin to hear new
things. That’s the beauty of how noise could be turned into sound knowingly, steered by
those two guys who created the works. Any sound consists of frequencies as air
movements. If you have a lot of these all present at the same time, two sounds will create
a third sound with new peaks and valleys in the air movement. Now imagine one hundred
electric guitars with six strings each. They used chopsticks to play them in a strumming
fashion, loudly amplified, so loud that after several minutes of exposure, the ear will shut
down and protect itself and will only allow select sounds to enter your brain. This
selection creates this music and the resulting sounds aren’t noisy but beautiful; imagined
things happen. Out of noise comes music.

MM: When you told your friends about the Sirens project, what was their general
reaction?

HL: I didn’t talk about it a lot since, but | had mentioned it here and there. Because of our
recent conversations about Max, just this morning at breakfast, | was explaining it to two
Cirque du Soleil actors, triggered by a real event: We had heard an ambulance drive by
our diner and we couldn’t figure out where it was coming from. Everyone at the table
agreed not having been able to locate this ambulance!

MM: Any other significant memories of Max to add to the conversation?

HL: There’s only one thing that keeps coming to mind: he was a real gentleman. He was
very well spoken. I like when people can express themselves and | admired that he could
express himself. He was not a geek, he was not outgoing, but including and very focused.
That really impressed me.
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Julia Prospero
October 24, 2016

Megan Murph: Would you mind telling me a bit about yourself - what do you do now for
a living?

Julia Prospero: I’'m mainly retired, but I work as an usher in the concert hall, at Tully
Hall, Lincoln Center.

MM: That’s exciting! Do you have a background in music?

JP: Not really. I’ve mostly been self-educated in music. | was more in the arts
administration side of things, working with musicians and broadcast journalists. Brian
Flahive and | were partners for a very long time before the AIRWORKS group got
together. Ray Gallon, Brian, and | were the founders. At the time, I also managed a duo
act called ‘Ear Food.” Ear Food consisted of Dana McCurdy and Brian. Dana’s father was
Ed McCurdy; a renown folk singer-songwriter, you may have heard of him. | managed
and promoted their duo a lot. I was also involved with a music label called Lyrichord, a
well-known, early music recording label. Later on | happened to get a job to be the buyer
for the Lincoln Center gift shop. So, in a way, I’ve been involved in music all of my life.

MM: Could you tell me about how you and the rest of Airworks Group meet Max?

JP: I don’t remember how we started hanging out with Max, but we used to go to his
studio and drink. In those days we all drank a lot. Ray was involved with Charlotte
Mooreman and I think it was through Charlotte that we met Max. And he told us about
the Siren project and we said we were very interested in recording for our radio show. So
we went out to test the sirens with him several times at Floyd Bennet Airfield. We drove
around and used the siren sounds and Max’s explanations of the project for NPR’s All
Things Considered. There should be a twenty-minute version of the show that we did.

MM: What was your reaction to the project?

JP: I thought it was the coolest thing. NYPD sirens always feel far too annoyingly loud,
European Sirens seem to work better. There should be a better way to communicate an
emergency. The sirens are just too invasive. I’'m very sad it never came to anything. They
still haven’t solved the problem in NYC. I felt it was a very important project. I was glad
that Max had a chance to be in history, even though nothing was instituted. He started the
ideas rolling. He had such an interesting view on audio and how people react to sound.

MM: What was your overall impression of Max as a person?

JP: We was a crazy dude. He smoked and drank a lot. We all did. It was really fun being
around Max. [ don’t have any specific unique memories, but [ remember him as a
wonderfully crazy artist.
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Owen Greenspan
October 24, 2016

Megan Murph: Tell me alittle about yourself now — I know you’re no longer in NYPD,
are you retired?

Owen Greenspan: | am retired [see link to biography].
MM: Tell me about how you got involved with the Sirens project and how you met Max.

