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Abstract

Prior to the undertaking of a PhD, previous academic study consisted of a traditional
music degree and a Masters in Design. Out of this experience I began to become
exposed to the compositional works of experimental and minimalist composers, such as
John Cage, La Monte Young, Terry Riley and Steve Reich. The listening, articulating
and theorisation of such works caused me to arrive at a crisis point during my period of
study, questioning the meaning, purpose and consistency of sound. What is sound?
What does sound consist of? How do we differentiate the various labels given to
sound?

What does it mean to listen to a sound?

Through attentive listening to

compositions which have a wider conception of sound’s role than that in most previous
Western music, it became evident that sound must be isolated (differentiating sound
from standard musical compositions) in order to study and analyse its meaning and
importance, ascertaining that sound should be placed in a field of itself.

Such

realisation led to a personal interest in the role and cultural relationship of sound, in the
construction, preservation and maintenance of our everyday lived experience. This
continued relationship takes place in a context where, technologically, the space is
being transformed, due to the continuing development of innovative ways of presenting
sound-based work to a wider public audience. The aim of this thesis is therefore
threefold:

1. To interrogate the origins of new media technologies, in order to determine if
there are implications in relation to sound technology.
2. To record and archive the sonic ethnography of Northern Ireland.

vi
3. To establish a relevant form of creative exhibition best suited for public
exposure of this kind of work and the possibilities for commercialisation.

An analysis of sound in a coherent, logical and multidisciplinary approach will be
undertaken, as it is intellectually unthinkable to investigate and deliberate each of the
above aims individually. It is impossible to think of these aims as separate units and
components. As a result, we are unable to consider a discrete aim, without taking into
account the research aims as a whole. In this way each aim acts as a single side of a
triangle, coming together to make this sonic whole.
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Chapter 1
Introduction and Theoretical Underpinning of Sound and Culture

Introduction

This PhD submission is both practical and theoretical. The practical element consists of
a soundscape archive comprising: 196 soundscape compositions1 (approximate
duration: 9 hours 54 minutes 35 seconds), 26 montage soundscapes (approximate
duration: 27 minutes 28 seconds) and 28 cultural and town2 interviews (approximate
duration: 2 hours 6 minutes 47 seconds). This archive was exhibited to members of the
general public by means of an immersive sound installation, Sensory North.

The

dissertation acts as a discursive accompaniment to such soundscape compositions,
addressing many of the contextual and philosophical issues that have arisen during the
compositional process and the public exhibition of my soundscape compositions.

Chapter 1 explores the cultural beliefs in relation to sound throughout society,
ascertaining sound as culture. It develops to explore the emerging genre of soundscape

1

A soundscape composition differs from a field recording. A soundscape composition is a sonic representation of a

particular location at a particular time, capturing and representing all aspects of life and culture. A field recording
that is recorded within an outdoor (field) environment is used to enhance a composition such as a film music score.
For example, the sound of a motorbike driving past or the sound of a church bell may be recorded and used within the
film music score. Field recordings are not a sonic representation of a particular place and time. Please note: although
the practice of these two distinct approaches is technically quite similar, focus and philosophy is quite different.
2

Cultural interviews- refers to the interviewing of cultural organisations in Northern Ireland, for example the Orange

Order. Town interviews- refers to the interviewing of citizens on the town and city streets of Northern Ireland,
enquiring as to their thoughts and beliefs in relation to sound. These interviews began to frame the investigation of
how sound relates to evocations (performances, even) of cultural identity. Due to logical constraints (difficulties in
obtaining interviews with organisations) the sampling is small and not necessarily fully representative, but provides a
point of departure for more comprehensive investigation and ‘sampling’ of data.
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composition, highlighting the confusion between this form of composition and musique
concrète. The final section examines the importance of archiving sound, emphasising
the role the sound artist plays in the preservation of past and forgotten sounds.

Chapter 2 analyses the role and emergence of new media, highlighting implications and
influences in relation to sound technology. It demonstrates the transgression from past
theories and practices to techniques and methods used today, illustrating an increased
use of sound and technology and an expansion of both the composer and listeners sonic
palette.

Chapter 3 documents the ethnographic implications of the researcher in relation to the
sonic, and the methodological processes involved in documenting soundscape
recordings across Northern Ireland.

Chapter 4 presents the findings of my ethnographic research, detailing the creation of
the immersive installation, Sensory North. This chapter is presented in two distinct
parts, Part One and Part Two. Part One deals with the product of my ethnographic
research, whilst Part Two details the design and creation of all hardware and software
appliances and applications used in order to create and implement the sound installation,
Sensory North.

Chapter 5 examines if a commercial application of this research should be explored.
The meaning and importance of creativity and commercialisation, the impact and
consumption of technology and thus the creative industries sector will be examined in
order to determine if a commercial application of this research is viable.

3
Primacy of the Visual

The importance of our auditory perception and the notion of all sound must be
coherently examined, in order to establish the significance of sound in our everyday
lives and the subsequent attention which we as a society bestow it.

Encompassing a 360-degree envelope, sound cannot be escaped, establishing it
primarily as a public, rather than a private event3. Escaping its initial location, sound is
affected by its surroundings, vibrating against walls, buildings and all other adjacent
objects, resulting in inhabitation of more than one space. Our auditory perception is
omni-directional, as our sense of hearing is as responsive, if not more so, to the sounds
behind us than in front. Our sense of sight however, focuses and pinpoints, allowing us
to observe objects in the direction in which we are looking, suggesting that we are
always at the edge of our visual field. Our eyelids too allow us to close and protect our
eyes at will, allowing us to perceive only those sights which we wish to perceive. Our
ears, however, have not been provided with this protection and are therefore unable to
be shut off at will. Consequently our ears are never at rest, subconsciously absorbing
and filtering all sounds around us. Janek Schaefer explains: ‘the ears’ only protection is
an elaborate psychological mechanism for filtering out undesired sound… the eye
points outward and the ear draws inward. It soaks up information’ (Schaefer 1995).

3

A private space (soundscape) refers to a space, which the listener regards as psychologically ‘theirs’. This is

usually a comfortable and intimate environment involving a small number of people (for example, a bedroom, office
or conversation between two close friends). A public space (soundscape) refers to a vast space and environment,
involving more than one person. The partaking of many social activities usually takes place in this form of space (for
example shopping on the city streets of Belfast or attending a concert in the Odyssey Arena).
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Focusing primarily on the visual, the statement ‘I see what you mean’ reinforces that we
as a society judge the world predominantly by what we see.

Throughout

communication, this phrase is primarily used as a statement of understanding,
highlighting that even our everyday language points to the primacy of the visual. For
example, when listening to an individual explain an event or happening, we as the
listener will often replace ‘I understand’ with ‘I see what you mean’. Our process of
labelling sound events too relies on the primacy of the visual as in ‘we are more
inclined to say “the bell sounds” rather than “the sound bells,” in the former the focus is
on the bell, in the latter on the sound itself’ (Rodaway 1994). Our process of labelling
sound events, therefore stresses the nature of the object making the sound, rather than
the actual sound itself, a form of perception and judgement embedded within our
psyche. Further evidence lies in the fact that society has allowed itself to be led by the
tourist gaze to believe that perception consists primarily of sightseeing. R. Murray
Schafer declares: ‘the sensitive human being knows that environment is not merely
what is seen or possessed. A good tourist inspects the whole environment, critically and
aesthetically.

He never “sightsees,” he hears, smells, tastes and touches’ (Schafer

1994:212).

The anthropologist Steven Feld has shown that such conventions are indeed socially
constructed through dominant public discourse. His exploration of the Kaluli tribe of
Papua New Guinea offers an interesting contrast to the dominant discourse in so-called
Western societies. For Kaluli people ‘sound is a cultural system, that is, a system of
symbols’ (Feld 1982:3). Their sense of hearing is imperative to their understanding of
everyday life, as:
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For Kaluli there is no "music," only sounds, arranged in categories shared to greater or lesser
degrees by natural, animal, and human agents. Knowledge of these categories is widespread,
tacit background for everyday life in the forest. No hierarchies of sound types are imposed, no
rationales constructed for differentiating human-made sounds from those of other sources. It is
broadly assumed that every Kaluli must become a competent maker, recognizer, user, and
interpreter of natural and cultural sound patterns. Not only does physical adaptation to the rain
forest demand and favor acute auditory perceptual skills; Kaluli have developed the kind of
ideological and aesthetic scaffolds for these skills that humanize them and provide a coherent
cultural framework for their acquisition. This is precisely the point of co-evolution: physical
imperatives alone do not explain adaptation; societies invent mutually supportive adaptive
strategies linking nature and culture (Feld 1984:389).

Due to their limited visual landscape and the darkness of their habitat, the Kaluli people
of Papua New Guinea refuse to believe anything exists unless they have actually heard
it. Consequently when given an object they will immediately hit it to ascertain its
voice.

Living largely in a world of sound, a world loaded with direct personal

significance for the hearer, their reality seems to reside far more in what is heard and
said, than what is seen. As a result the perceptions and observations of the Kaluli
people of Papua New Guinea are significantly different to those of Western society.

This thesis aims to address these issues, constructing a case study of the role of the
sonic in everyday lived experience, meaning and understanding. We need to begin to
hear our culture.

Cultural Beliefs in Relation to Listening and Hearing

Contemporary society is accustomed to the involuntary and passive act of hearing,
while listening on the contrary is voluntary, as it is an intentional act. ‘Hearing is a
physiological condition, whereas listening is a psychological act’ (Barthes 1991:245).
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Having previously asked a colleague4 what he regarded the difference between listening
and hearing to be, he stated: ‘I can probably hear pop music, but it is boring to listen to
for me, but if I put on (the CD player) something like Stravinsky I can’t really hear it,
because there is so much there that I have to listen to it.’ It is only through the attentive
listening to the origin, amplitude, rhythm and articulation of a sound, that we can truly
appreciate and understand its content and meaning. Pauline Oliveros explains:

The ear is constantly gathering and transmitting information- however attention to the auditory
cortex can be tuned out, very little of the information transmitted to the brain by the sense organs
is perceived at a conscious level. Reactions can take place without consciousness (Oliveros
2005:xxi).

In a busy and active world, R. Murray Schafer realised the need for education regarding
the importance of listening, as many people go about their everyday lives passively
hearing the sounds around them, disregarding the (intentional) act of listening. It is for
this reason that Schafer conducts courses in a process known as ‘Ear Cleaning.’

Many exercises can be devised to help cleanse the ears, but the most important at first are those
which teach the listener to respect silence.

This is especially important in a busy, nervous

society. An exercise we often give our students is to declare a moratorium on speech for a full
day.

Stop making sounds for a while and eavesdrop on those made by others.

It is a

challenging and frightening exercise and not everyone can accomplish it, but those who do speak
of it afterward as a special event in their lives (Schafer 1994:208).

‘Ear Cleaning’ therefore causes participants to become aware of the importance of
listening, attentively accumulating cultural, traditional and historical information
regarding the space around them.

4

Christopher Norby- Londonderry composer, BMus, PhD, interview: 20th November 2009.
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Listening should not merely be done with the ears, but also with the entire body,
walking along a city street listening attentively to the sounds around, experiencing the
modality of sound through sensation in other parts of the body; i.e. for particularly
loud/proximate sounds, the sound pressure waves can be felt as movements on, for
example your torso. A multimodal form of perception and thus a unity of the senses
must be embraced, uniting our eyes, ears, mouth, nose and sense of touch. The term
synaesthesia has been given by the medical profession to describe a similar cross-modal
perceptual experience (which, is however, an involuntary mapping of perceptual events
to different perceptual domain structures rather than coherent multisensory effects due
to a single event). A voluntary ‘artistic’ version of synaesthesia, through a conscious
attempt to psychologically ‘will’ or ‘adopt’ it, may enliven awareness of the holistic
nature of perceptual events, creating an awareness of causal and metaphorical
connections and providing an enlivened perspective on the soundscape’s creative
potential. As a result synaesthesia has influenced many artists and their works. Kerry
Brougher and Olivia Mattis confirm that:

Music has inspired some of the most progressive art of our time- from the abstract paintings of
Wassily Kandinsky and Frantisek Kupa, to the mid-century experimental films of Oskar
Fischinger and Harry Smith, to the contemporary installations of Jennifer Steinkamp and Jim
Hodges (Brougher & Mattis 2005:7).

The influence of synaesthesia has become such a significant, empowering and
influential factor within many artistic works that the Hirshhorn Museum and Sculpture
Garden, Washington D.C, and The Museum of Contemporary Arts, Los Angeles, joined
forces in 2005 to create an exhibition entitled ‘Visual Music.’ This exhibition charted
the influence of synaesthesia, displaying its importance, meaning and artistic qualities.
Within this exhibition, the work Illuminated Music by the video artist Stephen Beck
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incorporated the use of a direct video synthesizer, which generated and manipulated
analogue images in real time. Listening to music composed by the sound artist Warner
Jepson, Beck created visual projections to accompany the music:

I had the image come to me from listening to the music, and as I often do, much of my work in
visual art and video is based on what I see with my mind’s eye, my eyes closed—inner imagery.
I’ve seen inner imagery for as long as I can remember, even since I was a young boy—
phosphenes, hypnogothic, hypnopompic, eidetic, hallucination, meditation. So, as I would listen
to the music and start to see certain visual elements I would notate them into the score for the
visual composition (Beck 1973).

This unity of the senses allows us to express and interpret our five senses in a diverse,
expressive and evocative style, and is a key feature of what might be termed Deep
Listening5.

Deep coupled with Listening or Deep Listening… is learning to expand the perception of sounds
to include the whole space/time continuum of sound- encountering the vastness and
complexities as much as possible. Simultaneously one ought to be able to target a sound or
sequence of sounds as a focus within the space/time continuum and to perceive the detail or
trajectory of the sound or sequence of sounds. Such focus should always return to, or be within
the whole of the space/time continuum (context) (Oliveros 2005:xxiii).

Deep Listening therefore requires active engagement and attention to the ‘complex
wave forms continuously transmitted to the auditory cortex from the outside world by
the ear’ (Oliveros 2005:xxi). It is a conscious activity prompted by experience and
learning, allowing the listener to understand and discover the roots of a sound; listening
5

‘Deep Listening (DL) is a practice created by Pauline Oliveros to enhance her creative work and to engage with

others. This practice evolved out of Oliveros’ childhood fascination with sounds, and from her work in composition,
improvisation and electro-acoustics. It is her commitment to the community at large that includes ways to unite
creative practice and daily life. The whole gamunt of sound, and the processing of what one hears, is revealed
through exercises that re-connect participants with their innate creative potential and the wider environment in a
practical, and natural way. Simply put-sound is energy’ (Oliveros 2005:73).
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to its origins within the wider context of reality.

Sociological and Psychological Implications of Sound

Sound too can affect us through both sociological and psychological means, causing us
to experience certain feelings, thoughts and emotions.

Excessive sound can have a profound effect on our mental health, disrupting our concentration
and recreation, causing us to become bad-tempered and in extreme cases ill health, such as raised
blood pressure, hypertension, disrupted sleep, cognitive development in children (Kiernan
1997b:5), diminished working memory span, and psychiatric disorders (Bond 1996:14-15).

Sound placed out of its original context can also have an affect on our mental and
physical health, for example an unexpected sound (such as a loud bang) will
immediately formulate a feeling of vulnerability and insecurity. When we are trying to
sleep or study, excessive sound can also cause us to become irritated, fatigued and
aggressive, due to our own personal lack of control over the origin and volume of the
sound source.

Sound can also provoke feelings of joy, happiness and relaxation, for

example the sound of sea waves rushing up onto the shore. Familiar sounds can also
evoke feelings of belonging, such as a loved one returning home from work, or the
hearing of a local accent, providing emotions of sentiment and community belonging
within the given space. Sound therefore is always heard in cultural context, as listening
to sound, the aliveness of an active and busy world, inhabited by humankind is
portrayed. Julie Forrester and Danny McCarthy explain: ‘sound like scent seems to be
such a potent carrier of memory, as well as being a powerful influence on the formation
of a sense of identity’ (Forrester & McCarthy 2004). Bob Snyder in Music and Memory
further explains this relationship, highlighting sound and its potential to trigger one of
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three memory structures: echoic memory, short-term memory and long-term memory.
Echoic memory occurs when the ‘inner ear converts sounds into trains of nerve
impulses that represent the frequency and amplitude of individual acoustical vibrations.
This information persists as an echoic memory (or early processing), which usually
decays in less than a second, like an echo’ (Snyder 2000:4). Long-term memories
triggered by a sound event:

Comprise knowledge about the events that evoked them and consist of content usually not in
conscious awareness (not activated), which must be retrieved from the unconscious. This can
take place either in an unconscious and spontaneous way (recognizing and reminding) or as the
result of a conscious effort (recollecting).

The actual formation and consolidation of these

permanent long-term memories can take weeks, or even months (Snyder 2000:4-5).

In relation to acoustical perception, short-term memory on the other hand is

Much more immediate but much less permanent and relates to our memory of the very recent
past…Short-term memory differs from long-term memory in that it does not cause permanent
anatomical or chemical changes in the connections between neurons, as long-term memory is
thought to do (Snyder 2000:47).

Each of the above memory structures can be triggered by sounds experienced both
consciously and subconsciously within our given environment, reconnecting us to a
particular time in our lives.

Sound also creates unity, bringing us closer to the people within our community, as the
sounding of Church bells throughout a town on a Sunday morning unites the people
within the area, drawing them to a single location, creating a definitive soundmark
within

that

community.

Further

emphasising

its

importance,

the

term
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‘Psychogeography’6 has been given to the study of specific effects of geographical
environments in relation to the emotions and behaviour of individuals. Guy Debord in
his ‘Introduction to a Critique of Urban Geography, written in September 1955 and
later published in the Belgian journal Les Lèvres Nues’, stated that:

The word psychogeography, suggested by an illiterate Kabyle as a general term for the phenomena
a few of us were investigating around the summer of 1953, is not too inappropriate. It does not
contradict the materialist perspective of the conditioning of life and thought by objective nature.
Geography, for example, deals with the determinant action of general natural forces, such as soil
composition or climatic conditions, on the economic structures of a society, and thus on the
corresponding conception that such a society can have of the world. Psychogeography could set
for itself the study of the precise laws and specific effects of the geographical environment,
consciously organised or not, on the emotions and behaviours of individuals. The adjective
psychogeographical, retaining a rather pleasing vagueness, can thus be applied to the findings
arrived at this type of investigation, to their influence on human feelings, and even more generally
to any situation or conduct that seems to reflect the same spirit of discovery (Coverley 2006: 8889).

Psychogeography is therefore the point where psychology and geography collide. For
example a sudden change of ambiance whilst walking along a city street (such as the
ringing of church bells or a sudden loud noise) will psychologically affect the emotions
of the perceiver. For example a feeling of community belonging or intimidation might
be experienced.

Sound therefore reflects the identity of specific places, providing us with information
regarding the people who inhabit these spaces, informing us of cultural beliefs within
each space. The philosopher Edward Casey explains:
6

‘The origins of the term are less obscure and can be traced back to Paris in the 1950s and the Lettrist Group, a

forerunner of the Situationist International. Under the stewardship of Guy Debord, psychogeography became a tool
in an attempt to transform urban life, first for aesthetic purposes but later for increasingly political ends… In broad
terms, psychogeography is a means of exploring the behavioural impact of urban place’ (Coverley 2006:10).
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Minimally, places gather things in their midst where “things” connote various animate and
inanimate entities. Places also gather experiences and histories, even languages and thoughts.
Think only of what it means to go back to a place you know, finding it full of memories and
expectations, old things and new things, the familiar and the strange, and much more besides.
What else is capable of this massively diversified holding action? (Casey 1998:24).

However, the majority of Western societies do not hear or listen to these sounds, as they
are rushing about their everyday lives. They are too busy to stop and take the time to
listen to these sounds and the messages, information and remembered experiences they
evoke. The majority of Western commuters are also stereotypically immersed in their
own private space, listening to personal stereos, ipods and mp3 players as they move
throughout their environment7. Such commuters are situated between two sonic worlds,
that of the nomadic8 listener and that of the street, allowing them to be in two places at
once. These listeners displace unwanted sounds (such as noise and silence) with sounds
they wish to hear, turning a negative belief into a positive connotation.

This type of scenario is very popular amongst urban theorists.

Ever since the work of

Simmel the common paradigm of urban behaviour has been framed in terms of sensory
overload. I call this a variant of the urban retreating subjectivity theory. This boils down to
the observation that we have to live in large, noisy cities and personal stereo users don’t like
it! From this perspective, personal stereos function as an excellent tool as users attempt to
reimpose control over the environment. Personal stereos thus permit users to control their
environments (Bull 2000:186).

7

This increase in the rise of commuters listening to personal stereos whilst they commute is demonstrated in

research carried out by the University of Maryland School of Medicine and the Maryland Medical Centre in
Baltimore. This research states that: ‘serious injuries to pedestrians listening to headphones have increased by 300%
in the last six years. What’s worse, 70% of the people in these accidents were killed’ (Okulski 2012).
8

Nomad: a person who does not stay in the same place for long. Nomadic is the term used for a person living the

life of a nomad. Iain Chambers constantly refers to nomadism, to explain the displacement and separation of the
Walkman listener from the ‘outside world’ and soundscape.
Migrancy, Culture, Identity, Chapter 3 ‘The Aural Walk’.

For further information see Chambers, I (1994)
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Many commuters experience an overwhelming sense of loneliness whilst commuting.
For example, a lack of noise whilst standing at the bus stop on our way to work in the
early hours of the morning can over activate our minds, causing us to reflect on issues
of security. The use of a personal stereo in such a scenario can help us to relax,
providing us with our own personal companion. ‘When you have the Walkman it’s like
having company. You don’t feel lonely. It’s your environment. Even though it’s
directly in your ears you feel like it’s all around your head… Listening constitutes
company’ (Bull 2000:33). This lack of public sound is often viewed negatively and as
something to be filled in. ‘In a world filled with noise, rather than craving for silence,
users demand their own noise to drown out the fear associated with a silence that throws
the users back into their own state of being’ (Bull 2000:26). Therefore personal stereos
act as a form of security blanket, allowing us to shut ourselves off from the outside
world, encompassing us in our own private space and personal sonic environment. We
must consider, however, our relationship between the music we play on our personal
stereos and our visual awareness of our surrounding environment. Bull argues that
when listening to classical music we are more inclined to notice nature, birds and trees.
Whilst listening to rock ‘n’ roll on the other hand will draw our attention to the hustle
and bustle of the busy streets, the traffic and the people. Therefore employing personal
stereos throughout the city will greatly limit our sense of awareness, as both senses,
sight and sound, have been cut off, providing us with an incomplete world. On the
contrary, listening to the sounds around us allows us to perceive and appreciate our
locational surroundings, absorbing its sights and cultural sounds.

14
Negative Associations of Silence and Noise

Cultural views exist in relation to the sounding of both silence and noise throughout our
everyday lives. Societies largely view silence (or quietness) as a negative presence
which is to be avoided whenever possible, creating their own personal sounds such as
humming or singing, switching on the television or radio to fill the sonic void of an
empty room. An examination of the psychological implications of such a decision must
be undertaken in order to understand their consequential effect on wider society. For
many people, a state of silence forces them to experience the everyday emotions and
difficulties of a person living with a hearing impairment. Thrown into a state of silence,
the listener begins to consider the sounds that they continually take for granted, forcing
them to become more self-reflective. Schafer (1994:256) declares that ‘humans cling to
sound, as though they believe a lack of sound to be representative of death itself: man
fears the absence of sound as he fears the absence of life’. In this sense sound is a
representation of life and companionship, indicating an existence within the world. In
comparison silence portrays loneliness, solitude and isolation.

The contemplation of absolute silence has become negative and terrifying for Western Man.
Thus when the infinity of space was first suggested by Galileo’s telescope, the philosopher
Pascal was deeply afraid of the prospect of eternal silence. “Le silence eternel de ces espaces
infinis m’effraie” (Schafer 1994:256).

This negativity towards silence is further emphasised through its indication of hostility
and contempt. For example, when many people argue with a loved one (family or
friend) they become so frustrated and angry with them, that they do not want any form
of communication at that moment in time, giving them the ‘silent treatment.’ Silence
can also be an awkward environment to be situated in, for example when asked a
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question to which we do not know the answer, a period of silence comes over us,
making us feel uncomfortable and embarrassed.

When working in a quiet atmosphere, we become exposed to the power and control of
silence. For example, a researcher9 is working in a public library, where people around
are all working in silence. Their stomach rumbles even though they have not long
eaten. Realising that this had happened before in situations of extreme silence, in the
library, church and in an examination room, the researcher concluded that the sound of
their stomach rumbling was in fact their body registering the tension of their given
situation, emitting sound to break the silence. Our attitude towards silence therefore has
a negative effect on our physical health and well-being. This negativity is embedded in
us from our childhood, due to the persistence of our parents telling us to keep quiet
when we are misbehaving or having too much fun. Heather de Geest explains:

The childhood of our grandparents perhaps best exemplifies this, in which children were
expected to “be seen and not heard”. “A long time ago” (according to my grandmother!),
children as the lowest level of the social hierarchy were expected to keep their silence while in
the presence of adults, unless commanded to do otherwise. In my own childhood, whenever I
practiced “silence”, it was my parents’ wishes and not my own. The fact that silence was
always forced upon me during childhood and rarely chosen resulted in my perception of silence
as an oppressive and negative presence.

Whenever my parents held dinner parties, for

example, I was expected to remain quiet as a form of politeness. As a result, I dreaded the
prospect of silence. In these circumstances, I was in awe of silence, and regarded it as a
boundary that could not be crossed. To be permitted to break through the silence and talk
loudly once again was freeing and blissful. In such situations as these, whether I heard sounds
or not was irrelevant. I perceived that I was surrounded by relative silence because I was not
contributing to the sounds. The fact that I was forced into silence, therefore, led to a negative
view of it (Geest 1999:3-4).
9

The researcher in this case is myself. When friends and family were also questioned and interviewed regarding this

subject matter, the same results were found. The interviewees were: Stephanie McClure (sister), Margo McClure
(mother), John McClure (father), Alice Byrne (friend), Anna Maija Summanen (friend) and James Pike (collegue).
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This relationship between silence and powerlessness is further exemplified through the
gagging of kidnap victims’ mouths, impressing powerlessness and inferiority upon
them, as hostages are only allowed to speak when permitted to do so. This is also
evident in prison settings, whereby the prison guard has power over the prisoner.

In more extreme circumstances, individuals in positions of power frequently torture their
inferiors under the rules of silence, in order to further oppress them. The images of concentration
camps during the Holocaust for example, illustrate how an oppressed individual will maintain
silence in order to stay alive. In such circumstances as these, the inmates would not dare speak
to the Germans who oppress them; for fear that they might be shot. The movie “Schindler’s
List” highlights a harsh Commander barking orders at the masses of silent Jewish prisoners, the
cruel words cutting through the deathly silence. In fear of angering their oppressor, the prisoners
preserve their silence at all costs, and break it only with the sounds of their grueling labour.
The joy of being freed from this silence during the rare moments when they can sing and pray
becomes evident on the faces of the prisoners. As “Schindler’s List” illustrates, the negative
effects of silence can reach gruesome heights (Geest 1999:4).

Silence is clearly regarded as a threat to the mentality and physicality of many within
society. However, should all silence be considered a negative presence?

Salome

Voegelin declares:

When there is nothing to hear, so much starts to sound. Silence is not the absence of sound but
the beginning of listening… Silence reveals to me my own sounds: my head, my stomach, my
body becomes their conductor (Voegelin 2010:83).

The American composer, philosopher and music theorist John Cage aimed to
revolutionise the thinking and judgement of society in relation to the company of
silence. Cage states ‘there is no such thing as silence, try as we may to make a silence
we cannot, as something is always happening which makes a sound’ (Solomon 1998:3).
Cage came to this conclusion after he visited an anechoic chamber at Harvard
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University in 1951. He stated: ‘I literally expected to hear nothing’ (Solomon 1998:3).
However this was not the case, as he could hear the sounds of his body, the low sound
of his blood circulating and the high-pitched sound of his nervous system. Astounded
by what he had heard, Cage began composing his revolutionary work 4’33. Originally
performed at the Maverick Concert Hall, Woodstock in 1952, Cage forced his audience
to re-evaluate their own thoughts and understanding towards silence, demonstrating
that:

1: There is no such thing as silence, as we are constantly surrounded by all
manners of sound, both loud and soft.
2: Society should view quietness (or a lack of unintended sound)
positively, embracing it within their everyday lives

4’33 allows the audience (or those who wish to listen) to hear all manner of sounds,
which prior to listening would have gone unnoticed. The premiere of this work voiced
the sound of the wind outside blowing through the trees, the patter of the rain on the
roof and the mutter and whispers of the audience, thereby reinvigorating in thoughts and
minds. Through this piece Cage encourages society to listen to the sounds of the world
around them, as it is after all environmental sounds and noises, which form and create
its entire composition.

"Silence is not acoustic,” he said, “It is a change of mind. A turning around.” He was later to
identify this with Eastern thought. “In India they say that music is continuous; it only stops when
we turn away and stop paying attention.” In 1988, in a conversation with William Duckworth,
Cage affirmed the connection of this idea with 4'33". “No day goes by without my
making use of that piece in my life and in my work. I listen to it every day. . . . I don't sit down
to do it. I turn my attention toward it. I realize that it's going on continuously. More than
anything, it is the source of my enjoyment of life. . . . Music is continuous. It is only we who

18
turn away.” Cage often referred to it as his most important piece, and it was his favourite. “I
always think of it before I write the next piece" (Solomon 1998).

Performances of this work differ through their individual voicing of sound. ‘The
function of this work (4’33) is not to entertain or communicate, but to be a process of
discovery to become aware and sensitised to the environmental sounds that are all
around us, and to be free from personal taste and manipulation’ (Solomon 1998).
Through an acceptance and appreciation of all sounds Cage portrayed that true silence
does not exist. Sounds are all around us, embracing us throughout all aspects of life,
thereby making it impossible to be entirely free from sound. Schafer (1994:256) further
explains:

When man regards himself as central in the universe, silence can only be considered as
approximate, never absolute. Cage detected this relativity and in choosing Silence as the title
for his book, he emphasised that for modern man any use of this term must be qualified or
assumed to be ironical.

The acoustical qualities and implications of silence (or quietness) must therefore be
embraced, as it is only by listening to the world around us with attentive ears that
information otherwise unknown will be presented to the listener and the true majesty of
silence revealed.

‘The world is not for the holding. It is for the hearing. It is not

legible, but audible’ (Attali 1985:3).

Conversely, a variety of sounds can also be perceived to be a nuisance, an irritation and
an annoyance; for example children shouting at one another in the street, the
neighbour’s dog barking, or a car driving up and down the road. These sounds, labelled
noise, in the words of Douglas Kahn ‘can be understood in one sense to be that constant
grating sound generated by the movement between the abstract and empirical. It need
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not be loud, for it can go unheard even in the most intense communication’ (Kahn
1999:25). Noise is therefore subjective, as one man’s music may be another man’s
noise. A negative attitude towards noise has been further encouraged by the many noise
legislation acts which have been put in place to minimise noise throughout the country;
for example, The Noise Abatement Act 1960.

A recent interview with Stephanie

McClure10 in relation to the persona of noise concluded that noise is to be avoided
whenever possible; ‘Noise sometimes threatens me, as I feel that I am not in control. I
cannot turn it off or turn it down. There is nothing I can do. It is out of my control,
making me feel uncomfortable within my surroundings’. Many people hold this belief,
placing the meaning and understanding of noise under the following headings:

Unwanted sound. The Oxford English Dictionary contains references to noise as unwanted sound
dating back as far as 1225 (Schafer 1994:182).
Unmusical sound. The nineteenth-century physicist Hermann Helmholtz employed the expression
noise to describe sound composed of nonperiodic vibrations (the rustling leaves), by comparison
with musical sounds, which consist of periodic vibrations. Noise is still used in this sense in
expressions such as “white noise” or “Gaussian noise” (Schafer 1994:182).
Any loud sound. In general usage today, noise often refers to particularly loud sounds. In this sense
a noise abatement by-law prohibits certain loud sounds or establishes their permissible limits in
decibels (Schafer 1994:182).
Disturbance in any signalling system.

In electronics and engineering, noise refers to any

disturbances, which do not represent part of the signal, such as static on a telephone or snow on a
television screen (Shafer 1994:182).

However should we in society immediately label all noise as a negative presence? In
1913, having no previous experience in the field of music, the Italian Futurist Luigi
Russolo became fascinated with the noises of everyday life; the whistling of the wind,
10

Local Ballymena woman, aged 25, interview conduced: 13th August 2009.
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the crashing of the sea, the rustling of leaves, the rumbling of thunder and the sounds of
industry. ‘If music is sound, why does not music employ all the varieties of sound?
Why cannot music embrace sounds like those made by people and animals, the sounds
of nature, the sounds of a modern industrial society?’ (Russolo 1986:2). Inspired by the
poetic works of F.T. Marinetti and his use of ‘free words’, such as ZANG-TUMBTUUMB, depicting the sounds of bombs, machine guns, and automobiles throughout
his poems, Russolo began to envisage a new category of music composed of the noises
of everyday life. He began to think of music which deviated away from the standard
classical symphony orchestra. Instead Russolo perceived an orchestra embodied with
meaning, understanding and acceptance of the sounds of the world in which we live.
Categorising the noises of everyday life into six families, Russolo constructed a layout
for the Futurist orchestra, which he would soon realise mechanically:

1

2

Roars
Whistling
Thunderings Hissing
Explosions
Puffing
Hissing
roars
Bangs
Booms

3

4

5

6

Whispers
Murmurs
Mumbling
Muttering
Gurgling

Screeching
Creaking
Rustling
Humming
Crackling
Rubbing

Noises
obtained by
beating on
metal
Woods
Skins
Stones
Pottery etc

Voices of
animals and
people
Shouts
Screams
Shrieks
Wails
Hoots
Howls
Death
rattles
Sobs

(Figure 1.1: Russolo 1986:28)

Russolo’s ‘Opening Manifesto, with its six families of noises, embraces not just the
noises of the modern world but all noises’ (Russolo 1986:19). Taking each of these six
families, Russolo quickly developed instruments capable of producing noises
reminiscent of everyday sounds. These noise instruments, or intonarumori were the
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first musical synthesizers ever to be produced. Barclay Brown (in Russolo 1986:1-2)
provides us with the following analysis of Russolo’s noise instruments:

His intonarumori, or noise instruments could produce a variety of different timbres, some
resembling the sounds of nature or machines, some entirely new.

More significantly these

timbres could be produced over a range of different pitches, sometimes more than two octaves
(Russolo 1986:1-2).

In all, Russolo produced twelve different systems of noise intonarumori, each highly
characteristic, in pitch, velocity and timbre:

1. The howler: a noise somewhere between that of a traditional string instrument and that of a siren.
2. The roarer: a rumbling noise in the low-pitched instruments; not clearly described in the higher
instruments.
3. The crackler11: a metallic crackling noise in the high-pitched instruments; a strident metallic
clashing in the lower ones.
4. The rubber: a metallic scraping or rubbing sound, less forceful than the sound of the preceding
instruments.
5. The hummer: a noise resembling the sound of an electric motor or the dynamos of electric power
plants.
6. The gurgler: a noise like that of water running through the raingutters of a house.
7. The hisser: a hissing or roaring noise like that produced by heavy rain.
8. The whistler: a noise like the howling or whistling of the wind.
9. The burster (1): a noise like that of an early automobile engine.

11

A sound clip of Russolo’s crackler can be found at

http://www.last.fm/music/Luigi+Russolo/_/Intonarumori+%3A+crepitatore+%28crackler%29+%281977+Recording
%29?autostart (Russolo 1977).
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10. The burster (2): a noise like that of dishes or pottery falling and shattering.
11. The croaker: a noise like the croaking of frogs.
12. The rustler: a noise resembling the rustling of leaves or of silk (Russolo 1986:12)

With the production of these instruments, Russolo realised the true potential of
incorporating everyday sounds within conventional orchestration, reinforcing the
positive implications of everyday noise. Unfortunately, the whereabouts of Russolo’s
noise instruments today is unknown, however it is evident that his ideas and
philosophies regarding sound influenced many composers and their works. ‘The chorus
of frogs near the end of Ravel’s L’Enfant et les sortilèges was the direct result of his
hearing Russolo’s croaker’ (Russolo 1986:20). Russolo’s liberation of sound and the
invasion of all possible sounds into music greatly influenced the way in which
composers began to listen, think and incorporate the use of noise throughout their
works, thus altering sound and its perception throughout the artistic landscape. The
perception of sound and its incorporation into musical works transformed the future of
composition and sound manipulation to come.

Douglas Kahn (in Kelly 2009:14)

agrees, stating that:

“There has been a line drawn between sound and musical sound”, and points out that Western
art music concentrated on music of the past centuries and traditional instruments. The rapid
expansion of music’s sonic palette occurred when musical sound began to be associated with
the wider area of general sound.

Noise is therefore ‘not different from other sounds, it simply amplifies the lack of
distance between the listener and the heard’ (Voegelin 2010:176). As a society we must
begin to accept, appreciate and listen to the sounds of both silence and noise; as the
acoustical qualities and implications of both silence and noise have more to offer the
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listener than the negative persona which is bestowed upon it. Instead of immediately
displaying a negative emotion towards these sounds, it is possible to approach them
attentively, embracing their rhythms, amplitude and tones throughout our compositions.
There will of course be certain sounds, which (after listening) we do not like, such as
the neighbour’s dog barking when we are trying to sleep.

However, listening to

environmental sounds of both silence and noise will provide us (the listener) with
further information regarding a given location’s culture and tradition. Furthermore, the
musical implications of such silence and noise could enhance our compositions and
ideas. We must therefore begin to listen to these sounds.

Hence this analysis of listening, hearing, sociological, psychological, silence and noise,
illustrates the fact that all sonic behaviour is embedded in a cultural architecture.

Sound as Culture

The attentive listening to sound throughout a city is key to understanding its culture. For
example the city centres of London and Glasgow have the same retail shops (Marks &
Spencer’s, Topshop, River Island), however the city sounds heard throughout London
are significantly different to that of Glasgow. This is due to cultural divergences, such
as accents, industrialisation and ways of living between the two cities. It is only by
listening to the sounds around us that we become aware of these cultural divergences,
understanding the beliefs, customs, traditions and social behaviours of the people who
inhabit these spaces. Sound throughout a city therefore comprises cultural reference.
Attali (1985:3) explains that:
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We must learn to judge a society more by its sounds, by its art, and by its festivals, than by
its statistics. By listening to noise, we can better understand where the folly of men and their
calculations is leading us, and what hopes it is possible to have.

The town or city in which we are situated is one complex construction, providing us
with information otherwise unknown.

The sounds of the wind blowing the trees,

people, traffic, bird song, along with all other everyday sounds, combine to create our
natural soundscape. These environmental sounds, which form and arise from a given
location combine to create an acoustical setting (soundscape), informing us of
traditional and cultural beliefs within that area, as well as motivating, relaxing and
provoking past memories. Such cultural representation can be said to echo the sacred12,
as fundamental elements of national culture and identity are revealed. We therefore
hear sound in exactly the same way we see images, as semiotic indicators. Just as the
visual perception of an event is interdependently linked with labels, names and
discourse about that event, so too is the sonic.

Hence, we both consciously and

subconsciously absorb these sound events.

The importance of sound within the cityscape and its impact on our own lives is
highlighted through the audio work of John Carson and Conor Kelly, Evening Echoes
(Carson & Kelly 1994). This work captures the cries of news vendors across twentythree towns and cities in Britain and Ireland, demonstrating the divergence of
newspaper callers and sounds heard throughout a city.

Originally displayed and

recorded for the purpose of an installation, this work can still be heard today through the
production of Carson and Kelly’s Evening Echoes Compact Disc. The duration of this
12

Echoes of the sacred in this sense applies to the voicing of sacred practices: religious, cultural, spiritual, and

traditional customs. This information is revealed to the listener providing them with further information regarding
the space which they are situated in.
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work (twelve minutes and thirty seconds) is the edited result of fifteen hours of audio
footage, recorded during the years 1993 and 1994. The opening of this installation took
place at Cornerhouse Gallery, Manchester, later travelling to Cardiff, Glasgow, Dublin
and London during 1995 and 1996. Inspiration for this work was drawn from the
childhood memories of John Carson, as travelling from his hometown of Carrickfergus
to Belfast ‘one of the things that stayed most sharply in his memory from within the
bustle, the movement and the lights of the big city were the strange compelling cries of
the newspaper sellers’ (Carson & Kelly 1994). For him these ‘cries’ gave each city a
personal signature.

Listening to this work we are transported from city to city,

pinpointing precisely within our, the listener’s, head the exact origin of the given sound,
location and space. The sheer diversity of sounds produced by the newspaper callers
throughout each city is so remarkable that you could at times believe you were listening
to another language.

Throughout this work, Carson and Kelly demonstrate the

importance of acknowledging everyday sounds through sustained listening.

Sound therefore exudes cultural reference, informing us (the listener) of the cultural and
religious beliefs of the people inhabiting these places. In Northern Ireland cultural,
religious and educational views and beliefs are evoked throughout the unique
soundscapes of each town and city. ‘An auditory world unfolds like a tune, a visual
world is presented like a painting’ (Rodaway 1994:82). This ‘tune’ will only be heard if
we open our ears and listen to it.
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Sound as Culture within Northern Ireland

In a divided society such as Northern Ireland, sound is one key in the construction and
representation of identity. Music, language and the pronunciation of words is used to
portray an individual or group’s culture, customs and beliefs, indicating their belonging
to the Protestant13 or Catholic14 traditions15. Care has to be taken to ensure that these
markers are not read in any essentialist way since this would reinforce atavistic notions
of nationalism and race16.

Rather these markers have become accepted signs and

symbols, which reinforce through what Claude Lévi-Strauss would regard as their
mythological status.

At the time, with Bacon, Descartes, Newton, and the others, it was necessary for science to
build itself up against the old generations of mythical and mystical though, and it was thought
that science could only exist by turning its back upon the world of the senses, the world we
see, smell, taste, and perceive; the sensory was a delusive world, whereas the real world was a
world of mathematical properties which could only be grasped by the intellect and which was
entirely at odds with the false testimony of the senses… Now my impression is that
contemporary science is tending to overcome this gap, and that more and more the sense data
are being reintegrated into scientific explanation as something which has a meaning, which
has a truth, and which can be explained (Lévi-Straus 2001:4).

13

Members of the Protestant tradition are also referred to as Loyalists and Unionists, for further information on this

tradition see http://www.grandorangelodge.co.uk/.
14
15

Members of the Catholic tradition are also referred to as Nationalists and Republicans.
The decision to use the terms Protestant and Catholic, rather than Loyalist/Unionist and Nationalist/Republican

throughout this thesis was chosen as across Northern Ireland the terms Protestant and Catholic are most commonly
used throughout everyday language. Also when completing the Equal Opportunities Form within a job application,
the people of Northern Ireland must tick a box to state whether they belong to the Protestant or Catholic tradition.
16

As I have been brought up in the Protestant tradition (attending a Protestant school and Protestant Church) it was

essential that I as the researcher read these markers in a neutral manner, dismissing all tendencies to revert back to
ancestral beliefs.
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In the context of Northern Ireland, sounds are therefore used to make sectarian
statements to reinforce these myths further. Juxtaposing the sounds of the Protestant
community with those of the Catholic community demonstrates variation in terms of
volume, rhythm and articulation, producing for participants two opposing cultures; a
‘them’ and ‘us’. In this sense our ‘identity’ relates to one culture (either Protestant or
Catholic), with a corresponding ‘opposing’ culture. Sound therefore plays a central role
in the othering of the perceived, constructed enemy.

The troubles17 and conflicts throughout Northern Ireland have caused many citizens to
experience emotions of hurt, anger and resentment towards their ‘opposing culture’
(Catholic or Protestant). Children born into either a Catholic or Protestant family are
influenced (throughout their lives) by their parents’ thoughts, judgements and religious
beliefs18. Such children are raised predominantly by way of the Catholic or Protestant
traditions.