OG: At the time, | was either a member or the only member of the Applied Technology
Unit. My rank at the time was either patrolman or detective. But in the Applied
Technology Unit, eventually, there was a group of us. Dr. Marvin Berkowitz was the first
director. I think that was after the Siren project. Met Max through Paul Canick, who was
the Deputy Commissioner for Administration of the NYPD with responsibility for
administration of the Department’s budget and overall purchasing. . Paul had an interest
in technology and was himself an engineer. He had come from the fire department. He
oversaw large expenditures for the upgrading of the 911 police communications system
and radio communications. | believe he took on the Siren project and it was assigned to
me through him. I’'m not sure if Max approached him or if there was an external
connection. Max had some sound exhibits around the city and Paul might have met him
there, but I just don’t know. NYPD was frequently approached with all sorts of ideas and
notions and often they’re dismissed. But Max’s project was not. Here we had someone
who said they wanted to redesign the sounds to make them more unique, pleasing and
distinguishable from other city siren sounds (e.g. fire vehicles, ambulances, etc.) Police
agencies typically bought siren equipping from private sector companies or as part of
“police packages” mounted on Radio Motor Patrol (RMP) vehicles (“police cars). Max’s
project must have been interesting enough for Deputy Commissioner Canick to agree to
allow Max access to police vehicles and siren equipment for assessment, evaluation and
experimentation.

MM: What was your role during all of this?

OG: | was the project liaison. Even with NYPD willing to cooperate with Max to access
a police vehicle, it wasn’t going to just allow Max to get behind the wheel. There would
be legal issues, liability issues and it is never wise to drive a marked police vehicle on
public streets if you are not a member of the police department. We likely borrowed one
or more vehicles from the Department’s Motor Transport Division for Max to use. [ have
this vague recollection that we did some experimenting with sounds and distances of
sounds in Flushing Meadows Parking Queens. It was a large, open park and I’m pretty
sure we drove around to do some sound experiments out there.

MM: There’s video footage of sound experiments at Floyd Bennet Field, were you
involved with that?
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OG: It would have been less populated than Flushing Meadows Park so it’s possible, |
just don’t remember. Or perhaps we used both locations. Floyd Bennet Field in Brooklyn
housed several specialized units — Emergency Services — with specialized vehicles, which
I would have had access to, so it’s likely. Over time I used that location to evaluate the
suitability of several technologies for their applicability to police operations separate
from Max’s project. Which is why I think it is likely.

MM: Do you remember other people involved with the project?

OG: I have no recollection that Max brought other people. I can’t be sure that he didn’t
work with others in the police department, though.

MM: What were the experiments like?

OG: I’'m not so sure I would call them experiments. I don’t recall Max ever getting to the
point where he developed a product where we could see how people reacted to the sound.
He was accessing the existing vehicles, the frequencies and the intensities, with a view to
redesign them for an urban environment; so they could be distinguished from the noise
cluster of various alarm sounds in the urban environment.

MM: What was your general reaction to the project?

OG: It’s hard to say what my thoughts were 40 years ago. Given my nature, I probably
thought it was interesting and had some potential to be beneficial, but I don’t know if I’'m
saying that because my views of the world have changed. If you think about the intent of
the project, to create a sound more pleasing and locatable in an urban environment, I’'m
unsure if he had the background for that. I don’t know if he had a grasp for what people
would have found more pleasing, but again, this is me speaking 40 years later. I haven’t
been in a patrol car in a few decades, but sirens certainly can be an issue. If you have a
siren on and you come up to an intersection, people may not recognize the location of the
siren and could be crashes. Max’s siren redesign could have had safety benefits. I’'m not
an engineer, but NYC sound bounces off building, so directionality is definitely a
challenge.

MM: Could you tell me about any other significant memories of Max or your working
relationship with Max to add to the conversation?

OG: In the police department, I had this strange job focused in-part on technology
transfer, where we looked at things that were used in areas outside of law enforcement
that might have been of use in law enforcement. | was aware vaguely of sound art that
Max was doing in NYC and considered that a kind of technology transfer. What he was
doing in one area as entertainment got transferred into public safety. So that technology
transfer sort of intrigued me and | would have appreciated him for that. I think we got
along just fine, but I don’t remember much about him as a person and we didn’t follow
up with each other after the project. | got the sense that he was involved with other things
and that his primary focus was on art.
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Hildegard Westerkamp
October 10, 2017

Megan Murph: Could you tell me about how Schafer became interested in noise
abatement?