Their views and beliefs are predominately representative of either the

Protestant or Catholic traditions, determining whether they attend a Protestant or
Catholic school, Church or Chapel and the surrounding area in which they live.
17

The Troubles is a euphemism referring to a period of time (1960’s to late 1990s) of violence between Catholic and

Protestants throughout Northern Ireland. This conflict stemmed from competition for land and jobs, between the two
traditions. However tensions soon heightened and this conflict fast became open fighting and terrorism. This period
spanned roughly from 1969 to 1998 with the signing of the Good Friday Agreement. The tension and effect of the
Troubles can still be felt throughout the country (some parts more than others), as many people lost loved ones during
this time; therefore emotions are still very raw. Being brought up in Ballymena (predominately Protestant region),
attending both a primary and secondary school in Belfast (mixed region) and living in Derry/Londonderry (for the
past 8 years, predominantly Catholic region), has exposed me to a range of Northern Ireland cultural spheres, thereby
contributing to an ability for self-reflexivity.
18

The report Religion, Beliefs and Parenting Practices: A Descriptive Study, documents the findings of a project

carried out in ‘Bradford among 13-to-17-year-olds from six faith and three LEA schools and parents from ten
community and faith groups’. In this report it was ‘recognised that parents have a significant part to play in shaping
the faith identity of children and engaging them in religious activities. Most parents saw religion as a way of life that
was transmitted between generations. They considered it part of their parenting responsibility to pass on their faith.’
(Horwath et al 2008).
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Influential variance in terms of the importance of such traditions, judgements and
beliefs differs between individual families, however the essentialist19 still predominates.
Is it possible, therefore to think about identity and its analysis without falling into the
trap of thinking in oppositional terms in the first place? To achieve this we must
eliminate existing beliefs and knowledge regarding culture and identity. We must begin
to think in a more hybrid manner, where ‘neither side of the opposition, self and other,
is capable of resisting the experience of “something else” besides’ (Fleming 2000:142).
Hybridity can clearly be analysed with the increase and acceptance of ‘mixed
marriages’ throughout Northern Ireland20.

Children born into a ‘mixed marriage’

(where one parent is a Protestant and the other parent is a Catholic) may be raised by the
views and opinions of both parents, who subsequently follow and practice both the
Catholic and Protestant traditions. In this sense the child is influenced by the customs
of both the Catholic and Protestant traditions.

This child is provided with the

opportunity to create and develop their own understanding of both the Catholic and
Protestant traditions, whilst simultaneously forming their own personal thoughts and
opinions. Hybridity therefore relates to the third space or party, which is included
within the opposed identities of the separate spaces (Catholic and Protestant), inhabiting
the same time and space. It is therefore a culture of personal views and opinions.
19
20

Essentialist- believing you are one thing, in the case of Northern Ireland, either Catholic or Protestant.
The Northern Ireland Life and Times Survey 2010 ‘puts on record the attitudes, values and beliefs of the people in

Northern Ireland to a wide range of social policy issues’. In relation to mixed marriages, the following question was
asked: ‘Are you in favour of more mixing or more separation in people’s marriages.’ The following table clearly
displays that an acceptance and increased practice of hybridity is on the rise:
Are you in favour of more mixing or separation in people’s
%
marriages?
Much more mixing
34
Bit more mixing
30
Keep things as they are
24
Bit more separation
2
Much more separation
1
Can't choose
9
(Northern Ireland Life and Times Survey 2010 http://www.ark.ac.uk/nilt/).
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The migration of various cultures and traditions to Northern Ireland, for example
Chinese, Japanese, American, Polish and African has, in many cases encouraged
citizens within Northern Ireland to adopt a hybrid attitude and approach regarding
culture and identity. However this ‘essentialist’ stereotype still dominates throughout
the country, particularly in relation to politics and religion. Evidence of this can be
found throughout Northern Ireland, as many towns and cities are perceived to be
predominantly Catholic or Protestant. The town land of Larne21 is perceived to be
predominantly Protestant, whereas the city of Newry22 is perceived to be predominantly
Catholic. The following table provides the percentage figures of Catholics in each
District area, in relation to the 1971, 1981, 1991 and 2001 census findings:

District Council Area

% Catholics

% Catholics

% Catholics

% Catholics

1971

1981

1991

2001

Antrim

31.10

33.0

34.8

38.64

Ards

16.00

13.0

12.3

12.60

Armagh

44.50

46.5

48.4

48.70

Ballymena

17.70

19.0

19.4

20.97

Ballymoney

29.60

29.0

31.8

31.90

Banbridge

31.20

28.5

30.3

31.47

Belfast

34.10

38.0

42.7

47.19

Carrickfergus

16.20

8.0

7.5

8.66

Castlereagh

10.10

8.0

10.3

18.26

Coleraine

23.90

24.0

24.2

27.21

21
22

Larne is located along the coastline of Northern Ireland, and is situated just outside Belfast.
Newry is located along the boarder line of Northern Ireland, and is situated between Armagh and Banbridge.
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Cookstown

49.20

52.5

55.7

57.64

Craigavon

38.70

42.0

43.6

44.68

Derry

64.30

68.5

74.2

75.37

Down

54.10

59.5

62.2

61.95

Dungannon

52.30

53.0

58.6

60.80

Fermanagh

52.50

54.5

57.6

58.73

Larne

26.80

24.5

24.0

25.18

Limavady

52.40

54.5

55.8

56.58

Lisburn

16.60

22.5

29.1

33.35

Magherafelt

54.70

56.5

62.0

64.13

Moyle

48.70

51.0

55.8

60.29

Newry & Mourne

71.40

74.0

77.8

80.64

Newtownabbey

18.00

13.5

14.2

19.36

North Down

11.30

9.0

9.8

12.58

Omagh

62.10

65.0

67.7

69.07

Strabane

56.90

61.0

64.4

66.19

Northern Ireland

36.80

38.5

41.3

43.76

(Figure 1.2: Northern Ireland Census Report: http://cain.ulst.ac.uk/ni/popul.htm#6)

It is evident from the table above that as the overall population is growing, the
percentage of Catholics within each district area is also increasing. Due to a lower
percentage of Catholics in an area, this table indicates the district areas which are most
likely to have a higher percentage of Protestants, for example: Ards, Ballymena,
Carrickfergus, Coleraine, Larne, Newtownabbey and North Down.

In 1998, ‘The Fair Employment and Treatment Act’ was introduced in Northern Ireland
making ‘it unlawful to discriminate on the grounds of religious belief and/or political
opinion in the fields of employment, the provision of goods facilities and services, the
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sale or management of land or property and further and higher education’ (Equality
Commission for Northern Ireland). As a result, when completing a job application, the
applicant must also complete an Equal Opportunities form stating whether they belong
to the Catholic or Protestant tradition. Many citizens born in Northern Ireland are
therefore labelled from birth as Catholic or Protestant, producing two distinctive
communities, resulting in the variance of many characteristics throughout the country23,
such as sound, literature, religious belief and cultural tradition.

Particular sounds throughout Northern Ireland can be related to either the Catholic or
Protestant community. These sound differences can be heard throughout the country,
particularly in the minds of our older generation. The Protestant (Loyalist/ Unionist)
community has traditionally been associated with industrialisation, as ‘in Antrim, Down
and parts of Derry, Protestant communities are represented as being immersed in the
harsh sounds of engineering works, industrial machinery, regulated rhythms and urban
volume’ (Moore 2003:269).

Hence O’Dowd, in an analysis of the role of the

professional/intellectual in Northern Ireland, suggests that the difference in the
Protestant and Catholic education systems has led the Protestant intelligentsia to favour
the technical/industrial. ‘The Catholic educational system has been biased historically
towards the arts and humanities compared to the more scientific and technical
orientation of its Protestant counterpart’ (O’Dowd 1991:159).
23

The Catholic

Northern Ireland is widely referred to as a country, province and region. However, each of these terms are

controversial, as some people in Northern Ireland (mainly Catholics) would state that Northern Ireland is a region or
area in the country of Ireland, expressing a preference for a United Ireland.

However Protestants tend to refer to

Northern Ireland as a separate identity from Ireland, referring to it as a country, disconnecting all ties with the
Republic of Ireland. The signing of The Good Friday Agreement in 1998 caused further confusion, as both political
traditions, Protestant and Catholic agreed to proportional inclusion of each group in government. The representation
of both traditions Protestant and Catholic respects the right of each political tradition to pursue its goal to remain part
of the United Kingdom or to join the Republic of Ireland.
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(Nationalist/ Republican) community, on the other hand, are represented by an array of
natural and agricultural sounds, such as ‘the animals in the field, the soft “shuck” of
farm machinery, immortalised by Seamus Heaney, the natural rhythms of the seasonal
weather and, at the far reaches of the island, the relaxing coming and going of the tides’
(Moore 2003:269). These sounds within and around both communities, reflective of
upbringing and existence, result in a profound effect on the source and origin of
language used by both communities. Stereotypically speaking the Ulster-Scots24, a
harsh, solid and throaty language, and the supposed traditional language of the
Protestant community, is reflective of Protestant origin and existence. In contrast, the
Irish language, associated with the Catholic community is aspirant, gentle, poetic and
rhythmic, reflecting supposedly the agricultural nature and lifestyle associated with the
Catholic community. Characteristics of each can still be heard today in the distinctive
pronunciation of the letter ‘h’. ‘To pronounce the letter with an assertive and clipped
‘aitch’ is to be Protestant, to sigh the letter with an aspirant ‘haitch’ is to be Catholic’
(Moore 2003:269). Listening to the pronunciation of this letter we are able to quickly
identify if the speaker belongs to, or has been born into a Catholic or Protestant family.
Further cultural (stereotypical) sound differences exist between both communities
through their traditional and cultural music. The music of the Protestant tradition is
harsh, dominant and overriding, coinciding with their spoken language. The music of
the Catholic tradition, also coinciding with their spoken language, is soft and lyrical.
This contrast in music can be clearly analysed through the comparison of traditional

24

Ulster Scots refers to the language/dialect of Scots spoken in parts of Ulster. ‘The Scots language came to Ulster

with the Scottish settlers of the plantation in the early 17th century. Its presence was sustained and reinforced by later
migrations and by strong social and economic ties across the narrow North Channel… Ulster Scots (or “Ullans” or
even the “Braid Scotch”) is a variant of Scots, the language used by Robert Burns in many of his poems’
(www.ulsterscotsagency.com).
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drums used by both communities.

The Lambeg drum25, of Protestant origin is

dominant, severe, loud and firm in its sound. The Bodhrán26 drum, of Catholic descent
is on the other hand, soft, quiet and mellow. The music of both traditions is played up
to the limit of their perceived territory, as:

The sounds of one community end at the point where the sounds of another community start.
Hence the significance of the Protestant marching bands walking and playing their tunes up to
the limit of their perceived territory- a symbolic boundary cemented by a sound event
(Moore 2003:267).

Sound is therefore utilised throughout Northern Ireland as a vehicle of cultural othering,
voicing culturally constructed thoughts, opinions, customs and beliefs. We do not
consciously learn these traditions, as they are simply passed down from generation to
generation from our grandparents to our parents.

25

The lambeg drum is unique to Northern Ireland. ‘This unique drum, often known as the “goat skin” or the “orange

drum”, is generally associated with the ritual twelfth of July demonstrations held by the Orange Lodge in Ulster, and
was an integral part of the identity of Northern Protestants’ (Hastings 2003:9-10). The origins of the lambeg are
uncertain and vague. The most common fable is that the drum was produced in the town of Lambeg in County
Antrim, hence the drums name. ‘The stretched goatskin of the lambeg is played using two long, whip-thin rods and
the drummer is accompanied by a fife player (who can usually only be heard by the drummer). To the untrained ear
the playing of the lambeg appears to be monotone and one-dimensional, but in fact the drum is beaten to particular
rhythmic patterns, tunes which are never “written” but passed from generation to generation in deserted halls across
Northern Ireland during the winter months’ (Moore 2003:270).
26

The exact origin of the bodhrán drum is unclear. This single headed frame drum is widely used as a percussive

instrument throughout Irish traditional music. Many people across Ireland refer to the bodhrán as the native drum of
Ireland. ‘The sound it makes is soft, round and full, the role it plays supportive, laying down the rhythmic base onto
which layers of fiddle, whistle, flute and ulillean pipe can be laid. A bodhrán never dominates, yet always leads, a
subtle leadership born out of experience, tradition and a confidence in the importance of the musical statement being
produced’ (Moore 2003:271).
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Local accents and phrases are also exclusive to certain towns and cities across Northern
Ireland. For example, a current local phrase existing primarily within Londonderry27
(Derry) is ‘What’s the craic?’ meaning ‘How are you?’.

Within the town of

Ballymena28 the Ulster-Scots language/dialect is prominent where the voicing of words
such as ‘Yin’, meaning ‘One’ can be heard.

Phrases and accents used within an

unfamiliar town or city can sound to us like a foreign language which we do not
understand. In such cases the listener must question local sayings and phrases, in order
to understand their meaning and intent29.

The events and contents of each town and city create individuality, producing unique
soundscapes, which collectively voice the cultural traditions of that town or city. Each
and every city throughout Northern Ireland has its own exclusive soundscape,
portraying such cultural, religious, and traditional references.

27

Londonderry (or Derry as it is usually referred to) is situated to the North West of Northern Ireland, and is

positioned between Limavady and Strabane. There is a lot of dispute between the name Londonderry and Derry, as
many (although not always) Catholics prefer to use the term Derry, whilst Protestants prefer to use the name
Londonderry. The removing of the label of London from the name highlights a wanted disassociation with the city of
London and thus the British Government. Legally the City and County are called Londonderry, whilst the District
Council is called Derry.
28

Ballymena is situated within County Antrim, and is positioned between Antrim and Ballymoney. The Ulster

Scots dialect is prominent throughout the town of Ballymena. The local accent in Ballymena is as good a claim to be
Scottish as the Scots of the Lowlands. This accent is best preserved in the older generation. Charlie Reynolds from
Country Antrim wrote his book Mae Granfeyther’s Tunge in Ulster Scots. ‘Tha hale point o this blad o wee buiks is
fur tae gie oor ain native takers o Ulstèr-Scotch tha chaunce o pittin thair ain wye o taakin doon in prent fur tha rest o
tha warl tae see’ (Reynolds 2005: 6).
29

Throughout the ‘Troubles’ many people from Derry/Londonderry would not travel to towns such as Ballymena

(which had a majority population from the ‘other’/’opposing’ tradition) due to the sectarian divisions embodied in the
conflict, making the voicing of the Ulster-Scots dialect somewhat unfamiliar to the people of Derry/Londonderry. A
residual tendency to avoid travelling to areas that are associated with the ‘other’ tradition/community may cause this
linguistic division to still be observable today, in spite of the peace and reconciliation which has caused such issues to
become less prevalent.
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Soundscape Composition

R. Murray Schafer has highlighted the importance of surrounding environmental
sounds, coining the term ‘soundscape’ to describe a combination of sounds, forming
and arising from an immersive environment. Consisting of events heard, rather than
objects seen, our soundscape is illustrative of sounds in the surrounding environment of
the listener:

The soundscape is not only sounds out there but also sounds produced by people (and
animals) and their communicational interaction with sounds of the environment, which are not
only other people but sounds that orient within us our everyday experience, such as fog horns,
church bells, even the sound of one’s telephone (LaBelle 2006:203).

Through the attentive listening to the surrounding soundscape, R. Murray Schafer
(1994:9-10) identified and classified the sounds of his surrounding soundscape under
three definitive categories:

Keynote sounds: Do not have to be listened to consciously, they are overheard but cannot be
overlooked … The keynote sounds of a given place are important because they help to outline
the character of men living among them. The keynote sounds of a landscape are those created
by its geography and climate: water, wind, forest, plains, birds, insects and animals.
Signals: Are foreground sounds and they are listened to consciously.

In terms of the

psychologist, they are figure rather than ground. Any sound can be listened to consciously,
and so any sound can become a figure or signal, but for the purposes of our communityoriented study we will confine ourselves to mentioning some of those signals which must be
listened to because they constitute acoustic warning devices: bells, whistles, horns and sirens.
Soundmark: A term deriving from landmark, referring to a community sound, which is

unique

or possesses qualities which make it specially regarded or noticed by the people in that
community.

Once a soundmark has been identified, it deserves to be protected, for

soundmarks make the acoustic life of the community unique.
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These categorisations are fundamental to our perception of sound.

Composers and

philosophers have provided separate and individual names to each class within this
category. For example ‘Beedy has: “Immediate,” “Support” and “Background,”
Murch has: “Foreground,” “Mid-ground” and “Background” (Leeuwen 1999:16).
This form of categorisation encourages us (as sound artists, composers and theorists) to
analyse the sounds we hear under appropriate groups and headings. Theo Van Leeuwen
further analyses this system in relation to listening and hearing:

What is made important in this way will vary, but it will always be treated as a “signal”, as
something the listener must attend to and/or react to and/or act upon, while background sounds
are “heard but not listened to”, and disattended, treated as something listeners do not need
to react to or act upon (Leeuwen 1999:16).

We must also consider our perception of sound within our natural soundscape, in
accordance to our chosen position. For example, many sounds may appear to be more
prominent in one location, field or city than in another, certifying the relationship
between the position of the listener and the label or term they provide to a sound, e.g.
keynote, signal and soundmark. This is due to the objects within the given environment
and their impact upon the velocity and reverberation of any given sound. The ringing of
a church bell, for example will sound significantly louder in a rural area than in an
urban area. Throughout this categorisation of sound, we as sound artists must take into
account such possibilities and contributing factors.

Further analysis has identified the existence of two separate categories regarding our
soundscape; lo-fi and hi-fi. ‘The hi-fi soundscape is one in which discrete sounds can
be heard clearly because of the low ambient noise level. The country is generally more
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hi-fi than the city; the night more than the day; ancient times more than modern’
(Schafer 1994:43). In a lo-fi soundscape ‘individual acoustic signals are obscured in an
overdense population of sounds’ (Schafer 1994:43). In this situation, reflected and
directed sounds are masked by more prominent sounds. ‘It is so severe that an
individual cannot hear his/her own footsteps- which is common on the streets of many
cities … one’s aural space is reduced to less than that of human proportions’ (Truax
1984:20). Due to the increase of sound and noise today, we predominantly find the
soundscape of which we are part to be lo-fi. This has resulted in the development of
soundproofing techniques, masking urban sound through the production of soundproof
walls and quieter vehicles, for example.

The incorporation and analysis of our surrounding soundscape has introduced an
innovative form of composition known as soundscape composition. This term refers to
the process of recording and manipulating environmental sounds to create the sensation
of experiencing the recorded environment in another location. Hildegard Westerkamp
was amazed, however, to discover that the meaning and intent of this form of
composition is continually misinterpreted, as ‘many composers seem to be under the
impression that the mere use of environmental sounds meant that they had composed a
soundscape

composition’

(Westerkamp

2002).

Such

misinterpretation

is

understandable, as:

Audio technology enables everyone who has access to it, to make good quality recordings of
any sound in the world. Thus the sound environment has become a huge and rich “resource”
for collecting, stockpiling and processing environmental sounds. So, yes, all these sounds can
become part of a soundscape composition.

But can a piece be called a soundscape

composition just because it uses environmental sounds as its source material? (Westerkamp
2002).
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A greater emphasis on sonic manipulation using technology over the past ten years has
created further confusion, leading to soundscape composition as a sub-category of
musique concrète30 and electronic music. This is due to the fact that:

Sound recordings can now be organised, juxtaposed, mixed and altered in all sorts of ways.
With these possibilities an entirely new place can be created from the sound materials of a
certain location. We the composer, can choose to side-step reality, highlight it, can create a
caricature, make it poetic, sharper, softer, harsher. We are free to “say” what we want to say
about a place, discover a specific perspective, or approach. We can oppose the status quo, can
speak with our own voice that otherwise may never be heard, but we can also mystify,
alienate, and estrange our listeners. Whatever we do, our choices are always influenced by
our cultural, social and political background and experiences, by age and gender, musical taste,
past experiences with various soundscapes, as well as the present life situation

(Westerkamp

2002).

The technological manipulation of a sound to disguise the source of the original does
not therefore sonically transmit to the listener meanings about place, time and
environment and cannot be regarded as soundscape composition.

A piece cannot be called a soundscape composition if it uses environmental sound as
material for abstract sound explorations only, without reference to the sonic environment… In
the soundscape composition… it is precisely the environmental context that is preserved,
enhanced and exploited by the composer (Drever 2001:53).

30

‘Musique concrète is music made of raw sounds: thunderstorms, steam-engines, waterfalls, steel foundries... The

sounds are not produced by traditional acoustic musical instruments. They are captured on tape (originally, before
tape, on disk) and manipulated to form sound-structures. The work method is therefore empirical. It starts from the
concrete sounds and moves towards a structure. In contrast, traditional classical music starts from an abstract musical
schema. This is then notated and only expressed in concrete sound as a last stage, when it is performed. Musique
concrète emerged in Paris in 1948 at the RTF (Radio Télévision Francais). Its originator, leading researcher and
articulate spokesman was Pierre Schaeffer - at that time working as an electro-acoustic engineer with the RTF’
(Hodgkinson 1987:1).
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Similarly, composers who decide in the editing process to isolate a sound, either
continually looping or pasting this into various sections of the piece, are not engaged in
soundscape composition, as they have not produced a clear representation of the
soundscape experienced at the time of recording.

It is therefore important that we as the soundscape composer understand that the origins
of soundscape composition lie in acoustic ecology, the study of the inter-relationship
between sound, nature and society. Westerkamp explains:

Once we have accepted the acoustic ecology arena as the basis from which soundscape
composition emerges one could perhaps say that its essence is the artistic, sonic transmission
of meanings about place, time, environment and listening perception. In my experience the
term eludes any further definition. And my sense is that as soon as we try to define it further,
we rob it of its essence, indeed of its freedom within that vast and interdisciplinary arena
(Westerkamp 2002).

Soundscape composition is therefore an inter-related pursuit, depicting not only the
sounds associated with a particular time and place, but also illustrating through itself the
various cultural, social, political and environmental issues surrounding that area. The
works of the composer Chris Watson represent a canonical definition of soundscape
composition.