Hildegard Westerkamp: | think the initial interest in looking into noise had to do with
him just being disturbed by some of the noises in Vancouver. As story has it, he was
living in a certain area were a lot of sea planes were taking off from the VVancouver
harbor and they really disturbed him while he was trying to compose. This got him going
thinking about teaching a course on noise at Simon Fraser University. In that process of
teaching on noise, he realized the students weren’t really all that enthralled or interested
in the subject matter. He realized that rather than being morose or against noise, and
instead of ranting against noise and fighting it, how about listening to it. This was
different from the kindof anti-noise type of approach to the noise problem of the time,
which I think was really brilliant. And at some level, this idea was when everything
started at some level for the Soundscape Project. Let’s start to listen to the soundscape
and begin to understand what we are up against and what we are encountering in our
environment. It turned around his whole approach. I would think it’s a more positive and
creative approach to grappling with issues in the sound environment. At the time in the
“70s, there was a lot of effort made to studying noise and measuring noise. In Canada, it
was in the air to change noise legislation because the old, more general qualitative
legislation was just not enough anymore to deal with the more specifics of the more
urban noise issues. In VVancouver, in the early 70s anyways, there was an attempt to
change the noise bylaw and I got quite involved in that. When he wrote The Book of
Noise, that was really, | think, his way to articulate noise and how that all fits into the
approach to listening to it and to the approach to trying to reduce noise, changing the
sound environment. To me, The Book of Noise was the first step to grapple with noise
issues. The World Soundscape Project had not really started at that point. He had written
The New Soundscape by that time and he written Ear Cleaning already and they were
written in the context in his music education books. He wanted to wake up the ears of
music educators and say, ‘let’s expand our ears beyond the music ear cleaning, let’s ear
clear in terms of the environment.” So, the late *60s, in 1965 he got the position at SFU, a
relatively revolutionary university in that time, so in that context he was writing a lot of
those things. The WSP officially began in the early 70s. We never know when it really
started. I wasn’t there until 1973 and they had already done some work by that time. So,
all of that stuff, [his publications] happened before the WSP. A Survey of Community
Noise Bylaws in Canada is credited by the World Soundscape Project. The main group of
the Soundscape Project was Murray Schafer, Peter Huse, Bruce Davis, Barry Truax,
Howard Broomfield, myself all together from 73 to ‘74. Truax and myself joined in ‘73
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when the others had already been hanging around. And there were others who were
involved also involved but it was more loose at that point.

MM: Could you tell me about your thoughts on the changing soundscape in VVancouver
when you first moved there (1968-until)?

HW: Well, at that time Vancouver had a feeling of being much more at the end of the
world, really. Whereas now it is a part of the pacific rim, a sortof gateway, in the middle
between the European-North American continent and Asia. So, it’s become much more
of a hub and big city, which its wanted to be ever since 1986 when the Expo happened
here. Up to that point Vancouver was a relatively sleepy place. Certainly, coming from
Europe, | felt it had this sense of wide open space with ofcourse the beautiful mountains
and ocean and relatively quiet. When we were studying the Vancouver soundscape, some
of the sounds that are not so prominent or obvious anymore were the harbor sounds, boat
horns, fog horns, and trains. They were all very beautiful because we had a company in
town called Airchimes that designed all of these horns and the person who ran the
company had a very musical ear and he designed very beautiful horn sounds. We had all
these beautiful fog horns and signal sounds in the city and the train horn ofcourse still is
here. We still hear them, but generally, the city has become bigger and louder and they’re
not as audible as they were. When | talk to people who live in the suburbs, they don’t
even know that we have a horn that rings every noon hour the first few notes of “O
Canada.” People just don’t know. They’re too far away and they just can’t hear it. It’s not
something they’re familiar with, which is always surprising to me because | can actually
hear it from my house on certain days. The city has grown high rises like weeds over the
last ten years, so having these high rises ofcourse creates an acoustic change. There is
more exhaust from the high rises. There is a wall that might prevent you from hearing
sirens properly or might prevent you from hearing sounds from the harbor. It’s a lot
denser now. It’s become more busy. Car sounds might have become more quieter but
there are more of them. The airport has become bigger. The airplane sounds have become
quieter but there are more of them.

At the time when Schafer became concerned with noise, he always said the ‘60s was the
loudest decade of the world. He talks about the transportation noise and motors being a
whole lot louder and the noise abatement on those have quietened down because it’s been
required by abatement. It’s become a necessity. He also talks about not liking rock music
and amplified music. He was quite against that and the loudness of that. So, that’s why he
claims the ‘60s was the first loudest decade and maybe now it’s continued that way.

I think partially he’s right because post-war period had kindof encouraged this economic
boom and that encouraged an industry of motorization in North America with new
equipment that was never really around before the war (like lawn mowers, vacuum
cleaners, and home appliances that were all motorized). Everywhere you had
motorization and people were proud of it, they thought it was great because these things
made life easier. Most people didn’t worry about it - why worry about the noise when this
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stuff made life easier. And ofcourse Schafer made us go out to listen to it to see what we
are doing to our world in this push for progress. To me this was very important. This
inspired me because | came from the music background. My listening was very much
focused on classical music and my ear training | found was very scary and felt challenged
by it often and felt it was a bit oppressive the way | was educated. When Schafer came
along and said let’s listen to all of the world and let’s expand our ears through the
environment and think about the quality there, | was completely inspired. It freed me and
absolutely liberated me whatever was oppressive about music education. It was a
complete inspiration working with him. | was in an environment constantly listening and
recording sounds and constantly talking about the quality of the sound we were listening
to it was an airplane, music, or a quiet environment. We researched sound on all levels.
We researched acoustics, physiology of our ears and bodies, the reception of sound
through our bodies. We learned and learned while he was writing his books. For me, it
was a way as an immigrant, to get to know the city from a very different perspective. |
ended up learning recording and | was not a composer at that point, but I learned how to
work in the studio. We had a radio station where | worked doing the Soundwalking radio
program, which led me into my career. | ended up composing because | was fascinated
by listening to environmental sounds, recording them, obvserving my colleagues in the
studio. At the same time, this constant drive to organize other people and the community
to be activists about sound and to learn to listen to the environment and to learn to think
about ecologically about the environment, which ofcourse includes noise. For a while
after | stopped working for the WSP, | was involved with the Noise Project, where we did
some education in schools where we taught students about decibel levels and legislations.

MM: Could you tell me more about the noise project you were involved in? When was
that?

HW: That was in 1974-75. It was with a local organization that got a grant from the city
to do noise workshops in schools and city council, especially because there was an
attempt to improve the noise legislations. We invited them to think about noise and
encourage them to listen to the noise and to understand it’s not just about numbers and
decibels but about a complex area about perception, which makes the noise legislation
very complicated. It’s very difficult to legislate noise because our perception is such a
complex thing we have — one person’s snore is another person’s music. So how do you
legislate that? How do you put decibels to that? Our task has always been to understand
how we listen and how do we convert that into a community of listeners and how we deal
with a community of noise and a community of sound events.

MM: | believe I read on your website you wrote a noise handbook for the Society
Promoting Environmental Conservation — was this the same project?
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HW: Yes, that was the same project. I wrote a little thing called “shh.” It was my attempt
to write something post-The Book of Noise — more concentrated on Vancouver and the
here and now, something we could hand out at the workshops and to give to schools. It
was a bit amateurish but it was a good process to go through to educate people on
decibels and listening. I don’t think it’s half as good as The Book of Noise, but I think it
was good for the specifics of what we were doing then. Part Two was called “Towards a
better soundscape” which focuses on what the citizens can do - a bit more an activist
approach than The Book of Noise. Some of the listening is in there, but the main point
was how do we work with noise in all aspects of our lives?

MM: Could you tell me about some memories you may have of Schafer’s early
publications influencing the WSP, maybe getting into the Survey of the Bylaws?

HW: All of that went parallel — by the time I got involved A Survey of Community Noise
Bylaws in Canada was already completed in 1972. One of the projects | was involved
with was to gather information on noise legislation from around the world. We collected
a lot but never analyzed it. Murray did used use that information in his Tuning of the
World. I was in the Project when he was writing that book and I was a researcher when
he was writing that book. So, everything he had done before really led up to that book.
We had a “literature file” which were we had quotes about noise from books we found —
as a source on how did people perceive noise and sound from books. | was very involved
with finding that information. So, there were all of these projects going on everywhere
trying to gather information, which he then integrated into Tuning of the World. You
know the book is a bit of an anthology trying to cover sound from many perspectives
from silence to community noise, anything from morphology to natural sounds to
decibels. | was there when all of that was being put together in that book. We had
meetings every Friday where he would bring one of the chapters, we would take it home,
and the next week we discuss it, critique it and continue to do more work. We were very
active. It was a very interesting time.

MM: How do you think Schafer would describe an ideal soundscape and how did that
definition change over time over many decades?