Watson is an established sound artist, recording wildlife and

environmental sounds on location, depicting the sounds of a particular location at a
particular time. His works are astonishing in how they take the listener to the very heart
of a location. From the 29th February to the 9th March 2008, Watson presented his
sound installation, Whispering in the Leaves, as part of the AV Festival at Sunderland
Museum and Winter Gardens. This installation immerses each listener in the heart of
the South American Rainforest, immediately placing them within a dissimilar
environment. The many unforeseen sounds, animals and insects, heard in this
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installation are taken from an extensive archive of on-site recordings produced by
Watson himself. Watson captures the beautiful, delicate and intimate ‘calls and voices
of thousands of species, including the howls and shrieks of black howler and spider
monkeys, the musicality of diverse birdsong and the shimmering and hissing of tree
frogs and cicadas’ (Watson 2008:1).

A press release for this installation praised

Watson, stating: ‘a highly sensory and captivating experience, it is a remarkable
demonstration of the power of sound recordings and natural history broadcast to
transport us to far flung, inaccessible and often extraordinary locations’ (Watson
2008:1). A further work from Watson includes The Sounds of the Sanctuary, whereby
he ‘re-created the sounds and atmosphere to be experienced at sunrise in the Amber
Mountain rainforest of Northern Madagascar within the beautiful acoustics of Holy
Trinity Church at Goodramgate’ (Watson, http://www.chriswatson.net). Within this
installation, Watson combines elements common to each of these two locations to
produce a unique and uplifting soundscape.

The internal architecture and sound of Holy Trinity has similarities to the deep forest
acoustic of the dense tropical rainforest. Specially recorded surround sound fills the space and
immerses the listener in the slow drip of time. The sounds of an ancient place played in
another (Watson, http://www.chriswatson.net).

The significance of this work again lies in the sense that Watson is able to depict one
location in another, immersing the listener in a completely different environment.
Through the combining of research and artistry, Watson enables us (the listener) to
explore the rainforest, travelling down the river, climbing the Amber Mountain,
experiencing the beauty and sounds of the rainforest, through the process of listening
and our own imagination.

Watson’s works clearly portray the meaning and
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understanding of soundscape composition, enhancing our understanding of the world
and its inhabitants31.

Further confusion and debate relates to the editing of soundscape compositions by
composers and researchers. Should soundscape compositions be edited or simply left as
recorded on site? This enquiry continues to cause much discussion in sound art circles.
Many artists and composers such as Chris Watson, Bill Fontana and Annea Lockwood
edit field-recorded soundscapes to reduce the playing time of each recording, thereby
creating a more accessible experience for members of the general public.

This

procedure requires concentration, interpretation and communication on behalf of the
composer. It is their duty to reduce the playing time of a recorded soundscape without
altering in any way sonic information regarding, place, time, environment, culture and
social traditions specific to that location. This process requires soundscape composers
to personally decide on their chosen method and mode of editing. One of two decisions
can be taken:

1. The composer can simply edit the soundscape composition in question to reduce
the running time, representing sonic information in the same amplitude, pitch,
timbre and form as that of the original.

2. The composer can decide to edit the soundscape composition to reduce the
running time, as well as altering the amplitude, pitch and timbre of certain
sounds, to adjust their balance and identity within the finished (edited)
soundscape.
31

Further information about Chris Watson’s works can be found at http://www.chriswatson.net.
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The composers’ presence within the field and thus the relationship between
ethnography32 and soundscape composition also requires careful examination.
Ethnography and soundscape composition are both reflective of a given environment,
focusing primarily on field research gathered through representation of the senses,
portraying a particular environment and culture to an outsider.

The conventional

practices of an ethnographer require the dismissal of personal thoughts, beliefs, customs
and traditions, to ensure that all products of research are not affected by the
ethnographer’s own personal views and opinions. John Berger states: ‘the way we see
things is affected by what we know or what we believe’ (Berger 1996:8). Our natural
instinct is to judge and analyse a product of research by what we already know,
reflecting on our own personal views and opinions. The aim of the ethnographer is to
discourage this, maintaining a high-level of self-awareness throughout the process of
practice and research, ensuring all conclusions are based on fact, rather than persuasions
of opinion. For the soundscape composer, this form of study and method of research
encourages them to become self-reflective of their methods and actions, ensuring all
decisions are not tainted by personal opinions.

A contemporary ethnographic approach to soundscape composition may require that the
composer displace authorship of the work, engaging in a collaborative process, facilitating the
local inhabitants to speak for themselves in “an interplay of voices, of positioned utterances.”
The final work should be made available to those that it explores, and their responses should
be acknowledged and heard, activating a dialogue rather than a one-way communication
(Drever 2002:25).

Peter Cusack’s Your Favourite London Sounds (2001) exemplifies such an approach.
32

‘Ethnography is a qualitative research method based on direct observation of and reporting on a community or

social group’s way of life: their values, beliefs and social rules’ (Drever 2002:23).
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Cusack records members of the general public, describing their favourite and most
memorable sounds throughout the city of London. Within the written representation of
this work, Cusack clearly acknowledges each participant involved, detailing the location
and time of each recording. The opinions of each participant are clearly portrayed,
without Cusack’s personal views affecting or influencing the overall work.

The

conclusions of the work are therefore based on fact, rather than prejudice and opinion.

Both personal and technical concerns contribute to the creation of a soundscape
composition. The volume of sound heard through the ears is dependent on the distance
between the sound source and the perceiver. Our auditory perception is selective,
focusing on particular sounds whilst discarding others. The technological concept of
the microphone however produces a non-selective auditory field of perception,
capturing all surrounding sounds, intensifying what we hear and listen to.

It (the microphone) inevitably deepens his/her relationship to the acoustic environment and ability
to “speak” through soundscape composition as an acoustic ecologist- in the same way a poet
may speak about the state of the world with words (Westerkamp 2002:53).

The microphone therefore allows us to amplify our auditory field of perception33,
voicing sounds that would otherwise be too faint to hear. This issue must be taken into
consideration during discussions of soundscape composition, as it can affect our overall

33

This level of non-selective auditory field of perception will however depend on the microphone the soundscape

composer chooses to use to record. Microphone directionality varies. The shotgun mic, for example is a highly
directional unit. An omni-directional microphone, as its name implies ‘picks up sound more-or-less equally from all
directions’ (Davis 1989:121). This unit therefore provides a non-selective auditory field of perception. However, if I
were to again undertake the archiving of soundscapes across Northern Ireland I would record using both an omnidirectional (Edirol R-09) and directional microphone (shotgun). As a directional microphone is able to capture
directional sound thus reducing the possibility of sound distortion and clipping within the composition.
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understanding and perception of sound.

When recording the sounds of a particular environment, soundscape composers must
also consider their familiarity with the given location. Their aural perception of a
visitor (or foreigner) compared to that of a local (or frequent visitor) is significantly
altered. Foreigners to the recorded environment are inclined to notice and hear sounds
which local people would tend to disregard, due to the increased sensitivity of the
foreigner to that environment. Several sounds may be uninteresting and insipid to local
recording artists within that area, due to their familiarity with hearing such everyday
occurrences, such as the sound of street buskers and market sellers. As both foreigners
and locals to a given location, soundscape composers must aim to portray all cultural,
social and political conditions within their given environment.

Westerkamp argues that the understanding of a listener will become altered due to their
familiarity with the location in question, stating: ‘a big question concerning soundscape
composition is whether the listening audience can relate to the composer’s sonic
language and what he or she is trying to communicate’ (Westerkamp 2002:56). This can
only be improved through the accuracy of illustration by the composer of the given
location through sound; resulting in increased communication and understanding
between composer and listener. It is only through the analysis and questioning of
listeners that composers will be able to identify if their work has been accepted and
appreciated in the correct context, with regards to meaning, philosophy and
communication.

Soundscape composers must be wary of existing sound libraries which allow artists to
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utilise sounds recorded by others to enhance their own compositions. The increased use
of such libraries has discouraged the process of on-site field recordings by many artists.
Why should soundscape composers trouble themselves to go out into the field and
record the sound of a church bell, if they can download one from the Internet?
Society’s mentality and attitude is quickly moving towards this lazy approach, creating
compositions of sounds downloaded from the Internet and soundbank CDs. A true
representation of an original soundscape must be generated from the process of on-site
field recordings.

The mixing of various online soundbanks to make one final

soundscape is a complete misinterpretation of the meaning, purpose and intent of a
soundscape composition.

For example, the composition of a Northern Ireland

soundscape (Belfast for example) through the use of pre-recorded soundbanks is a
misinterpretation and representation of Northern Ireland. Some of the subtle interplay
and causality of soundscape elements is likely to be lost in combining pre-recorded
sound banks, leading to a loss of audible cultural information. The composer will
therefore not be able to truly represent Belfast through the use of another recording
artists pre-recorded sounds.

Pre-recorded sounds of the past do not represent the

soundscape of Northern Ireland today. The composer must therefore go out into the
field and experience that location at that time, recording the sounds on-site.

Sound artists must aim to encourage and portray (throughout their writings and
compositions) the philosophically consistent basis for soundscape compositional
practice.
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Archiving Sound

The process of soundscape compositions as detailed by various sound artists provides a
source of reference in relation to acoustical sounds of the past. For example, Chris
Watson’s The Sounds of the Sanctuary is not only significant in its method of
soundscape representation of the Amber Mountain Rainforest, but is also noteworthy in
its documentation of sounds during the time of recording. If we were to compare Chris
Watson’s soundscape recording documented in 2007 with one taken today we would
find considerable variations in the voicing of acoustical sounds. This is due to the fact
that each and every environment alters and changes from day to day, thereby increasing
the importance of soundscape composition as a historical document. It is only through
this process of soundscape composition that we can acoustically document a given
culture, tradition and space at a given time. ‘To record sounds is to put a frame around
them. Just as a photograph frames a visual environment, which may be inspected at
leisure and in detail, so a recording isolates an acoustic environment and makes it a
repeatable event for study purposes’ (Drever 2001:65).

The practice of sound

documentation and the creation of archives is therefore of great benefit to society.
Disappearing sounds from our natural soundscape could be documented and preserved
through an archive of soundscape compositions. R. Murray Schafer built such an
archive:

The vanishing sound object should be treated as an important historical artifact, for a carefully
recorded archive of disappearing sounds could one day be of great value… Our list is very
extensive, but a few examples will suffice for illustration:
The ringing of old cash registers.
Clothes being washed on a washboard.
Butter being churned.
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Razors being stropped.
Kerosene lamps.
The squeak of leather saddlebags.
Hand coffee grinders.
Rattling milk cans on horse-drawn vehicles.
Heavy doors being clanked shut and bolted.
School hand bells.
Wooden rocking chairs on wooden floors.
The quiet explosion of old cameras.
Hand-operated water pumps (Schafer 1994:209).

As sound artists, it is important that in our work we preserve these sounds, creating a
historical archive that future generations can listen to, ascertaining cultural, social and
traditional sounds from the past. The archiving of Northern Ireland soundscapes
provides (in years to come) a historical account of a past Northern Ireland. Many
sounds that are no longer voiced throughout the sonic environment will be preserved,
and will thus be available for the younger generation, researchers and theorists to
understand the cultural divergences, social traditions and beliefs of the people of this
time.

The process of archiving soundscape compositions allows ‘history to be

harvested and collected, to be assembled, made to speak, remembered, re-read, and
rewritten, and language comes alive in transit, in interpretation (Chambers 1994:3).
The advancement of new media technologies has progressively created many devices in
which to record, edit and store sound archives, providing access to both composers and
their listeners.
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Chapter 2
Implications of the Emergence of New Media Technologies

This chapter analyses the emergence of new media technologies, highlighting
implications in relation to sound technology. The object of this chapter is to
demonstrate the development from past theories and practices to techniques and
methods used today, illustrating an increased use of sound and technology and an
expansion of the sonic palette of both the composer and the listener.

Origins of New Media

New media has perceptively changed the way in which we view, experience and
interact with technologies. The emergence of virtual reality and interactivity elevates
this form of media to a new level, immersing entire bodies and minds within a virtual
space. Virtual reality (VR) entails the idea of becoming immersed in a simulated world;
this could be a replica of the ‘real world’ or a world of complete fantasy. With the use
of sensory controllers, head mounted displays and data gloves, the user is able to
navigate through this world, providing a thoroughly interactive experience. The level of
interactivity changes the user’s perception from simply ‘looking at’ to ‘being in’. An
excellent example of this can be found in the Nintendo Wii, where the user can create
(Mii) characters to resemble their own appearance, providing them with an intimate and
realistic world in which they have full control. This form of control was further
heightened on the 10th November 2010, when Microsoft released an add-on peripheral
device for the Xbox 360, Kinect, allowing heightened user experience, interactivity and
full-body immersion. This device enables users to interact with their game without
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using a controller. They are the controller, as through the use of gestures and spoken
commands they are able to operate the game console. To the eye the operational
technology has evaporated, creating the illusion of a magical environment.

The

precision of synchronicity between movements in the real world and that of the virtual
therefore provides the user with a completely interactive experience. According to
Mark Hansen:

New media artworks facilitate interaction with virtual dimensions of the technosphere
precisely in order to stimulate a virtualization of the body.

By placing the body into

interactive coupling with technically expanded virtual domains, such works not only extend
perception…they catalyse the production of new effects- or better, new affective relations-that
virtualize contracted habits and rhythms of the body. For this reason, virtualization can be
said to specify the virtual dimension of human experience (Hanson 2006:146)

Employment of the term ‘media’, to describe this new interactive and immersive
environment implies that the origins of today’s new media lie in the development and
growth of all media, for example television, radio, magazines and newspapers.
Research however proves this notion to be incorrect and misleading, confirming that the
origins of new media lie solely in the realisation of auditory technologies of the past
such as the telephone, phonograph, tape recorder and radio. Each of the following
terms commonly associated with new media today has its birth in the realisation of
auditory technologies: interactivity, immersion, telepresence, cyber-space, threedimensional and virtual reality.

The features that differentiate new media- the ability to “enter the screen,” to interact with
three-dimensional images or “virtual objects” to acquire a new subjectivity, a liquid identity,
to enjoy authentic rather than mediated experience, and to transcend the material, all these
features are present in the phenomenality of sound, in the metaphysics of the ephemeral, and
in the rhetorics of Western art music (Dyson 2009:3).
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The birth of the telephone in 1876 transformed the way in which society would come to
understand and perceive sound transmission. The telephone ‘invoked early fantasies of
teleportation and ushered new electronic presences into the technocultural domain’
(Dyson 2009:28). Sigmund Freud linked telepathy with telephony ‘and viewed the
latter as a medium for the transmission of the former, in the same way that
psychoanalysis was the instrument for analysing, through interpretation, the telepathic
dream’ (Dyson 2009:29-30). Freud states:

What we call ‘telepathy’ is, as you know, the alleged fact that an event which occurs at a
particular time comes at about the same moment to the consciousness of someone distant in
space, without the paths of communication that are familiar to us coming into question. It is
implicitly presupposed that this event concerns a person whom the other one (the receiver of the
intelligence) has a strong emotional interest. For instance Person A may be the victim of an
accident or may die, and Person B, someone nearly attached to him, his mother or daughter or
fiancé learns the fact at about the same time through a visual or auditory perception. In this
latter case, then it is as if she had been informed by telephone, though such was not the case; it is
a kind of psychical counterpart to wireless telegraphy (Freud 1964:36).

Through the interpretation and investigation of psychoanalysis, Freud believed that the
telepathic dream and thus the hidden messages of the unconscious could be allowed to
speak:

The telepathic process is supposed to consist in a mental act in one person instigating the same
mental act in another person.

What lies between these two mental acts may easily be a

physical process into which the mental one is transformed at one end and which is transformed
back once more into the same mental one at the other end.

The analogy with other

transformations, such as occur in speaking and hearing by telephone, would then be
unmistakable (Freud 1964:55).
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Freud believed that the telephone provided a smooth line of communication between the
two subjects (people) under psychoanalysis, providing both a medium and interpretative
method for telepathy. Whilst the ear of the psychoanalyst might question the accuracy
of what they heard, Freud believed that the telephone would produce accurate speech,
dismaying all levels of doubt, despite its occult associations. Freud states:

In my opinion it shows no great confidence in science if one does not think it capable of
assimilating and working over whatever may perhaps turn out to be true in the assertions of
occultists. And particularly so far as thought-transference is concerned, it seems actually to
favor the extension of the scientific or, as our opponents say, the mechanistic-mode of thought
to the mental phenomena which are so hard to lay hold of… You will not forget that here I am
only treating these problems in so far as it is possible to approach them from the direction of
psycho-analysis. When they first came into my range of vision more than ten years ago, I too
felt a dread of a threat against our Weltanschauung, which, I feared, was bound to give place
to spiritualism or mysticism if portions of occultism were proved true (Freud 1964: 54-55).

Freud’s ideas of telepathy through the use of telephonic communication are essential in
the development of today’s new media. Computers have been designed to appear to
telepathically know what you want them to do without you having to physically tell
them. For example Microsoft’s Word application automatically saves your work every
ten to fifteen minutes. Similarly, computer software has been designed to mimic your
thoughts and movements. For example typing the word ‘sound’ into Google’s search
engine will display different results for myself as to that of another computer user, as
Google’s search engine displays results in relation to previous searches, therefore
displaying results which the software believes are most relevant to you. The argument
here is not that computers and their software are telepathic it is that the principles on
which they have been designed have been modelled on Freud’s theory of telepathic
communication.
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Like the telephone, the phonograph, (invented in 1877) encouraged the belief in
teleportation. The emission of sound and its potential to transport our minds to the
origin of the projected sound was first realised through the operation of the phonograph.

By “imprison[ing] the human voice with all its infinite meaning,” the phonograph has “taken
the sting from death,” for sound, music, and the voice: “dies only in the seeming… whatever
sound ever was, still is; therefore may be, again; and once set up, goes on forever; just as, in
another sense, man’s deeds live after his body has turned to dust.”

In listening to the

recording, the auditor, it was assumed, would be transported to the time and the place of the
original event. He/she would experience the reproduced voice in all its presence- almost as if
it were there, in the middle of the living room (Greusel 1913: 84-87).

The value of the phonograph lay in its ability to capture voices of the past, recording
people and events before they passed away. Frances Dyson states:

The recording became a testament to the past-always speaking the absence of the body that
owned the voice coming from the speakers. Beckoning presence from other times and other
places into the ambience of the moment of hearing, merging that present ambience with the
three-dimensional, existential, and what may appear to be the ontological presence of the voice
or song it has so faithfully preserved, the record could take the sting out of death by emanating
death; by re-presenting, in the present, the ceasing to be of voices and events (Dyson 2009:4647).

The production of the phonograph therefore allowed us to make audible the eternal
silence of sound, as it could be stored and repeated infinitely. Phonographic techniques
are embedded within today’s new media, influencing the output of many theorists and
sound artists, allowing them to capture and record a given moment in time, which they
can then transport their listeners back to. Similarly, many sound artists make use of prerecorded sounds within their works, drawing from the influential techniques of the
phonograph. In all, every reproduced sound heard today owes its existence to the birth
of the phonograph.
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The success of the phonograph would not have occurred without the development of the
microphone in the previous year, 1876. The microphone was not only a significant
instrument for the collection and documentation of human voices, but also in its ability
to make sounds audible which would otherwise be unheard by the human ear. ‘As
Count Du Moncel commented in 1879, the microphone could amplify even a “fly’s
scream, especially at the moment of death” (Dyson 2009:52). The average range of
human hearing is considered to be around 20Hz to 20KHz, however with the production
of the microphone this range has been increased. Although we still hear sounds around
the standard frequency range, the microphone allows us to amplify faint sounds,
pushing them into the boundaries of human hearing. The production of the microphone
has therefore expanded the realm of sound. However, as stated by Howard and Angus,
we do not perceive the entire frequency range of sound at the same amplitude level, as:

The pressure amplitude of a sound wave does not directly relate to its perceived loudness. In
fact it is possible for a sound wave with a larger pressure amplitude to sound quieter than a
sound wave with a lower pressure amplitude… the reason for this is that the sounds are at
different frequencies and the sensitivity of our hearing varies as the frequency varies (Howard
and Angus 2001:83).

Sound Pressure Level (dB SPL)
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Equal Loudness Contours (red)
Fletcher-Munson Curves (blue)

(Figure 2.1: Fletcher-Munson Curve- equal loudness contours for the human ear, Howard and Angus
2001:83).

Figure 2.1 represents the relationship between the measured sound pressure level (y
axis) and the perceived loudness of the sound (x axis). If we take the blue curve at the
1KHz/40dB point and follow it towards the left until we reach 50Hz on the horizontal
(x) axis, we will notice that 70dB is now read on the vertical (y) axis. This therefore
indicates that in order for humans to perceive a 50Hz tone as loud as a 1KHz tone at
40dB, it needs to be played at 70dB.

It is only through the use of an output device, such as a phonograph (or in later years a
tape deck or compact disc player) that we are able to experience and hear these sounds.
One popular way in which we experience these sounds is through the use of personal
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earphones.

Developed in 1958, earphones34 further encouraged the concept of

teleportation (first realised through the telephone and phonograph). We, the users, are
able to ‘privately’ experience a virtual sonic space inhabited with personal references
and memories.

It is this concept of ‘private immersion’, which subsequently has

become so important within the production of new media today.

From the first

Walkmans, to personal CD players to the iPod, we as observers are unable to recognise
exactly what form or space the listener is immersed in.

This sense of intimacy,

interiority and the three-dimensional sound perception provided through earphones,
established a model for the stereoscopic ‘eyephones’ of Virtual Reality.