HW: I think he would confirm what he’s always written. He would define an ideal
socundscape, acoustically speaking, as one where we can hear every sound — where no
sound masks another sound — where there is a human scale to the soundscape, we can
hear our footsteps and our own voices. That to him, is what a balanced soundscape is.
The living beings with the other beings — no one is being masks. There’s been a fair
amount of controversy as you say that he idealizes natural sounds. Well, yes on some
levels he has made himself vulnerable in the way he speaks about nature in The Tuning of
the World is provocative and sometimes his language is challenging. Sometimes he wants
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to rattle people alittle bit to make them aware. So, the impression the people get from his
writing is he’s for silence and against noise or he’s for nature and against cities. That’s
become the sortof cliché critique against Schafer, but if you not take his tone so seriously
(which is also sortof the tone of the ‘70s, we were all trying to rattle eachother to make
eachother more aware, so | see it more as a historical thing), when you understand that
context and you look at the basis of the book, he’s talking about the acoustics of a natural
environment as being ideal. As soon as we drive our car into nature, we mask our
footsteps, we mask the sound of crickets, and the subtle sounds of nature. That’s our
reality. That’s an acoustic reality. What Schafer was trying to do with the WSP project
was to really listen to those acoustic realities and understand what that means in terms of
acoustic design. What kind of acoustic soundscapes do we want to have and create that
make a balance as best as possible.

Yes, he ran against noises. As do I, so do many. The question really becomes what do we
understand about a balanced soundscape? And this question needs to be asked over and
over. Because soundscapes keep changing and sounds invade. Let’s talk about the
oceans. | mean the underwater soundscapes have become a huge issue in terms survival
for some of the species in the water because the noise interferes with their
communication. The same happens in cities. Birds have been louder in some cases
because the city noises have become so loud they have to become louder — and lucky
them that they can actually do it. There are very real issues around living beings having
to grapple with the interferences of broadband, motorized noises.

Human beings have to deal with air conditioned buildings that are not only a problem
because the air isn’t very good, but also because they’re constantly surrounded by this
kindof whitenoise fog, what Schafer called a soundwall. This isolates you from further
sounds and larger acoustic spaces. Traffic sound does the same thing in the city. You
can’t hear beyond the street you’re on. We can’t hear our footsteps or our own voices
sometimes. There’s a reality to all of this that Schafer wanted us to not forget about. This
is what’s happening right now.

I think he would still say the same thing now if he were able to be interviewed by you.

The things I think I have taken up and inspired by the most from his work have been
around listening. We have a group here in VVancouver called the Vancouver Soundwalk
Collective. I do a fair amount of soundwalks and listening thing with people to maintain
that kindof connectiveness to the soundscape because we have a way of ignoring it. We
know how to block it out. If we get very good at blocking it out, we might forget the toll
it takes on us. We should never forget that. We need to understand what we do to
ourselves within the sound environment when it is noisy and how can we change things
acoustically to keep our sanity especially in urban environments.

Also, how do we get rid of oppressive silences — silences that are without life? For
instance, you can call an office with whitenoise that’s not very loud, but has this air
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conditioning sound, could be seen very much as an oppressive sound because there is no
life in it. All you’re hearing is a bit of broadband whitenoise that’s relatively quiet, but it
makes it so you can’t really hear other voices very well or really anything really well
other than signals. How do we get a positive relationship to attack silence that is
inspiring, alive and well, and a source of repose and relaxation? We talked about these
things in The Tuning of the World and it’s all in the book, but it needs to be revisited all
the time because most of us are not really familiar with how to speak about noise and
sound - how to articulate through language about sound. We have a relatively visually
oriented language in our descriptions. For us to think and talk about sound is an
additional step. We need that to make it conscious. When we have soundwalks, we
always have discussions afterwards so we can share what our experiences were. How did
people hear the soundwalk, how did they experience it? And then you discover that
everybody experienced it completely differently. Some people hear things others didn’t.
We can focus on sound and block it out and zero in on our own thoughts and block sound
out all the time. So, this inner/outer switching of listening to the world and listening to
our own thoughts go on all the time. The better we understand that, the better we can
begin to think about dealing with it in the world and staying sane in the cities from an
acoustic perspective.

MM: | know you talked about the discussions afterwards, but could you talk about the
connections you might make with other people during the soundwalks?

HW: Yeabh, it’s interesting because usually when we start a walk, everyone is coming
from different directions and we may have a group anywhere from 16 to 30. It’s always
very interesting. During the public walks, we usually do about an hour of walking in
silence and not speaking. Each time is slightly different. The overall, general pattern is,
you can feel people’s distraction when they arrive. They’re looking at where we are, still
coming from somewhere else, kindof trying to get adjusted to listening to the sounds
around them. You can feel it.

There’s often a point, depending on what happens in the soundscape and within the
chemistry of the group, you can actually sense when we are all listening together.
Something settles in the group and people are actually listening. There’s something
completely different that happens and it’s very interesting because it creates a sense of
calm. People slow down, their bodies slow down. They’re not in a hurry anymore, not
goal oriented anymore. They’re clearly in touch with the sounds around them and their
environment through this process of listening. Often these points come up in the
discussions later. Someone will comment on a sound they remember and people will
relate clearly to a certain sound event that actually made that happen. It’s not always like
that. Sometimes it’s more gradual and more individual, but you still people slowly
settling into the process of listening and not worrying about anything other than the
soundwalk. The worry has disappeared and they feel safe within the context to just listen.
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By the end of it, everyone looks a lot calmer. Sometimes it’s even hard for people to
switch and express what they heard and express their thoughts because they were in a
different mode. The mind works differently again once you get into the discussion part,
S0 it takes a bit of time, but most of the time the discussions get very animated —
sometimes lasting over an hour depending on the meeting place afterwards. The
discussions are just as important as the soundwalk because hearing other people talk
about an experience we all just had completes the soundwalk. The group discovers
sounds and learn from each other yet can reflect on our own role, our own ear and brains
behavior. In this context, every experience is different, making it endlessly fascinating. |
never get bored and usually I’'m newly inspired by it.

MM: I’'m wondering if you think there’s a sense of individual and group healing that may
happen on these soundwalks with having people become more present?

HW: That’s the hope. It’s a slower approach, a practice. You’re practicing listening to the
environment and you slowly feel the altering of our relationship with the environment
changing. We all need reminders of listening. These soundwalks are exactly that. | can
go about my daily life and completely forget about this type of mindful listening because
of stress and being in a hurry, but when you do this practice, you notice the listening has
left you and you try to rope yourself back into a more mindful tact of listening. That
appeals to me and applies to being in relationships just as much as being in the
environment. That kindof mindfulness we need to apply everywhere. I’ve noticed this
year more so than before I’'m recognizing faces in soundwalks and people coming back.
People are seeing it as a practice in themselves to be reminded. A soundwalk is a
wonderful discovery of certain places of the city. You’re not only discovering the sounds,
but you’re more present, you’re seeing, smelling, hearing things you normally don’t in
your daily life. That kindof experiences grounds you much more in your community and
living space, having a very positive impact, because it just grounds you a bit more to
where you live.

MM: Thinking more about soundwalks and Neuhaus’s Listening Walks, are you familiar
with these walks? Do you think Schafer was familiar with Neuhaus’s Listening Walks?

HW: | am familiar with Neuhaus, but I’'m not familiar with his Listening Walks. I know
he has done installations and things, but I’m not actually familiar with his Listening
Walks.

MM: They were primarily in the ‘60s when he was still a percussionist. He would do
them before concerts or performances to sortof get his listeners ready to hear
experimental music. The first one happened in 1966 where he’d walk a group around to
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explore sounds before one of his loft concerts, so | always wondered if Schafer was
familiar of this.

HW: I’m pretty sure he knew of Neuhaus, he might have known him personally, but I
cannot tell you. I do not know to what extent he might have encountered that. Neuhaus
was someone I heard about but I don’t think he’s mentioned in The Tuning of the World.

MM: 1 don’t think so, he’s primarily known in the sound installation world, but before
then he was a percussionist and by the late ‘60s pretty much gave up performing. He
released an LP and after that, focused primarily on sound art.

HW: By the late ‘60s I wonder if he had heard of Schafer or the concept of soundscapes
because it was already out there? But it was also in the air at that time. There was John
Cage, Pauline Oliveros - this interest in listening to the environment was simply in the
air.

MM: Yes, Neuhaus was friends with Cage and Feldman and others and I’'m thinking
them both doing Listening Walks and Soundwalks was a “spirit of the time”

HW: Yes. Part of the ‘60s and ‘70s was sortof being perceptually more open to the world.
Not just going by traditions and forms and the way things had been done, but let’s be in
the here and now. Let’s use our eyes and ears and body/selves to relate in the world. That
is exactly what happened in the late ‘60s.

MM: Later getting into the late ‘70s and into the ‘80s, Neuhaus began a sirens project
where he started to redesign the NYC emergency sirens for police cars and firetrucks. It
never took off because of lack of support and funding, but he redesigned and created
these sounds.

HW: It’s interesting you’re saying this because I’m sure we must have heard about that.
I’m sure we had conversations because we [ WSP] were constantly talking about how
these sound signals function in cities and how they could be designed more effect and not
as horrible and destructive to our senses. By that time, though, Schafer was already gone
from Vancouver. He may have known some of this information. I have a feeling he must
have talked about this in his lectures later but I cannot actually give you an exact quote.
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