When analysing concepts of technologies and new media, we must always consider the
notion of transference through ‘three spaces’. The first is the space of reality where the
body of the user is situated; the second is the virtual space, where the message is
received; and finally the third is the ethereal space, through which the message travels.
It is only through this concept of space that immersion can occur. ‘Without space there
can be no concept of presence within an environment; furthermore, there can be no
possibility for a full-bodied-embodied-experience that interactivity promises’ (Dyson
2009:1-2). It is the notion of the ethereal space, which requires further discussion, as
through the production of the telephone, phonograph and radio, scientists and everyday

34

The listening to sound through earphones provides the effect of ‘in-head localisation’. Unlike other forms of

sound output, such as the use of speakers or the hearing of natural everyday sounds within our environment, Howard
and Angus state: ‘when we hear a sound that we wish to attend to, or resolve its direction, we move our head towards
the sound and may even attempt to place it in front of us in the normal direction, where all the delays and intensities
will be the same. The act of moving our head will change the direction of the sound arrival and this change of
direction will depend on the sound source position relative to us… This movement cue is one of the reasons that we
perceive the sound from headphones as being “in the head”. Because the sound source tracks our movement it cannot
be outside and hence must be in the head’ (Howard and Angus 2001:103).
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citizens have attempted to ‘tap into’ the ethereal space in order to contact the ‘other
side’.

Hubert Greusel, a biographer of Edison, wrote of the “dead spaces of the air, where all these
harmonic wonders had all unknown been slumbering, ready at the right moment to come forth
at the master’s sign, conjured into life by Edison’s magical command of mind over matter”
(Dyson 2009:29).

This practice known as ‘voice-boxing35’ opened up a whole new mystical and spiritual
element concerning sound transmission, providing scientists and everyday citizens with
a new means of communication and area of research. Evidence also lies in the fact that
in 1919, the Italian inventor Guglielmo Marconi reported that he had picked up strange
radio signals, which he believed had come from beyond earth.

The pressures of

industrialisation and socialism heightened this notion further, as relatives attempted to
communicate with loved ones killed during the war. Gaston Bachelard (in Dyson
2009:49-50) highlights this:

Radio uniquely presents the possibility for communication between the human psyche … the
unconscious … [and] the foundations of human originality … [Radio] is not merely a function
transmitting truth or news. It must have an autonomous life of its own in this logosphere, this
universe of speech, this cosmic conversation which is a new reality for man … Radio must
find a way of bringing the “unconscious” into communication. It is through them we will find
a certain universality (Dyson 2009:49-50)36.

35
36

Today this is more commonly referred to as Electronic Voice Phenomenon.
Quoting Gaston Bachelard’s The Write to Dream, Whitehead writes: “radio really does represent the total daily

realisation of the human psyche.”

Thus the psychic engineer would enter into the daily flows of broadcast

representation, to sound out and give voice to the prevailing spirit of the times, and to offer broadcasts that might
bridge alienation while opening up an “axis of intimacy”. Through time, such sound bridges would serve to
reconnect listeners, one by one, to the “power of the fantastic” (Whitehead 2009:2).
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The positive and emotional experiences of the listeners combined with the ‘unforeseen’
(and unknown) operations of the radio encouraged this belief further:

Here, sound, united with the electronic broadcast of the voice, begins an epic journey: first
projected into a transcendent and cosmic electronic ether, then received within the
technologically enhanced, private space of the individual auditor. From here, and especially
through headphones, sound enters and affects the individual’s psyche, reconnecting the
individual to a restored, enchanted community.

This passage presumably neutralises the

cultural and mechanic aspects of both language and technology, by attaching audio media to
an Edenic past and projecting it into a technologically enhanced future (Dyson 2009:49).

The pioneering breakthrough here is not whether people did or did not communicate
with ‘subjects’ beyond Earth, but the way in which people were beginning to think
about technology. The growth of technology was opening up new lines of thought, as
theorists, inventors and citizens were beginning to consider (and in some cases believe)
that the once impossible could now be possible. Such generation of thought owes its
existence to the birth of auditory technologies of the past and their realisation and
employment of teleportation, immersion, virtual reality, interactivity and threedimensionality, thus providing a clear foundation for future media developments.
Understanding the origins of today’s new media technologies will perceptively facilitate
further development within this subject area.

Theoretical Beliefs and their Implications

According to several leading theorists, there exists a range of possible theoretical and
philosophical beliefs in relation to the transformation into the age of technology and the
creation of new media.
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Raymond Williams argues that the transformation into the age of technology developed
through a process called ‘technological determinism.’ ‘In technological determinism,
research and development have been assumed as self-generating. The new technologies
are invented as it were in an independent sphere, and then create new societies or new
human conditions’ (Williams and Williams 1990:13).

This research is in no way

influenced by society, it is completely independent. Once new technologies have been
created through the process of research and development they are then released for
public consumption, upon which they have an irresistible impact on the world. In this
sense, society must embrace change. This transition is by no means smooth or fluid.
Technology is released into public hands, whereby immediate change is required. In
this sense, Williams argues that technology is changing the way people in society, think,
act and feel.

Through Williams’ writings I began to question this notion of

‘technological determinism’, as the cause of technological transformation within the
arts. With practice as research being the primary method of research and development
within the creative arts, I find it hard to accept Williams’ notion of a self-generating
form of research and development.

Practice as research is a hybrid form of

investigation, influenced by social and cultural proceedings. Over the past ten years,
the arts have fully accepted the role of technology in manipulating, editing, composing
and storing creative work. Exhibitions, new software packages and working prototypes
have been released into the public domain where society can chose to accept or
disregard the technical innovations therein.

The theoretical works of Gilles Deleuze and Felix Guattari do not theorise new media,
however their philosophical concepts regarding machines are key to understanding all
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aspects of theory and research. Their philosophical concept encourages us to escape the
notion of Raymond Williams’ theory of technological determinism.

‘Deleuze and Guattari’s problematisations of machines led them, by contrast, to a
concept of a multiplicity without an essence- or better, with a “nomadic” essence37- a
complex configuration of machinic and enunciative elements called an assemblage’
(Bogard 2009:15). Machines, whether material, abstract, or desiring for example are
immanent in assemblages, opening new lines of flight and possible fields of action.
Guattari explained that ‘the term assemblage does not imply any notion of bond,
passage, or anastomosis between its components. It is an assemblage of possible fields,
of virtual as much as constituted elements, without any notion of generic or species’
relation’ (Guattari 1995:35). It is for this reason ‘that any technology, or machine,
opens up a specific field of action, recognising that thought too is a form of action’
(Savat 2009:3). Assemblages therefore have the capacity to emancipate and capture
knowledge and ideas. This notion of machine assemblages can be applied to many
concepts today, such as the form (make-up) of the human body, government politics,
and technological development.

According to Deleuze and Guattari, technology is the result of a deterritorialising
assemblage. It is only through the deterritorialising of an assemblage that a new line of
flight can emerge, presenting new opportunities and connections to other assemblages
and ‘machines’. Tauel Harper explains:

37

‘A nomadic essence is not a Platonic universal or unity, but an essence immanent to becoming and actualised only

within concrete historical conditions. Deleuze never denies essences, only their transcendence’ (Poster and Savat
2009:15).
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Technology is always already an assemblage with the potential of emancipation and capture.
It is forever cutting towards a body without organs at the same time as it territorializes upon
the existing strata. What Deleuze and Guattari’s theories gain in terms of avoiding dialectics
is openness in regard to encouraging influences and connections- a willingness to experiment
with creative subjects, even if they violate the imagined glory of a scared whole (Harper
2009:127).

The formative feature of a line of flight is that it evolves from an assemblage,
presenting a smooth rhizomatic connection.

The Internet is an example, whereby

communication and discussion of political issues has been encouraged: ‘the Internet has
been conductive to developing micropolitical spaces as well as macropolitical alliances
on international issues such as labour and environmental standards’ (Harper 2009:136).
The Internet therefore allows us to communicate globally, discussing various issues,
political or social. On the issue of computer programming Tauel Harper states that:

Computer programming is always a process of deterritorialisation- it never accepts a totality,
it proceeds through alpha, beta and gamma models in a continual process of
deterritorialisation and reterritorialisation which obeys no General and is based upon a point
of intersection of multiple assemblages. Open-source and collective experimental methods
make such collaboration a living programme of n-1 (Harper 2009:136).

Smooth rhizomatic connections can be described as web-like structures ‘made of lines
not points. Without beginning or end, they connect from a milieu, not a given place, but
a middle, a median space and a complex environment’ (Conley 2009: 33). The rhizome
does not have a centre from which ideas and concepts start; there is no beginning and
thus there is no end. Kim Vincs states:

Rhizome structures are like the underground root systems of wild grasses that extend in all
directions. Rather than progressing in the orderly manner of a tree (an arborescent system), in
which each branch divides into two, each sub-branch divides into two, and so on, a rhizome is
characterised by rampant growth in all directions at once (Vincs 2007:103).
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However unlike a tree, rhizomes do not have a general main connection (the tree trunk).
Rhizomes are not hierarchical, knowledge and information is therefore not received and
passed down from a higher source. Deleuze and Guattari provide us with the following
analysis of a rhizome:



Any point of a rhizome can be connected to anything other, and must be (Deleuze and Guattari
1987:7).



It brings into play not only different regimes of signs but also states of things of differing status
(Deleuze and Guattari 1987:7).



It has neither subject nor object, only determinations, magnitudes, and dimensions that cannot
increase in number without the rhizome changing in nature (the laws of combination therefore
increase in number as the rhizome grows) (Deleuze and Guattari 1987:9).



A rhizome may be broken, shattered at a given spot, but it will start up again on one of its old
lines, or on new lines…Every rhizome contains lines of segmentarity according to which it is
stratified, territorialized, organised, signified, attributed, etc., as well as lines of
detteritorialisation down which it constantly flees. There is a rupture in the rhizome whenever
segmentary lines explode into a line of flight, but the line of flight is part of the rhizome. These
lines always lie back to one another (Deleuze and Guattari 1987:10).



A rhizome is not amenable to any structural or generative model (Deleuze and Guattari
1987:13).



A rhizome is a map and not a tracing… What distinguishes the map from the tracing is that it is
entirely oriented toward an experimentation in contact with the real… The map is open and
connectable in all of its dimensions; it is detachable, reversible, susceptible to constant
modification. It can be torn, reversed, adapted to any kind of mounting, reworked by an
individual, group, or social formation (Deleuze and Guattari 1987:13-14).

The rhizome therefore describes the ‘branching off’ effect in the way in which we think,
analyse and understand world knowledge. The concept of the rhizome can (and must)
be applied to all knowledge and understanding throughout the creation and
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implementation of technology. As sound artists we must therefore reject the notion of
technological determinism and accept that the development of art, in all senses (through
the introduction of technology, practice and knowledge) is rhizomatic. We must begin
to adopt this system in relation to our own practice and research, in order to access all
possibilities.

A rhizomatic structure was adopted throughout my own practice and

research as ideas, knowledge and understanding are not presented in a hierarchical
manner. There has never been a dominating General/ One; practice and ideas are all
interconnected, producing a structure of equality. ‘Music has always sent out lines of
flight, like so many transformational multiplicities, even overturning the very codes that
structure or arborify it, that is why musical form, right down to its ruptures and
proliferations, is comparable to a weed, a rhizome’ (Dyson 2009:184).

The philosopher and sociologist, Walter Benjamin, stated his concern with the
integration of technologies into art, insisting that technologies take away the artwork’s
‘aura’. The ‘aura’ of an original orchestral composition will be significantly different to
that of a composition produced by way of a software sequencer, such as Ableton Live38,
for example. The ‘aura’ of an artwork encapsulates not only the artwork itself but also
its cultural value, known line of ownership and authenticity. Aura is thus embedded in
the context of tradition. Benjamin states that:

The oldest works of art, as we know, came into being in the service of some ritual- magical at
first, then religious. Now it is crucially important that this auric mode of being of the work of
art never becomes completely separated from its ritual function (Benjamin 2008:10-11).

38

Compatible on both Apple Macintosh and Microsoft Windows, Ableton Live allows you to compose, edit and

record in the studio and within a live performance.

63
Thus the aura of an original Handel composition, for example is underpinned by ritual
practices. Benjamin argues however, that if you introduce technology into art you strip
away its traditional, ritual and religious values, thereby taking away its ‘aura’.

Reproductive technology, we might say in general terms, removes the thing reproduced from
the realm of tradition. In making many copies of the reproduction, it substitutes for its unique
incidence a multiplicity of incidences. And in allowing the reproduction to come closer to
whatever situation the person apprehending it is in, it actualises what is reproduced
(Benjamin 2008:7).

Thus, according to Benjamin, the digital reproduction of a piece of music does not
capture the traditional essence of a live performance.

Listening to a piece of

mechanically reproduced music on a compact disc thereby changes our sense of
perception, removing us from the primitive qualities of the original. Whether we believe
Benjamin’s theory to be true or not, it does provides considerable thought and analysis.
Theodor Adorno (in Kelly 2009:46) agrees with Benjamin stating that:

Talking machines and phonograph records seem to have suffered the same historical fate as
that which once befell photographs: the transformation from artisanal to industrial production
transforms not only the technology of distribution but also that which is distributed (Kelly
2009:46).

Adorno understands that the implementation of technologies creates inattentive
listening, as the qualities of a live performance cannot be reproduced through a
recording. Other aspects of concern for Adorno regarding the medium of recording are
those of dynamics and intimacy:

The “absolute dynamics” of the concert hall are not adequately reproduced via the recording;
the volume of the work in the concert hall and the ability to “enter” the work is not reproduced
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in the privacy of the home; and the subtleties of the symphony are lost to reproduction. To
Adorno’s ears, the works are transformed into poor chamber music (Kelly 2009:51-52).

Like Adorno, Jacques Attali (in Kelly 2009:47) also believes that ‘the shift in music
caused by the technologies of recording and playback to be a negative one, one that
devalues the live, “real” experience of music’ (Kelly 2009:47). In Attali’s book Noise
the Political Economy of Music, Attali positions ‘new recording technologies as an
example of society’s shift toward capitalism and by association mass production,
turning music into a mere simulacrum in the process’ (Kelly 2009:47). According to
Adorno and Attali, the incorporation of technology with regards to music and its
playback is primarily a result of capitalism. They view the process of turning the
musical performance into something that can be sold and bought as a negative effect of
capitalism, ‘alienating the producer and consumer and also turning the recordings
themselves into items of fetish’ (Kelly 2009:48). However, all music lovers do not
uphold this view and belief, as Evan Eisenberg (in Kelly 2009:48) states:

When I buy a record the musician is eclipsed by the disk. And I am eclipsed by money …
when a ten-dollar bill leaves my right hand and a bagged record enters my left, it is the
climax. The shudder and ring of the register is the true music; later I will play the record, but
that will be redundant. My money has already heard it (Kelly 2009:48).

For Eisenberg, the true existence of recorded music allows us (as normal everyday
citizens) to become consumers of recordings.

We no longer have to travel long

distances to hear this music, nor are we prohibited by the costs of concert tickets. The
recording also provides us with a tangible object, which can be played over and over
again, giving us excellent value for money. Eisenberg states: ‘money wants to be spent,
and if I fancy myself a music lover it seems natural to spend it on a record. I could
spend it on a concert, I suppose- but a record is tangible, like money’ (Kelly 2009:49).
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Nonetheless, we must consider, how developments in technology today, with the use of
multimodal/immersive technology (enabling artists to create, for example a sound
installation to display their work), have changed the way in which we as artists and
visitors/listeners produce and experience art today. Such developments have allowed
the contextual information presented by the aura (as according to Benjamin and
Adorno) to be reinstated; creating a comprehensive sounding experience, immersing the
listener within that time and place. An increase in technology has allowed many
artists’s to present a comprehensive sounding experience, representing and immersing
the visitor/listener within a specific time and place. This move and development of
immersive technologies has therefore perceptually changed the way in which we
experience art today, creating immersive and interactive experiences. However true we
believe each of these theories and statements to be, we must always consider the
capitalist aspect of technology and its effect on the arts.

Expansion of the Sonic Palette

Through the creation and influence of auditory technologies (such as the telephone,
phonograph and radio) all aspects of sound have become absolute. The impact of both
Capitalism and World War Two has influenced the way in which society both accept
and hear all aspects of sound.

An expansion of the sonic palette occurred, as

composers, musicians and philosophers began to embrace all traits of sound; those
sounds which originally would not have been considered, such as silence and noise
were now becoming an accepted and important component within an expanded sonic
palette. With the mass production of recorded music, everyday listeners were beginning
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to become exposed to a variety of new genres, experiencing ‘new’ sounds, such as
‘pops’, ‘ticks’ and ‘glitches’ throughout composition. Therefore, composers began to
strip away the conventional boundaries of the past, providing independence and
freedom to all sound. Auditory technologies and thus the implications, which they
inferred, transformed the future of composition and sound manipulation, as sound began
to assume a greater importance across all aspects of composition.

Experiments in sound manipulation began in the 1920s and early 1930s, when
composers and musicians began to actively experiment with the manipulation of the
phonograph as a source of original sound production, considering the use of unintended
sounds, such as ‘pops’ and ‘ticks’ produced when the stylus head, for example, hits a
large scratch on the vinyl disc. As a result the phonograph for many composers became
a device, not only for the playback of recorded music, but for the generation of unique
sounds. ‘Composers in the 1920s and 1930s, such as John Cage, Percy Grainger, Paul
Hindemith, Raymond Lyon, Darius Milhaud, Laszlo Moholy-Nagy, Ernest Toch, and
Edgard Varèse, were interested in such creative practices’ (Kelly 2009:103). In 1939,
John Cage first experimented with the phonograph as an instrumental device. His first
composition employing two turntables was entitled Imaginary Landscape No. 1. Other
notable phonographic works by Cage include: Imaginary Landscape No. 2, Imaginary
Landscape No. 3 and Cartridge Music. Each of these works develops and employs
artistic practices utilising the phonograph as an instrumental device.

Such

developments encouraged performance with the phonograph and the turntable used as
an instrument both within the studio and in live environments.

Christian Marclay made this explicit when he performed with a customised turntable, called
the “phono-guitar,” in a guitar-like manner; similarly, but later, in the music video for Tone-
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Loc’s “Wild Thing” (1989) the DJ uses a turntable slung over his shoulder like a guitar

(Kelly

2009:86-88).

Composers were therefore beginning to use auditory technologies in order to increase
their sonic palette outside the boundaries of the conventions of traditional orchestration.

Such expansion of the sonic palette is likely to be limitless, as we will always be able to
extend, strengthen and stretch our range of auditory acceptance. It is for this reason that
composers began to utilise two practices, extended techniques and prepared
instruments, throughout their works.

Extended techniques are unconventional

performance techniques used to alter the sound output of an instrument. In terms of the
violin for example, this could include the tapping on the fingerboard, ‘playing a violin
with the wooden part of the bow or bowing the body of the instrument itself’ (Kelly
2009:89).

As a subset of extended techniques, prepared instruments involve the

temporary modification of an instrument in order to alter its timbre, by placing various
preparations (objects) on or between the sound source. An astounding use of such
techniques can be found in the works of Keith Rowe and his ‘Prepared Guitar’, a video
of which can be found at: http://www.youtube.com/watch?v=HnUVpiFHhmM. Within
this video, Rowe uses bits of metal, wires and springs, along with motorised objects to
expand and manipulate the sound of the guitar.

Various examples of extended

techniques and prepared instruments can be found throughout the video sharing website
www.youtube.com.

Throughout the twentieth century, musicians and composers constantly developed
techniques based on the technical advancements of the day.

They not only used

extended techniques and prepared instruments to control and manipulate their sound
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output, but also began to employ elements of cracked and broken instruments and media
throughout their performances. The collective term for this form of sound control was
to become ‘cracked media’. The approaches used within cracked media are varied in
terms of content and intent.

At the extreme end is a destructive approach in which the mediating device or recording is
broken, perhaps beyond repair. Toward the centre is the less finally destructive crack, where
impermanent or nonfatal damage is caused to the player or the recording media. The least
extreme approach uses the simple manipulation of playback technology- sometimes an
extremely subtle intervention (Kelly 2009:32).

Examples of musicians, composers and artists employing such techniques of cracked
media in their works are:

Milan Knizak: fragments vinyl discs, cutting, slicing, and gluing them back together in a
variety of different ensembles. His work Destroyed Music utilises a homemade vinyl
record, in which Knizak cut four separate quarters from four individual discs, gluing
them together to create a whole. ‘When the record is played the needle will run through
a quarter of a full groove before hitting the join and popping into the next groove, which
is a completely different track. Hence one revolution will include elements from all
four records’ (Kelly 2009:144). As the record needle hits the glued join on the vinyl it
creates a pop/click sound, creating a rhythmic beat throughout the music.

Christian Marclay: like Knizak was interested in the manipulation of the vinyl record.
What ever you can think of doing to a vinyl record, Marclay did. He cut, scratched,
snapped, drilled, sanded, walked on and drew on these flimsy and delicate objects.
Marclay (in Kelly 2009:171) states:
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I realised that when I listened to a record, there were all these unwanted sounds, clicks and
pops, because of the deterioration of the record, the surface noise, scratches.

Instead of

rejecting these residual sounds, I’ve tried to use them, bringing them to the foreground to make
people aware they are listening to a recording and not live music (Kelly 2009:171).

An example of Marclay’s fragmented works can be heard in his Recycled Records
(1980-1986), Record Without a Cover (1985) and Footsteps (1989). An excellent
example of Footsteps can be found at http://modisti.com/musicbox/?p=2593.

Yasunao Tone: utilises the sound of the glitching CD, making use of the flaws in this
technology for the process of his performances. Tone developed similar principles and
techniques regarding the preparation of records to Christian Marclay. Within his work,
Wounded CDs (1997), Tone placed scotch tape on the surface of his CD, forcing it to
skip, glitch and stutter. The placing of foreign objects on the surface of a CD causes the
loss and misreading of binary data, causing the CD to make strange and unusual sounds,
such as pops, clicks, skipped grooves and dropouts, resulting from its altered code. This
can alter the pitch, velocity, timbre and speed of the original work. Further works by
Tone include, Musica Iconologos (Lovely Music, 1993), Wounded Man’yo 2/2000
(2000), Palimsest (2004). Video recordings of Tone’s live performances can be found
at the video sharing website www.youtube.com.

Nicolas Collins: took the concept of the prepared record/CD one step further. Like
Tone, Collins extensively employed digital technology in his works. Collins was not
interested however in the manipulation of the CD itself, but of the CD player. He was
interested in creating experimental music through the tampering and redesigning of the
CD player’s circuit board. Collins explains, ‘designing a circuit was like composing a
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piece, the piece and the circuit were the same thing. The circuit was the score, the
circuit was maybe your performer’ (Kelly 2009:46). Video recordings of Collins’ work
can be found at www.youtube.com.

Oval: This band, like Tone, is interested in the sound of the glitching CD. Their sound
however, is quite different to Tone and Collins, primarily due to their use of computer
applications such as Cubase. These applications allowed the band to edit, sequence,
sample and loop, acquired glitch samples to produce completely new pieces of music.
Just like their sonic manipulation using the glitching of CDs, Oval took software
applications, such as Cubase and pushed them to extreme limits, similar to the
record/CD ‘crack’. Through software applications, Oval transforms sounds that are
usually considered to be irritating and annoying into rhythmic compositions, which
appeal to many listeners. Examples of Oval’s work can be found on their albums:
Wohnton (1993), Systemish (1994), 94 Diskont (1996), Dok (1998), Szenariodisk
(1999), Ovalprocess (2000), Pre/Commers (2000) and Ovalcommers (2001).

The preceding overview illustrates the fact that artists are continually looking for new
ways to expand their (and their listeners’) sonic palette. The influence of composers
such as John Cage, Christian Marclay and Nicolas Collins, for example have greatly
expanded the realm of possible sound incorporation within their compositions, thus
expanding the sonic palette of many composers and listeners. Their incorporation of
unwanted and ‘negative’ sounds, such as silence and noise, opened up new avenues of
possibilities for contemporary sound artists, as listeners were now becoming exposed to
sounds which they would have recently ignored or taken for granted. From the listening
of such works, societies range of acoustical acceptance has and is greatly increasing, as
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works which would not have been understood and accepted by society twenty, ten or
even five years ago are now becoming accepted forms of art and composition today.
This open-mindedness and appreciation of ‘all sound’ will help visitors to my
installation Sensory North understand, accept, acknowledge and learn the true meaning
and intent of the installation, helping them to listen and thus discover the cultural
information pertinent throughout each region and soundscape, therefore concluding that
sound is culture.

Technology and Audio Mimesis

The utilisation of technology in composition has enhanced the audio mimetic aspect of
today’s compositions.

Audio mimesis in composition can influence the musical

structure, rhythm and timbre of a work.

Many composers both consciously and

subconsciously look to their sonic landscape for inspiration, mimicking surrounding
natural and man-made sounds throughout their works. Gaston Bachelard (in Weiss
2008:32-33) states:

The thrush, for example, sings like a cascade of pure water … the thrush’s trill is a falling
crystal, a dying cascade. The thrush does not sing for the sky. It sings for neighbouring water
… if nature’s voices did not contain such onomatopoeic doublings, if falling water did not
restore the accents of the singing thrush, it would seem that we could not hear natural voices
poetically. Art needs to be instructed by reflections, and music needs to be instructed by
echoes. It is by imitating that we invent (Weiss 2008:32-33).

Absorbing the sonic landscape, composers are influenced and inspired by the natural
echoes of the world; ‘the most imitated sounds in European music are those of water,
wind, and especially birds, for after all, among all the animals, it is only birds, who,
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colloquially stated, “sing” (Weiss 2008:34). Olivier Messiaen’s role as a composer
should not be overlooked, as:

He collected and transcribed innumerable birdsongs with the avidity of a true birder and the
precision of a superbly trained musician and composer, believing that, “it is probable that, in
the artistic hierarchy, birds are the greatest musicians that exist on our planet” (Weiss
2008:34).

Birdsong is a complex musical feature, which can be heard flitting in and out of his
musical textures. On such works, Weiss states:

Messiaen created these works for standard musical instruments (rather than the electronic
instruments being developed), incapable of rendering the high-pitches, micro-intervals (up to
eight tones), and the rapid elocution of much birdsong.

Consequently, imitation led to

stylization, restricted precisely by limitations of standard orchestral instruments to the
tempered scale, without recourse to extended techniques: the tessitura was dropped several
octaves, melodies extended, tempos reduced, timbres transposed.

Messiaen only accepted

certain of the lessons of the birds: rather than expanding the domain of tonality by the use of
microtones or investigating new sources of timbre, his inspiration was mainly restricted to
melodic and rhythmic invention. This nevertheless sufficed to bring musical mimesis to the
fore (Weiss 2008:35).

Messiaen therefore chose to impose limits upon mimesis, ‘effectively humanising
birdsong precisely by stylising it’ (Weiss 2008: 37). Synaesthesia is at the heart of
Messiaen’s mimetic birdsong compositions, evoking the relationship between musical
tone and visual colour. ‘It is the entire natural context that is at stake in each work: the
whole environment echoes in each bird’s song, as transcribed and transposed for the
human ear’ (Weiss 2008:38). In much of his work, Messiaen suggests a model for total
synaesthesia, uniting all senses, enriching our perception of the world, whilst also
creating ‘a fantastic alternate world from the rearrangement and transmogrified
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elements of our everyday existence. Such is music at its richest mimetic instance’
(Weiss 2008:39).

The compositions of Edgar Varèse and his experimental techniques in relation to
orchestral instrumentation, timbre and mimesis, suggested an enriched sonic palette for
future composers. Varèse stated (in Weiss 2008:70):

‘I dream of instruments that will obey thought, and which, with the contribution of a
blossoming of unsuspected timbres, lend themselves to whatever combinations I may wish to
impose upon them, and yield to the exigencies of my interior rhythm’ (Weiss 2008:70).

It was through the introduction of the glissando that Varèse was able to recreate and
portray the sound of fire-engine sirens within his Ameriques (1918-1921). ‘The sounds
of the foghorns, part of “the whole wonderful river symphony,” along with the
“beautiful parabolas and hyperbolas” of the sirens, revealed a sonic wealth beyond the
tonal limitations of keyboard instruments’ (Weiss 2008:70-71). The use of glissandi
allowed composers such as Varèse to produce notes outside the tonal limitations of the
twelve-note keyboard arrangement. By 1930, Varèse began to specify the need for new
electronic instrumentation to achieve the timbres he imagined.

Given the technical limitations of the era, he could only approximate the effects he imagined,
and these experiments resulted in Ionisation (1931), scored for thirteen musicians playing 37
percussion instruments and two sirens (high and low). However visionary this composition
might have been, it was only a sketch of his fantasy of an expanded musical spectrum, and it
wouldn’t be until his introduction to electronic instruments a quarter century later that he would
attempt, approximately and belatedly, to instantiate his ideas in the Poème électronique (Weiss
2008:72).
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With further advancements in new technologies today, composers have begun to
employ a greater range of possible mimetic techniques and, limited only by their
imagination, they have brought all sound into the concert hall, festival, exhibition and
gallery space. Examples of such artists include Chris Watson39, Annea Lockwood40,
John Carson and Conor Kelly41. These composers have gone out into the field, town
and city with their recording devices and captured the true sounds of the landscape at
that precise moment in time. These recorded sounds are then edited to form the body of
the composition (soundscape composition), thus creating a truly mimetic experience.
This process would not have been possible (or accepted) without the advancement of
technologies and their impact on the expansion of the composer’s sonic palette.

Thus, the development of technologies within all genres has greatly influenced the way
in which we not only think about, but also how we relate to art as a whole. It is evident
that this chapter addresses and answers the first research question in relation to this
thesis: ‘to interrogate the origins of new media technologies, in order to determine if
there are implications in relation to sound technology’. Throughout this analysis, it is
apparent that auditory technologies of the past, for example the phonograph and
telephone, influenced all aspects of new media, expanding the sonic palette for both the
artist and listener, generating a greater acceptance, and true mimetic experience.

39
40
41

‘Weather Report’ is an example of the mimetic works of Chris Watson.
‘A Sound Map of the Housatonic River’ is an example of the mimetic works of Annea Lockwood.
‘Evening Echoes’ is an example of the mimetic work of John Carson and Conor Kelly.
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Chapter 3
Methodologies

This chapter analyses the ethnographic implications of the researcher in relation to the
sonic, and the methodological processes involved. Practice as Research has allowed the
development of a praxis, centring on an examination of the processes involved in the
recording of raw archival material (discussed within this chapter), the findings and
exhibition of artistic practice (discussed within chapter four, Findings of My
Ethnographic Research), to the importance of the Creative Industries and the potential
for the commercialisation of this research (discussed within chapter five, Creative
Industries). The intellectual questioning of the various forms and methods incorporated
within each stage is analysed and grounded through theoretical investigation as follows:



Raw archival material



Artistic process- practice



Creative Industries

Intellectual questioning examining forms
and

methods,

grounded

through

a

theoretical investigation.

Subjectivity of Ethnographic Research in Relation to Northern Ireland

According to the anthropologist Bronislaw Malinowski, ‘all research originates with a
set of preconceived ideas or foreshadowed problems’ (Malinowski 1922:9).

The

researcher must adapt to and welcome differing views and beliefs; such adaptability will
determine the value of the research:
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If a man sets out on an expedition, determined to prove certain hypotheses, if he is incapable
of changing his views constantly and casting them off ungrudgingly under the pressure of
evidence, needless to say his work will be worthless. But the more problems he brings with
him into the field, the more he is in the habit of moulding his theories according to facts, and
of seeing facts in their bearing upon theory, the better he is equipped for the work.
Preconceived ideas are pernicious in any scientific work, but foreshadowed problems are first
revealed to the observer by his theoretical studies (Malinowski 1922:9).

In the context of this research, the ‘foreshadowed problems’ centred on the relationship
of the auditory geography or sonic surroundings of the citizens of Northern Ireland and
the representation of this geography through aspects of everyday lived experiences.
However, an overview of previous ethnographic studies throughout Northern Ireland
portrayed that:

The ethnography of Northern Ireland, has scrupulously avoided portraying the province in
terms of societies and cultures in decline. This has as much to do with the academic training
and intellectual biases of the researchers (most of whom have been trained as social
anthropologists, i.e. in the British tradition) as it does with the structures of Northern Irish
society itself.

The image that has prevailed in the ethnographies of Northern Ireland,

however, is that of two diametrically opposed “communities” or “cultures” (i.e., those of
Catholics and Protestants) who, in spite of a host of reasons which divide them, are able to
tolerate each other in most everyday situations (Jenkins 1993:248).

Within Northern Ireland, popular cultural expressions have therefore been considered,
mainly in terms of their relationship to the ‘Troubles’. Desmond Bell explains such
cultural traditions, through personal observation and examination of both Protestant and
Catholic areas throughout Northern Ireland:

A visit to any Protestant estate in early July will probably reveal the following: red, white
and blue kerb markings painted on the perimeter of the confessional ghetto; paramilitary
graffiti; recently repainted formal murals depicting the vivid if perennial tableaux of
Protestant history- above all William of Orange on white charger crossing the Boyne; bonfires
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being stacked for “eleventh night”; the singing of “party” songs; and of course the shriek of
flutes and thundering drums of the “Kick the Pope” bands.
In Catholic areas the colour of the kerbs will change to the “green, white and yellah”
of the Irish republic; the paramilitary initials change- the Ulster Defence Association (UDA)
Ulster Volunteer Force (UVF) and Ulster Freedom Fighters (UFF) markings of the Loyalist
ghettos being replaced by the slogans of the IRA or INLA; the combative murals of the
Republican movement replace the Orange iconography; Easter 1916 replaces July 1690 as the
hallowed date emblazoned on gable walls and the bonfires are built for the anniversary of the
introduction of Internment (Bell 1990:9).

The significance of such cultural expression must not be underestimated, particularly in
terms of the sonic. This marching tradition by Loyalist Blood and Thunder/ Kick the
Pope bands42, provides an active voice for the Protestant community.

Darach

MacDonald in his book Blood and Thunder, Inside an Ulster Loyalist Band explains:

These bands, the culture they represent and the social networks that surround them are the
most vibrant and energetic aspect of Ulster Loyalism in the early twenty-first century… Their
music is loud, “in your face” and stridently unapologetic. Familiar Orange traditional music
is wrapped in raw, basic rhythm, delivered in an aggressive and relentless torrent of
percussion… These traditional Blood and Thunder bands parade in an aggressive fashion,
filling the available road in a solid phalanx of drums (which make up the majority of the bands)
as they march along and pound out their tunes. In its thunderous persistence, the music is
fiercely assertive (MacDonald 2010: 19-24).

The sounding of such bands for the Protestant tradition exemplifies a status of power,
identity, rite and superiority. However Catholic residents living throughout Northern
42

Loyalist Blood and Thunder/ Kick the Pope bands ‘are now the most widespread and well-known type of flute

band in Northern Ireland. As the name suggests, Blood and Thunder refers to the thundering sound of the large bass
drum, often heard at long distances, while the blood is due to the drums being hit so hard that the skins sometimes
end up smeared in blood (from skinned knuckles)’ (Department of Culture, Arts and Leisure 2011:23). These bands
perform at the annual Orange Order Twelfth of July celebrations. The Orange Order is the largest mass Protestant
organisation in Ulster. ‘The order was reformed in 1975 in County Antrim after a clash between Protestant and
Catholics at the “Battle of the Diamond”. Its annual Twelfth of July celebrations recall the victory of the Protestant
King William III over the Catholic King James II at the Battle of the Boyne in 1690 as the point where religious and
civil liberty was guaranteed under the British constitution.’ (Hennessey 1997:2-3).
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Ireland do not share this sonic space, leading them to object and oppose such parades.
MacDonald states that many Catholics feel ‘that the bands are openly provocative in
their choice of music, choosing what they consider “sectarian songs” and playing them
in a manner that is solely designed to offend’ (MacDonald 2010:10). In this respect it is
clear that such cultural traditions can in many ways cause emotions of hatred, anger,
opposition and resentment from citizens belonging to the opposing side.

It is evident therefore that ethnographic analysis relating to Northern Ireland and the
consequential effects of the ‘Troubles’ has become a considerable area of study for
many ethnographers.

The relationship however of cultural, social, religious and

agricultural variation throughout Northern Ireland has been largely neglected in terms of
the sonic. The variance of district soundscapes (towns, villages and tourist attractions)
has been abandoned in favour of cultural understandings in relation to the Troubles. If
this problem is not resolved, ethnographers will continue to analyse Northern Ireland
solely on its connection to sectarianism, conflict and violence, continually labelling
Northern Ireland and its people as a ‘troubled’ country. Such a position clearly has the
potential to undermine any post-conflict cultural reconstruction.

The foreshadowed problem in relation to this research might be resolved through the
recording and analysis of the entire region of Northern Ireland, by personal travel and
discovery.

Karen O’Reilly states that according to Malinowski, ‘the ethnographer

should not sit in “his” armchair theorising but should get out there and spend time
learning about different peoples from within their own natural surroundings’ (O’Reilly
2005:10). In order for this travel and analysis to proceed, segmentation of the map of
Northern Ireland was required, in order to locate sonic boundaries, thus providing
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manageable areas for analysis. This segmentation process required several attempts
after which the final decision was made to segment the soundscape regions of Northern
Ireland in relation to the twenty-six Borough, City and District Councils throughout the
country (see appendix 1). Previous attempts included segmentation in relation to the six
counties of Northern Ireland (County Antrim, County Derry/Londonderry, County
Down, County Fermanagh, County Armagh and County Tyrone). This segmentation
did not prove feasible; as each county area was too large to provide an accurate
representation of the cultural, social, historical and traditional sound differences
throughout Northern Ireland. Segmentation of the map of Northern Ireland by 2x2 inch
regions was also attempted, however, this was impractical, as it was difficult to
determine precisely where one square/region started and ended. Finally segmentation in
relation to the main towns and cities was attempted, however this segmentation solely
provided an urban representation. Therefore, from these attempts it was decided that
the most efficient method of segmentation was in relation to the twenty-six Borough,
City and District Council regions, as an analysis of the cultural, social, historical and
traditional sound differences throughout each region could be examined.

The analysis and recording of these twenty-six regions could be delivered in one of two
ways. Firstly, they could be approached through a process which placed the researcher
in an entirely external position in relation to the people and events happening in each
location, or secondly, they could be studied and recorded through an ethnographic
examination with the researcher taking the role of participant observer.

Two

considerations, one personal and one theoretical strengthened the decision that an
ethnographic analysis would be more profitable. As a citizen of Northern Ireland, a
personal connection and involvement, particularly with the people of the town lands of
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Derry43 and Ballymena44 provided ease of access to each town and region. On a
theoretical level, it is clear that there is a need for more ethnographic studies to be
undertaken throughout Northern Ireland. Curtin, Donnan and Wilson suggest: ‘to both
chronicle and understand their lives, ethnographers of Ireland should shake off the
fetters of their anthropological traditions and training, and immerse themselves in the
actualities of an Ireland entering the twenty-first century’ (Curtin, Donnan and Wilson
1993:13). The decision then to adopt an ethnographic approach to study, record and
analyse the soundscapes of Northern Ireland was taken.

John Levack Drever suggests that ‘as well as participant observation, the ethnographer
must carry out face-to-face interviews throughout the field with members of the society’
(Drever 2001:66) in order to develop a further understanding of cultural, social and
personal views within that location. Ethnographic interviewing originated within the
Chicago School of the 1920s and 1930s. It was here that ‘sociologists in the 1920s
developed informal interviewing and observation techniques that were very different
from the large-scale, standardized surveys being conducted by political scientists of the
time’ (Heyl 2001:371). The desire to hear from people directly, to understand how they
interpret a given situation or way of life, to further enhance an ethnographic
researcher’s knowledge and understanding, still prevails today throughout ethnographic
analysis:

43

I have lived in Derry/Londonderry for the past eight years. The cultural traditions and perspectives within this city

are largely Catholic.
44

I was brought up in Ballymena and lived there to the age of eighteen. The cultural traditions and perspectives of

this small town are largely Protestant. This town is surrounded by a lot of rural areas and therefore has a large
farming community.
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As Spradley notes in The Ethnographic Interview, “The essential core of ethnography is this
concern with the meaning of actions and events to the people we seek to understand”
(1979:5), and the researcher’s job in the ethnographic interview, then, is to communicate
genuinely, in both subtle and direct ways that “I want to know what you know in the way that
you know it. … Will you become my teacher and help me understand?” (Heyl 2001:369).

In the context of this research the decision was taken to randomly ask local citizens
within each sonic location (twenty-six areas), for their views on culture in that area in
relation to sound. Two main questions to be asked were:

1.

How would you describe the…. (location at present time, Ballymena
for example) accent/dialect?

2.

Are there any sounds which you used to hear when you were younger
which you no longer hear today?

A further decision was taken to interview citizens involved in cultural activities within
Northern Ireland, enquiring as to the importance of sound within their institution.
Examples include the Orange Order, and the Ulster Scots Foundation45. The decision to
interview both the Orange Order and the Ulster Scots Foundation was taken, as both
organisations are influential in terms of cultural preservation throughout Northern
Ireland. These cultural and town interviews were therefore conducted in order to
prompt other peoples’ perspectives in relation to culture and identity. The position of
these interviews within the sonic archive of Northern Ireland served as preliminary
contextual work rather than an extensive survey.

45

An attempt was made to interview a representative from an organisation from the Catholic community (The Irish

Society) however for many reasons this interview unfortunately did not take place.
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Ethnography of the Sonic

As previously stated, Western thought places more emphasis on visual stimuli,
elevating it to the status of primary sense. This belief is dominant in all aspects of life
and in much ethnographic work today.

The predominant metaphors in anthropological research have been participant-observation,
data collection, and cultural description, all of which presuppose a standpoint outside- looking
at, objectifying, or somewhat closer, “reading,” a given reality (Clifford 1986:11).

Edward Said (in Clifford 1986:12) provides an accurate account of such visual
prominence, identifying persistent tropes by which European and Americans have
visualized Eastern and Arab cultures:

The Orient functions as a theatre, a stage on which a performance is repeated, to be seen from a
privileged standpoint.

(Barthes [1977] locates a similar “perspective” in the emerging

bourgeois esthetics of Diderot.) … The Orient is “textualized”; its multiple, divergent stories
and existential predicaments are coherently woven as a body of signs susceptible of virtuoso
reading. This Orient, occult and fragile, is brought lovingly to light, salvaged in the work of
the outside scholar. The effect of domination in such spatial/temporal deployments (not limited
of course, to Orientalism proper) is that they confer on the other a discrete identity, while
also providing the knowing observer with a standpoint from which to see without being seen,
to read without interruption (Clifford 1986:12).

In this sense, the ethnographer will only document experiences, which he/she has
visually perceived, providing a limited account of cultural life in the writing of research.
However sensual experiences, such as touch, smell, hearing and taste, are also
prominent aspects within the development and understanding of a culture or study
group’s everyday life. Walter J. Ong (in Clifford 1986:11) argues: ‘that the truth of
vision in Western, literate cultures has predominated over the evidences of sound and
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interlocution, of touch, smell, and taste’ (Clifford 1986:11). Clifford reinforces that
Mary Pratt has also ‘observed that references to odour, very prominent in travel writing,
are virtually absent from ethnographies’ (Clifford 1986:11). Cultural objects of study
are therefore prominent in all sensual experiences. Richard Hoggart (in Alasuutari
1995:25) explains that ‘even though family magazines and jukebox music enjoy less
social prestige than serious literature, they are nonetheless cultural objects and in that
sense comparable to Shakespeare’s plays’ (Alasuutari 1995:25).

Ethnography relevant to today requires a ‘shift from sight and vision to sound and
voice, from text to performance, from authority to vulnerability’ (Conquergood
1991:183).

Once cultures are no longer prefigured visually- as objects, theatres, texts- it becomes
possible to think of a cultural poetics that is an interplay of voices, of positioned utterances.
In a discursive rather than a visual paradigm, the dominant metaphors for ethnography shift
away from the observing eye and towards expressive speech (and gesture) (Clifford
1986:12).

Ascertaining the importance of the sonic, Steven Feld ‘endeavoured to advance the
study of soundscape in an anthropological/ ethnographic context’ (Drever 2001:70).
This move to the field of ethnography emerged during Feld’s intensive fieldwork in the
rainforests of south central Papua New Guinea with the Kaluli people of Bosavi in
1976-7. Realising that ethnomusicology ‘mimicked the study of western art musics,
replacing western history with a remote ahistorical exotic’, (Feld 1994:1) Feld looked to
ethnography to ascertain ‘ways sound and sounding link environment, language, and
musical experience and expression’ (Feld 1994:2). Listening to the ritualized vocal
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expressions of the Kaluli people and their voices’ intimate connection to rainforest
birds, Feld reflects that:

As I learned about the symbolism of the weeping and singing voice I was taught about their
intimate connection to rainforest birds.

This is because birds, for Kaluli as with most

Melanesians, are spirits, and spirit voices, from talk to cries to song, are reflected in bird
sounds. Ritual weeping and song recall and evoke the presence of spirits, and are understood
as expressions of sadness embodied in being a bird. This sadness makes listeners cry like
birds, completing a symbolic and emotional circle (Feld 1994:2).

Feld further reiterates the importance of sound and its representation of culture within a
given location, through the analysis of texts of the Kaluli songs and their ability to
‘sequentially name places and co-occurring environmental features of vegetation, light
and sound’ (Feld 1994:2). In this and other ways, Feld summarises that ‘the ecology of
natural sounds is central to a local musical ecology, and how this musical ecology maps
onto the rainforest environment’ (Feld 1994:2).

Feld’s ethnography of sound, ascertains the importance of the sonic, supporting the
content and purpose of this research. Across Northern Ireland, sounds emerge from,
portray, embody, evoke and are perceptually centred in event and place. Michael
Forrester argues that ‘we don’t “hear” acoustic signals or sound waves, we hear events;
the sounds of people and things moving, changing, beginning and ending, forever
interdependent with the dynamics of the present moment’ (Forrester 2001). Hence,
‘sound is linked in a very particular way with what is said to constitute, subjectively,
our perception of sound events in the first place’ (Forrester 2001:2). Each and every
sound heard is immediately labelled according to its corresponding event. Even if we
are unsure of the precise origin of the sound, we as listeners subconsciously relate and
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position that particular sound within a category according to its decibel level, relating
that sound to an event previously experienced46.

In the context of this research, the recording of soundscape variance throughout
Northern Ireland will therefore strengthen the connection between sound, event, time
and cultural traditions, consequently portraying the relationship between soundscape
composition and ethnography.

Therefore, through the attentive listening and

categorising of sound events in any given environment, location and space, the listener
will be able to determine the various cultural activities and social conduct perceptually
centred within that location. For the listener, unfamiliar sounds will alert the ears,
causing them to stand out, forcing them (the listener) to question the origin, significance
and purpose of the given sound. Soundmarks are of particular importance in this
context, as it is through the uniqueness of community sounds, by which the ears are
46

Forrester explains the relationship between the decibel level of sound and its connections to a qualitatively linked

sound experience:
Decibel Ratings and Common Sounds
Decibel Level

Example

0

Lowest sound audible to human ear

10

Quiet library, soft whisper

30

Quiet office, living room, bedroom away from traffic

40

Light traffic at a distance, refrigerator, gently breeze

50

Air conditioner at 20 feet, conversation, sewing machine

60

Busy traffic, office tabulator, noisy restaurant

80

Subway, heavy city traffic, alarm clock at 2 feet, factory noise

100

Truck traffic, noisy home appliances, shop tools, lawnmower

110

Chain saw, boiler shop, pneumatic drill

120

Rock concert in front of speakers, sandblasting, thunderclap

140

Gunshot blast, jet plane

180

Rocket launching pad
(Forrester 2001:2)
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alerted; for example district accents and community traditions. ‘Sounds are heard as
time of day, season of year, vegetation cycles, migratory patterns, forest heights and
depths’ (Feld 1994:3). It is only through the listening of these soundscapes that we can
learn and discover various cultural, social, historical, seasonal and religious beliefs
within that area of Northern Ireland in question. For example:

Cultural Traditions: Forrester indicates that sound is heard not as merely a sonic
experience (or indeed even as a sonic experience), but as a complex matrix of memory,
nostalgia and identity. ‘There is a particular kind of relationship between certain sounds
we hear and their significance in our lives’ (Forrester 2001:6). This insight into the
social significance of sounds has been further developed by Thorn (1998) pointing to
the: ‘marking significance that some sounds can have in our daily lives.

The

associations of sounds made by people accomplish what he (Thorn) calls the “marking
off” of social boundaries in everyday life, constituting a largely unremarked part of our
soundscape’ (Forrester 2001:6). Hence, the hearing of marching bands throughout the
districts of Larne47 and Broughshane48, informing us (the listener) of the citizens’,
connection to the Protestant tradition. Conversely, while for those in the Protestant
community this might be an affirming set of sounds, they however become for those of
the Catholic community an unsettling and unwanted set of sounds. Significantly, none
of this has to do with what these sounds actually mean in themselves but rather what the
combined experience and expectation of those hearing the sounds leads them to believe.

47

See flash drive, Larne, 12th July Marching Parades.

48

See flash drive, Ballymena, Broughshane Main Street 12th July Marching Parades.
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Season: Our relationship with time has become problematised through the impact of a
range of modern technologies. David Harvey in his seminal analysis of postmodernism
shows that notions of time and space in the contemporary context have become
compressed.

Even though time in physics is a difficult and contentious concept, we do not usually let that
interfere with the common-sense of time around which we organise daily routines.

We

recognise, of course, that our mental processes and perceptions can play tricks, make seconds
feel like light years, or pleasurable hours pass by so fast we hardly notice… In modern
society, many different senses of time get pinned together. Cyclical and repetitive motions
(everything from daily breakfast and going to work, to seasonal rituals like festivals,
birthdays, vacations, the openings of baseball or cricket seasons) provide a sense of security in
a world where the general thrust of progress appears to be ever onwards and upwards into the
firmament of the unknown (Harvey 1990: 201-202)

One aspect of this time/space compression, which has however remained constant is the
notion of seasons. In sonic terms this is not just related to sounds of weather (see below)
but, in combination with the cultural traditions mapped above, has come to be
represented by sounds again connected to event. So it is that through attentive listening,
the listener is able to interpret the time of year in which the recording took place. An
excellent example can be heard in the soundscape ‘Belfast Christmas Continental
Market’49 whereby the playing of festive music can be heard. Also in the soundscapes
‘Creggan Country Park’50, ‘Enniskillen Town Centre’51 and ‘Castle Archdale’52 the
listener is able to hear the cutting of grass, ascertaining the season as spring or summer.

49
50
51
52

See flash drive, Belfast, Christmas Continental Market
See flash drive, Derry, Creggan Country Park
See flash drive, Fermanagh, Enniskillen Town Centre
See flash drive, Fermanagh, Castle Archdale
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Weather: Rodaway has shown that the auditory has an intrinsic link with the
geographical; the space in which sounds are produced. At the most rudimentary level
this would suggest that sounds made in an urban context would be subject to the impact
of buildings and transport grids while those recorded in a pastoral context would sound
entirely different. The aspect of these spaces which most of us as daily listeners are
attuned to is the sound of various weather patterns. Anecdotally, it is clear that the
weather consumes a large amount of our casual conversation but in the sonic context the
weather reinforces our perception of place, space and culture as developed above. The
listening to various soundscapes also informs us therefore, of the weather conditions at
the time of recording, which in turn reinforces the placing of the listener in a particular
time, space or place.

For example through the listening of the soundscape

‘Carrickfergus Marina’53 we are able to establish that the setting was particularly windy
on that given day. Also through the listening of the soundscape ‘Belfast Mela’54 we are
able to establish that it was raining on that particular day and at that location.

Social: Having constructed an environment grounded in the time/space/culture triad it
is then possible to insert a range of social activities. The analysis of these social
activities throughout all twenty-six regions is evident in a number of recorded
soundscapes. Examples include:



Retail: In the town centres and local shopping centres, ‘Victoria Square
Shopping Centre55’, ‘Foyleside Shopping Centre56’ and the ‘Buttercrane

53
54
55
56

See flash drive, Carrickfergus, Carrickfergus Marina.
See flash drive, Belfast, Belfast Mela.
See flash drive, Belfast, Victoria Square Shopping Centre.
See flash drive, Derry, Foyleside Shopping Centre.
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Shopping Centre57’, for example, we are informed of local shopping activities
within that area.



Entertainment: The listening of soundscapes, such as ‘Barry’s Amusements58’,
‘Leslie Hill Open Farm59’, ‘Radisson Roe Golf Driving Range60’, ‘Clearsky
Adventure Centre61’, ‘Todds Leap62’ and the ‘Point to Point- Antrim63’, for
example, provides us with information as to the main social activities within that
given area.

Historical: Martyn Hammersley and Paul Atkinson reveal that a distinctive feature of
social research is that the ‘objects’ it studies are in fact ‘subjects’, and they themselves
produce accounts of their world.

‘Everyone is a participant observer, acquiring

knowledge about the social world in the course of participation in it. Such participant
knowledge on the part of people in a setting is an important resource for the
ethnographer’ (Hammersley and Atkinson 1983:106). The process of interviewing and
attentive listening allows us both the researcher (sound artist) and listener to further
understand personal and historical attributes within a given area. Examples of this can
be found in the soundscapes ‘The Walls of Derry64’, ‘Bogside Tour65’ and the ‘Flame
Gas Works Museum66.’

57
58
59
60
61
62
63
64

See flash drive, Newry, Buttercrane Shopping Centre.
See flash drive, Coleraine, Barry’s Amusements.
See flash drive, Ballymoney, Leslie Hill Open Farm.
See flash drive, Limavady, Radisson Roe Golf Driving Range.
See flash drive, Down, Clearsky Adventure Centre
See flash drive, Dungannon, Todds Leap.
See flash drive, Antrim, Point to Point.
See flash drive, Derry, Walls of Derry.
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Thereby, the process of attentive listening to a particular area and region provides the
sound artist with a means to carry out ethnographic research. For example, within the
recorded soundscape ‘Newcastle Town Centre67’, the listener is able to determine the
following:

1. That the location is situated along the coastal region of Northern Ireland. This is
evident through the sound of the sea (waves crashing) and the voicing of
seagulls.
2. That there are several arcades and amusement facilities within the area. The
hearing of slot machines and arcade games determines this.
3. That the town centre is accessible to cars, as we can hear the passing of cars.
4. That the Newcastle accent has similarities to that of the Downpatrick and
Banbridge accent.
5. That the time of recording was most likely in the morning, as local activity is
very quiet.
6. That the weather was dry and at times windy.

Similarly, within the recorded soundscape ‘Enniskillen Town Centre68’, the listener is
able to determine the following cultural, social and seasonal information:

65
66
67
68

See flash drive, Derry, Bogside Tour.
See flash drive, Carrickfergus, Flame Gas Works Samuel Gault.
See flash drive, Down, Newcastle Town Centre.
See flash drive, Fermanagh, Enniskillen Town Centre.
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1. That there is a strong Christian belief within the town centre of Enniskillen.
This is evident through the hearing of Gospel music and the ringing of Church
bells.
2. That the time of year is either spring or summer, as the sound of grass cutting
can be heard.
3. That it is a dry, calm day, as no wind or rain is heard.
4. That the Enniskillen accent is different and in many ways more lyrical than that
of other accents around Northern Ireland.
5. That there is a lake or fountain near by.
6. That the main street of Enniskillen is accessible to traffic.

It is therefore clear from the above analysis, that there are immediate parallels between
ethnographic research and soundscape composition. Ethnography can offer soundscape
composition subtle and relevant ways to move forward, whilst soundscape composition
forces ethnography to shift from visual bias. Drever states:

Shifting the visual bias, soundscape composition can offer ethnography alterative models of
cultural poetics: that of the analytical and creative tools for grasping at the sound World.
Perhaps as Talal Asad hinted at, we may well find ethnographers generating and presenting
what the electroacoustic community would recognise as a soundscape composition, as a
pertinent substitute to writing an academic ethnographic report (Drever 2001:73).

Self-Reflexivity in Ethnographic Research

‘It is true that in ethnographic research what data are collected depends on the
researcher, and to one degree or another reflects her or his personal characteristics’
(Hammersley 1991:10). Sound artists within the field of ethnography must be self-
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reflexive throughout all levels of their research and inquiry, in order to determine if and
how their presence and decision-making affected the overall research results. This
process of reflexivity requires: ‘a turning back on oneself, a process of self-reference’
(Davies 1999:4). Each decision made by the sound artist must be analysed in order for
the reader (of the ethnographic work) to understand the artist’s logic and reasoning for
such decisions.

I was consciously reflexive during all stages of research, from the planning and
preparation, to the selection of place and interviewees, to the final recording and editing
of soundscapes. Throughout this research process, all decisions were carefully and
methodically planned in order to minimise distortion within the field.

The initial

decision taken was in relation to the segmentation of the map of Northern Ireland (see
appendix 1). This process of segmentation in order to establish appropriate sonic
boundaries was a theoretical decision made only by myself.

Perhaps another

soundscape composer within this field may have decided to segment the sonic
boundaries of Northern Ireland in relation to its six counties69, or similarly in relation to
the contour lines on a Northern Ireland ordinance survey map. The decision on the
segmentation of sonic boundaries, in relation to the twenty-six Borough, City and
District Councils, was taken as it allows for a more thorough and wider interpretation in
relation to dialectal, social and cultural differences across the province.

In response to correspondence with local tourist attractions across Northern Ireland, a
decision was made as to the appropriate locations to record within the twenty-six areas.
Permission and access was granted to record various tourist attractions throughout
69

The six counties of Northern Ireland are: County Londonderry, County Antrim, County Down, County Armagh,

County Fermanagh and County Tyrone.
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Northern Ireland, for example: Belleek Pottery70, Tayto Factory71, Exploris72, Todds
Leap73, Tyrone Crystal Factory74 and the Marble Arch Caves75. Due to the vast number
of villages around Northern Ireland76 and the impracticality, due to time constraints of
recording within each of these areas, I took a decision to specifically evaluate and
record the main cities and town lands throughout each council region, subsequently
examining the entire area of Northern Ireland. For example within the sonic boundary
of Fermanagh District Council, a strong focus was placed on the recording of
Fermanagh’s largest town, Enniskillen. Similarly, within Craigavon Borough Council a
focus was placed on the recording of the town centre’s of Lurgan and Portadown. Such
decisions were intellectually articulated by myself, and therefore portray personal
characteristics in relation to theoretical judgment and analysis.

From an evaluation of availability in relation to my schedule and that of events and
recording areas throughout Northern Ireland77, a plan and route of recording was
devised in order to maximise my time (see appendix 2). This involved decisions made
in regards to date, time, duration and the initial year of research. We must, however,
consider how different such soundscape recordings would be, had another route been
taken. For example, had I taken the decision to record the soundscape of the Fermanagh
70
71
72
73
74
75
76

See flash drive, Fermanagh, Belleek Pottery
See flash drive, Armagh, Tayto Factory.
See flash drive, Ards, Exploris.
See flash drive, Dungannon, Todds Leap.
See flash drive, Dungannon, Tyrone Crystal Factory.
See flash drive, Fermanagh, Marble Arch Caves.
For example, there are a vast number of villages, operating under Ballymena Borough Council, examples include:

Clough, Broughshane, Portglenone, Kells, Connor, Moorfields, Ahoghill, Galgorm, and Gracehill.
77

For example the Ballycastle Ould Lammas Fair operates on the last Monday and Tuesday of August (24th- 25th

2009), therefore in order to record this public cultural event it was important that time on one of these specific days
was set aside for the recording of this location.
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area from the 13th-16th August 2009, instead of the actual recording date of 19th-22nd
July 2009, I would find variables within the soundscape of that area in relation to
community activities. For example, the sound of gospel singers and grass cutting
throughout Enniskillen Town Centre may not have been experienced on these particular
days (13th-16th August 2009), however other features may have been heard in the form
of alternative ‘one off’ cultural activities. The time and date in which the soundscape
composer experiences and analyses a particular sonic location, therefore holds strong
connections to ‘one off’ cultural activities, experienced and heard.

An initial decision was made to randomly select members of the general public for
interview throughout towns and cities across Northern Ireland. This approach allows
for a wide selection of participants, in terms of age, race, gender and background. All
intentions were made to carryout this approach in full, however fluctuations of personal
confidence at times within the field did not allow this. At times I found myself selecting
people in terms of outward appearances, for example, how they were dressed, if they
seemed to be in a good mood, if they looked ‘kind’ and approachable and if they did not
look to be in a hurry. At other times my confidence as a researcher allowed me to fulfil
the initial decision of random selection. In this sense I was able to stop people walking
past me in the street, and if permission was given an interview was undertaken. On
many occasions I was turned down for interview, as people were too busy, or simply
did not want to participate. Such unwillingness demonstrates a lack of public awareness
with regards to the importance of the sonic. It is interesting to note however, that across
the province the majority of people most willing to participate in the interview process
were either teenagers or pensioners. Hammersley states we should take into account
that:
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The age, gender, social class and professional identity of the researcher (or participants’
perceptions of these) may affect what people do and say when being observed.

The

importance of the gender of the researcher has been emphasised by feminists and others, and
there is no doubt that this factor can shape research findings significantly (Warren 1988). Age
can also be important.

Honigmann (1970:62) notes how his age alienated him “from the

younger men and women, especially those deviant from the larger society’s norms”, in the
study of an Inuit community on Baffin Island (Hammersley 1991:86).

It must be considered that my gender (female) and age (twenty-three) at the time of
ethnographic study may have in some cases encouraged citizens to participate and
provide information regarding their personal thoughts and memories in relation to
sound. On the other hand, such factors may have discouraged my relationship with
members of the general public, due to their belief that I was trying to sell them
something.

The editing process of each of the twenty-six District, Borough and City council areas
must be reflected upon in order to understand and question the validity of this
procedure.

Throughout the process of field recording, I collected and recorded

approximately two hundred and four hours of recordings (this includes both soundscape
recordings and interviews). These recordings were documented using both an Edirol R09 WAVE/MP3 24-Bit recorder and an Edirol R-4 Professional Four Channel Portable
Field Recorder. Sufficient editing of these recordings was required in order for them to
become viable for public consumption. After much thought and consideration, I took
the decision to edit each city, town, and attraction, reducing each soundscape recording
from all sites to a maximum of two minutes. I then edited all cultural and town
interviews, reducing their duration.

A sonic archive containing 196 soundscape

compositions and 28 cultural and town centre interviews was thereby created.
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It was through my own artistic and personal involvement that each soundscape was
edited from a maximum of three hours to a maximum of two minutes. From listening to
each location, I selected keynote sounds, signals and soundmarks, which I felt portrayed
the culture and range of sounds within the location in question. The incorporation of
sounds within the final edited soundscape is therefore a selective process, based
subconsciously on the soundscape artist’s likes, thoughts and understanding of cultural
(and sound) activity within the area in question. For example, the sound of a Church
bell in a town centre would for many soundscape artists reflect cultural activity and
therefore justify inclusion within the final edited soundscape.

However, the

prominence and importance placed on this sound within the final soundscape is personal
to each artist. It is clear that what one artist may consider an important sound to be
incorporated within the final soundscape, may for another become a sound of lesser
importance. This is due to the highly selective nature of soundscape composition. Such
factors have been considered throughout the editing of my soundscape recordings,
whereby my interpretation of prominent cultural activity and understanding have been
portrayed in full.

For the purpose of creative exhibition (Sensory North) I then took the decision to use
these edited soundscape compositions (not the interviews) to create an additional final
montage soundscape, for each of the twenty-six regions.

Each of these montage

soundscapes incorporates sound clips from all locations within the twenty-six regions.
For example, the montage soundscape for Fermanagh District council includes sound
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clips from all soundscape recordings taken across the region of Fermanagh78. The
duration of each montage soundscape has been edited to an approximate time of thirtyseconds. In all, the total number of compositions created in this research is: 196
soundscape compositions (approximate duration: 9 hours 54 minutes 35 seconds), 26
montage soundscapes (approximate duration: 27 minutes 28 seconds) and 28 cultural
and town interviews (approximate duration: 2 hours 6 minutes 47 seconds).

In all research, we must consider whether the state of mind of the researcher in anyway
affected the overall research findings. Within the context of this research, sufficient
measures were taken in order to minimise any such issues and diminish their effect on
the research findings.

I myself found the travel and recording of Northern Irish

soundscapes to be an exhausting and strenuous procedure. As a result of this, much
effort was made to provide sufficient time for rest and relaxation, in order to enter the
field each day with a clear, refreshed mind and body. With regards to the editing of my
soundscapes, sufficient time was allocated in order to edit the works with as clear a
mind as possible, avoiding misinterpretation and deficient representation of cultural
tradition and activity. Bias was also avoided throughout both the recording and editing
stages of the research; I aimed to treat places of familiarity and personal liking with the
same attitude and approach as those which I was less familiar. The entering of the field
and the editing of each location was therefore approached with a clear head, with all
prejudice and opinion placed in the background.

Due to the highly political situation in Northern Ireland, I as an outsider to the Catholic
community had to (at times) confront a foreign tradition. My naïve attitude and lack of
78

These include: Belleek Pottery, Castle Archdale, Denvish Island, Enniskillen Castle, Enniskillen Town Centre,

Ernside Shopping Centre, Lady of the Lake Truck Convoy, Linen Hall Bar, Marble Arch Caves and Tickety Moo.
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knowledge and understanding with regards to the Catholic community was at times
exposed; I was quickly forced to learn and abide by traditional customs.

Within

Catholic regions such as Magherafelt and Newry for example, I quickly learnt that when
asked where I was originally from, to state Belfast rather than Ballymena, as Ballymena
is a predominantly Protestant region, therefore highlighting my religion and culture.
People of both the Catholic and Protestant traditions are a part of Northern Ireland,
however, depending on where we are within the country can at times make us feel very
isolated. This is due to cultural differentiation.

We must question the theoretical philosophy which allows us, as researchers, to study
and analyse a foreign culture and tradition. Willis (1980:89-90) suggests that it is only
through the techniques of qualitative methodology, which when applied makes ‘a secret
compact’ with positivism to preserve the subject finally as an object:

The central insistence, for instance, on the passivity of the participant observer depends on a
belief that the subject of the research is really an object.

The concern is to minimize

“distortion of the field”, with the underlying fear that the object may be contaminated with the
subjectivity of the researcher. Too easily it becomes an assumption of different orders of reality
between the researched and the researcher (Willis 1980:89-90).

Willis further provides the following explanation, confirming that:

There is no truly untheoretical way in which to “see” an “object”.

The “object” is only

perceived and understood through an internal organisation of data, mediated by conceptual
constructs and ways of seeing the world. The final account of an object says as much about
the observer as it does about the object itself. Accounts can be read “backwards” to uncover
and explicate the consciousness, culture and theoretical organisations of the observer (Willis
1980:90)
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In the context of such research, I must consider my presence within the field and my
consequential effect on the people within each location. In each of the town centres of
Limavady and Ballymoney, my presence was questioned by a local citizen. Within the
town centre of Limavady an older gentleman (around the age of 50-55) approached me,
inquiring if I worked for the BBC. After my response of ‘no’, I then proceeded to
explain my reason for being within that location. From this an interview was then
conducted.

Similarly within the town centre of Ballymoney, a young gentleman

(around the age of 20-25) approached me stating, ‘I am very curious as to what you are
doing’. A response and explanation was then given, proceeding to my conducting an
interview. From this it is very clear that my presence within the field affected the
behaviour of such individuals.

In relation to the recording of tourist attractions

throughout Northern Ireland, my presence must also be considered to determine the
effects of participant activity.

Many locations, such as Belleek Pottery79, Tyrone

Crystal Factory80 and the Marble Arch Caves81, for example, required the participation
in a tour group in order to record industrial and tourist activity. Throughout such
locations, it was surprising to learn that my presence did not have an adverse effect on
the behaviour of either the tour guide or the participants of that particular tour. An
initial concern was that my presence would make the tour guide nervous and
participants less likely to ask questions throughout the tour. This, however, was not the
case, as on all occasions the tour guide gave a confident and knowledgeable tour, with
participants frequently asking questions throughout. Hammersley and Atkinson suggest
that in such situations ‘there is the danger of “going native”. Not only may the task of
analysis be abandoned in favour of the joys of participation, but even where it is
79
80
81

See flash drive, Fermanagh, Belleek Pottery.
See flash drive, Dungannon, Tyrone Crystal Factory.
See flash drive, Fermanagh, Marble Arch Caves.
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retained bias may arise from “over-rapport” (Hammersley and Atkinson 1983:98).
Hammersley and Atkinson (1983:99) accuse Paul Willis of this fault in his ethnographic
study of working-class adolescent boys, Learning to Labour (1977):

There are two senses in which “over-rapport” seems to be indicated in Willis’s treatment of
these youngsters. In the first place he seems to have devoted his attention almost entirely to
the “lads”; in many respects to have taken over their views without question in the analysis.
Hence, the book becomes as much a celebration of the “lads” as anything else: Willis seems
unable or unwilling adequately to distance himself from the “lads” accounts. Second, the
“lads” are endorsed by Willis since he treats them more or less as spokesmen for the “working
class” (Hammersley and Atkinson 1983:99).

Hammersley and Atkinson argue that ‘marginality’, ‘the ethnographer must be
intellectually poised between “familiarity” and “strangeness”, while socially he or she is
poised between “stranger” and “friend” (Hammersley and Atkinson 1983:100). There
may be circumstances where an increase in participation is the only key to gaining
insight and knowledge into the activities of the research group in question. The position
the researcher in this situation should try to attain is described by Freilich (1970) as the
‘marginal native’, the researcher who actively participates whilst retaining their purpose
for being, generating creative insight. An attempt was made in my participation of such
tours (for example, the Belleek Pottery and the Tyrone Crystal Factory) to minimise
personal involvement, thereby retaining the tone of questions throughout each tour.
Communication and interaction between myself and other ‘tour’ participants was also
avoided. A personal concern throughout was to ‘minimize “distortion of the field”,
with the underlying fear that the object may be contaminated with the subjectivity of the
researcher’ (Willis 1980:89-90).
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Throughout all stages of research, I attempted to be as open as possible about the
intentions and purpose of research. Ethical issues were the main reason, motivation and
concern for this. From the initial planning and preparation of the fieldwork, letters
requesting access to each location were sent to many attractions throughout Northern
Ireland. These letters detailed the purpose and conduct required for such ethnographic
research. On arrival at such attractions a further explanation and a permission letter was
often required.

On several occasions the tour guide announced my presence and

purpose for recording (Marble Arch Caves for example) within that particular location
to the other visitors and tour members. However, this was not always the case (for
example, in Belleek Pottery), as the tour guide did not announce my presence and
intent, therefore other participants were unaware that a recording was taking place.
Within the town centres and local attractions where permission was not required, it was
impractical to approach each and every individual present. If asked, however, (in the
context of Limavady and Ballymoney) as to my purpose and intention within that
location, I gave a detailed explanation. So, while the research aimed to be as overt and
explicit as possible, the inability to gain permission from each and every individual
affected this approach.

Gaining access to various locations throughout each of the twenty-six areas was key to
developing a sustained ethnography. As Hammersley and Atkinson state, triangulation
is important in order to ensure that the ethnographic research ‘amounts to checking
inferences drawn from one set of data sources by collecting data from others'
(Hammersley and Atkinson 1983:198). The three forms of triangulation, as suggested
by Hammersley and Atkinson (1983:190,199) are:
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a.

Triangulation of different participants.

b.

Triangulation between different researchers.

c.

Technique triangulation.

However in the context of this research, triangulation would progress as the research
developed, in terms of gaining access to increasing numbers of locations and regions
across Northern Ireland and the growing number of interviews conducted throughout
each of the twenty-six regions. This importance of and understanding of triangulation is
highlighted by Hammersley and Atkinson:

The term “triangulation” derives from a loose analogy with navigation and surveying. For
someone wanting to locate their position on a map, a single landmark can only provide the
information that they are situated somewhere along a line in a particular direction from that
landmark. Within two landmarks, however, their exact position can be pinpointed by taking
bearings on both landmarks; they are at the point where the two lines cross.

In social

research, if one relies on a single piece of data there is the danger that undetected error in the
data-production process may render the analysis incorrect. If, on the other hand, diverse kinds
of data lead to the same conclusion, one can be a little more confident in that conclusion. This
confidence is well founded to the degree that the different kinds of data have different types of
error built into them (Hammersley and Atkinson 1983:198).

It is for this reason that the decision was taken to record and analyse the sonic
geography of the area of Northern Ireland, providing an accurate representation.
Through a comparison of various regions throughout Northern Ireland, the listener is
able to examine and study the sonic geography of Northern Ireland to a greater extent
than by simply listening to one selected region, for example, Belfast. A comparison of
results taken throughout the process of ‘on-site interviewing’, allows the listener to
compare the thoughts and opinions of citizens in relation to their accent and dialect, thus
voicing multiple accents across Northern Ireland. The purpose of triangulation then is
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to ensure that ‘links between concepts and indicators are checked by recourse to other
indicators’ (Hammersley and Atkinson 1983:199). This process insures that possible
threats in terms of misconstrued data are counteracted in order to retain validity in our
analysis. Therefore, ‘if we accept that all kinds of data involve potential threats to
validity, and these may differ in likelihood across data types and sources, then by
comparing data carrying different validity threats we may be able to make a more
effective assessment of the likely truth of the claim’ (Hammersley 1991:89).

Theorising of Technology in Ethnographic Research

It is important at this point to interrogate the implications of using new technology in
the process of ethnographic research and subsequent effects on public privacy. ‘As with
everything else in ethnographic research, the application of computers should be
undertaken with systematic reflexivity that evaluates their effort on both the particular
research project and on the nature of ethnographic research more broadly’ (Davies
1999:204). It is therefore crucial to analyse the impact of new technology (in the form
of recording, editing and software) and potential personal and ethical implications of
their use for both the sound artist and research subjects. Stephen Tyler has argued that
the use of the tape recorder within the ethnographic field is unethical, since it allows the
ethnographer to tell another’s story through the verbatim reproduction of their speech:

Some ethnographers have tamed the savage, not with the pen, but with the tape recorder,
reducing him to a “straight man”, as in the script of some obscure comic routine, for even as
they think to have returned to “oral performance” or “dialogue”, in order that the native have a
place in the text, they exercise total control over her discourse and steal the only thing she has
left, her voice… (Tyler 1986:128).
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While Tyler’s argument is rather extreme, it does however reinforce for us the
importance of one’s voice and its connection to the divine. Mladen Dolar, suggests
that:

Human dignity cannot be defined by reason and understanding alone, for they merely lead us
from error to error if they are not anchored in the voice as their guide and principle, the touch
of the divine in the human being.

The voice is the link with God, while reason and

understanding on their own are deprived of the divine spark, they are simply the deplorable
side of our privilege over animals (Dolar 2006:86).

For the listener however, the voice not only provides an avenue of communication, but
also discloses personal and cultural information relating to the speaker.

The tone of

one’s voice, for example, is thought to be indicative of one’s mood, and the accentual
tone and pronunciation of words similarly portrays cultural connotations.

Fischer

explains that:

As Benjamin and Freud in differing ways pointed out, language itself contains sedimented
layers of emotionally resonant metaphors, knowledge, and associations, which when paid
attention to can be experienced as discoveries and revelations.

Indeed, much of the

contemporary philosophical mood (in literary criticism and anthropology, as well as in
philosophy) is to inquire into what is hidden in language, what is deferred by signs, what is
pointed to, what is repressed, implicit, or meditated (Fischer 1986:198).

It is therefore beneficial for the ethnographer to record the day-to-day conversations of
that culture in which he/she is studying. However by doing this, are we as sound artists,
considering the ethical rights of the subjects of the research? Martyn Hammersley
forefronts such questions, stating:

A frequent concern about ethnographic research is that it involves making public things said
and done in private… What is public and what is private is rarely clear-cut. Is the talk among
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people in a bar public or private, for example?... Privacy seems to be defined in terms of
specific audiences that are and are not regarded as having legitimate access to information of
particular kinds. (Not in front of the children, or not in front of the adults!) Sometimes, the
invasion of privacy by researchers is justified on the grounds that since the account will be
published for a specialised audience neither the people studied nor anyone else who knows
them is likely to read it (Hammersley 1991:139).

This argument of privacy is an issue of great debate amongst many social scientists and
researchers today. The personal ethical standards of the researcher are relevant to the
position taken within this argument. Hammersley states:

On the one hand there are those who argue that the data an ethnographer collects about a
person, especially interview data, belong to that person, so that before they can be quoted in a
research report permission for such quotation must be obtained. At the other extreme there
are those espousing what is sometimes called “conflict methodology”, who argue that
researchers have a right, indeed an obligation to investigate and to publish what they
discover (Hammersley 1991:139-140).

Therefore, for the researcher the perspective of what is public and what is private is
consequential to their own personal views and ethical beliefs. In the context of this
research, a number of ethnographers may consider the recording of citizens’ voices or
conversations and that of the sonic82, to represent the stealing of their (the citizens’)
voice and culture. This is due to cultural information revealed to the soundscape artist
through the listening of the sonic. It is for this reason (ethical) that the interviewing of
citizens on the streets of Northern Ireland went ahead, only if permission was given.
Similarly the recording of tourist attractions was only carried out if written or verbal
permission was granted by management to record in such locations. It is for this very
reason that the soundscape of Belfast Zoo was not recorded. With regards to the
recording of the sonic throughout town centres and other public locations, where
82

Reference to the sonic relates to the surrounding soundscape.
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citizens’ conversations could be heard, the decision was taken to edit conversations,
whereby listeners were unable to identify the person and topic of conversation. In this
respect words and phrases were only used to highlight accentual differences within the
area in question. The use of recording equipment within ethnographic research therefore
highlights the need for ethical consideration on a greater level.

In the context of recording, there may be a tendency to rely on the taped interview as a
means of subject self-explanation, therefore hindering the process of analysis carried
out by that of the researcher. Pierre Bourdieu suggests that a concentration on such
information can for the researcher, produce a misleading account. There are three
reasons for this. Firstly, because the participants are explaining their own behaviour
and cultural events, they will take for granted the researcher’s knowledge, or lack of,
leaving important information out, with essential insights remaining unexplained. The
citizen ‘living in the spirit of the event’ (Bourdieu 1977:18) will, in other words,
produce ‘a discourse of familiarity’ (Bourdieu 1977:18), leaving unsaid social and
cultural practices which remain important to those of the researcher. Secondly, the
native is likely to communicate at a general level, therefore restricting the researcher’s
understanding of life in such a situation. Bourdieu suggests that this experience of
understanding can only be found in the ‘silences, ellipses, and lacunae of the language
of familiarity’ (Bourdieu 1977:18). Finally, ‘the informant’s discourse owes its besthidden properties to the fact that it is the product of a semi-theoretical disposition,
inevitably induced by any learned questioning’ (Bourdieu 1977:18).

This semi-

theoretical disposition will therefore be taken, as the informant has a desire to impress
and to show knowledge of the topic in question to that of the researcher. Bourdieu’s
solution to these problems is to encourage the researcher to combine all aspects of
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personal knowledge, theoretical understanding and participant observation, to produce a
valid and accurate account of the society in question in terms of their everyday life and
cultural traditions.

It is only through the use of a recording device such as a tape recorder that we as sound
artists are able to isolate and analyse sound in detail, thereby bringing ‘the sonorous
object to the fore as a perception worthy of being observed for itself… [and]
progressively reveal[ing] the richness of this perception83’ (Dyson 2009:57).

The

meaning and being of the sound(s) in question depends on the auditor:

For recognition of the same sound can only occur intentionally, inducing a “will to
comparison” that modifies the sound, rendering it unknowable, in the phenomenological sense,
despite support and theoretical articulation that audio technology provides84 (Dyson 2009:57).

In order for it to be analysed, ‘sound must be extracted from its environment, bracketed,
and heard in itself’ (Dyson 2009:57). In this sense, the field recordings must be taken to
an external environment, a home office, for example, and placed within an editing
software package in order for the analysis and examination of sound to occur. It is only
through the attentive listening by the sound artist that the true meaning of the sound(s)
in question will be revealed. Dyson states:

Listening is certainly a learned practice, shaped by sound technology as much as sound
technology is shaped by listening practices already in place, the ontological distinction
between the sound and its source is important, indeed crucial, to the sound theory, because the

83

Quote originally written in Pierre Schaeffer, Traite des objets musicaux (Paris: Editions du Seuil, 1966) in Audio

Culture: Readings in Modern Music, ed. Christoph Cox and Daniel Warner, trans. Daniel W. Smith (New York:
Continuum, 2004), 74-81.
84

Ibid, 79
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negation of this distinction has continued to, if not enabled the ideology of realism in media,
both old and new (Dyson 2009:27).

The process of auditing recorded sound and sound editing must therefore be carried out
by trained ears, in order to identify and analyse the origins of the sound in question.

Taking the editing and analysis of sound one step further, the production of a sound
installation allows the sound artist to ‘give back’ the sounds and culture which they
extracted from the society in question. The audience is able to intimately experience
such sounds through the process of participation in installation. Such intimacy has
previously been described regarding the use of the radio, when in 1964 McLuhan (in
Dyson 2009:49) wrote:

Radio affects most people intimately, person to person. Its subliminal depths are charged
with the reasoning echoes of tribal horns and antique drums. This is inherent in the very nature
of the medium, with its power to turn the psyche and society into a single chamber… of
magical power to touch remote and forgotten chords (Dyson 2009:49).

Processes Used in My Practice

Within this next section, a discussion of the theoretical and practical processes carried
out in this ethnographic work and in the subsequent recorded soundscape compositions
will be presented.

To further increase my knowledge and understanding of Northern Ireland and cultural
traditions, I decided in October 2008 to contact members of the Ulster Scots Agency
and the Orange Order, requesting an interview (with each association) to gain further
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information85. I attempted to contact and speak to a member of the Irish Society86
(Northern Ireland), however for many reasons this did not prove feasible. The Ulster
Scots Agency provided me with contact details for two individuals within Northern
Ireland suitable for interview, Elizabeth McKleaster87 and Charlie Reynolds88.
contacted these individuals and permission for interview was granted.

I

These

interviews, allowed both McKleaster and Reynolds to explain the history, purpose and
importance of the Ulster Scots dialect throughout Northern Ireland, providing regional
examples and locations of prominence.

A telephone call to The Grand Orange Lodge of Ireland (Schomberg House, Belfast)
proved helpful, and a date and time was agreed to meet and interview the Education
Officer, David Scott89. This interview provided historic details of the Orange Order, its
role within Northern Ireland today and the importance of sound and music to the
organization.

Further insight and information was secured through my appearance on BBC Radio
Foyle, where I was asked to discuss the purpose and intent of my research. From this
interview on local radio, Hugh McGarrigle from Strabane contacted me to discover
further information about my research. Interested in the concept of sound, noise and the
disappearance of sounds around the area of Strabane, McGarrigle granted permission
85

The purpose of these interviews was to draw out the cultural beliefs and preservation of sound and identity

throughout Northern Ireland. Please note that the position of these interviews within the sonic archive of Northern
Ireland served as preliminary contextual work rather than an extensive survey.
86

The Irish Society is an organisation whose aim is to preserve the Irish Language, through community care,

education, culture and arts programmes, and youth and sports activities.
87
88
89

See flash drive, Cultural Interviews, Elizabeth McKleaster.
See flash drive, Cultural Interviews, Charlie Reynolds.
See flash drive, Cultural Interviews, David Scott.
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for an interview to be conducted in relation to his relationship with sound throughout
his life. Discussing the disappearance of sounds heard throughout his childhood to the
increase in noise throughout the Strabane area today, McGarrigle90 explained the
importance sound held within his everyday life. We must remember however, that
when interviewing people about their life histories, ‘it is important to bear in mind that
what is being collected are remembered lives. Obviously there will be great individual
variation in what is remembered, why certain things are remembered and how the
memories are presented’ (Davies 1999:169). This interview, however, provided insight
into the sounds of the past, as remembered by McGarrigle, voicing the changes and
fluctuations in the Strabane soundscape today. Throughout this interview McGarrigle
speaks of the burning of the Presbyterian Church in Meeting House Street, on Christmas
Day, 1938. It was on this day that the bell calling the local congregation to worship fell
silent, and was never to be heard again. Also the chimes of the town hall clock,
sounding every thirty minutes (on the hour and half hour) were last heard in 1972,
forever altering the soundscape within the Strabane area.

The interviews of Elizabeth McKleaster, Charlie Reynolds and Hugh McGarrigle were
conducted in the private homes of each individual, portraying the relationship and trust
gained between the interviewee and myself.

This setting provided a familiar and

relaxed atmosphere for the participant. Davies explains ‘the immediate setting in which
an interview takes place, its location in time and space, is also of consequence for the
way in which interactions proceed as well as affecting the ethnographer’s interpretation
of what is said’ (Davies 1999:110). Perhaps due to the relaxed nature of each interview,
each interviewee revealed their knowledge and understanding of the topic in full. For
90

See flash drive, Cultural Interviews, Hugh McGarrigle Sounds from the Past and Hugh McGarrigle Noise in

Strabane.

111
similar reasons, the interview conducted with the Orange Order Education Officer,
David Scott, took place in his workplace, Schomberg House, Belfast.

Throughout the interviewing of such individuals, I adhered to a particular dress code in
order to portray a professional standard. ‘There can be no clear prescription for dress
other than to commend a degree of self-consciousness over self-presentation. A mistake
over such a simple matter can jeopardize the enterprise’ (Hammersley and Atkinson
1983:80). In order for me to gain personal confidence and professionalism, a smart
form of dress was required.

In January 2009, I sought to develop a greater understanding of the sonic disparity
throughout Northern Ireland through the use of a questionnaire sent to local schools.
Questions relating to the frequent sounds and sound events heard within that location,
the local accent and the main colloquial words used were asked (see appendix 3). These
questionnaires were emailed to over fifty Grammar and High Schools. This however
was a naïve request due to the demanding schedule and everyday pressures placed on
teachers, resulting in a lack of cooperation and response. However, the limited response
provided was analysed and considered in order to obtain further information.

Due to this lack of information regarding sound and its events around the region of
Northern Ireland, I decided to email each Tourist Information Centre around the
province, seeking information on cultural, social and tourist activities within the area in
question. A vast response and quantity of information was received from all Tourist
Information Centres across Northern Ireland, providing information on cultural, social
and tourist activities throughout each of the twenty-six regions. I studied and examined
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this information, creating a spider diagram for each of the twenty-six regions, detailing,
for example, all attractions, events, forests, parks, heritage sites and sports facilities (see
appendix 4). This approach provided a systematic presentation of potential sound
recording locations across each of the twenty-six areas. For ethical reasons I decided to
formally write to each appropriate attraction, for example, park, open farm and heritage
site, to ask for permission to record (see appendix 5). The response from these letters,
granting permission and access to record locations, allowed for the planning and
preparation of a pre-recording itinerary (see appendix 2). This itinerary provided a guide
to recording, stating the location, date and time of visit within each sonic location. It is
interesting to note that due to my previous freelance soundscape work for BBC Radio
Foyle91 the following locations were recorded approximately eight months prior to the
planning and preparation of the pre-recording itinerary:
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Derry Sportsbowl



Foyleside Shopping Centre



Richmond Shopping Centre



Austins Department Store



Café Calm



Foyle Cup- Brandywell Show Grounds



St Columbs Park



Feile- Walled City Childrens Carnival



Modern Tyre Centre



Feile Food Fair- Pilots Row



Ulster Scots Festival

I was employed as a freelance artist to produce soundscape recordings across the North West of Northern Ireland.

These soundscape compositions were then aired daily on BBC Radio Foyle for the duration of three weeks.
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Ferry Crossing Magilligan to Greencastle



Barry’s Amusements-Portrush



Portstewart Strand

It is for this reason that the location recordings above are not timetabled within the prerecording itinerary.

Due to the limited knowledge and personal experience of all cities, towns, and
attractions throughout Northern Ireland, I took the decision to attempt the recording of
city and town soundscapes, through the approach of an aural flâneur92. Although not
always possible in the recording of attractions, this approach was particularly effective
in the recording of each city, town and rural location throughout Northern Ireland.
Derived by the poet Charles Baudelaire, flâneur is more specific than strolling
throughout a city in order to experience its cultural, social and everyday traditions.
Rob Shields states:

Flânerie is more specific than strolling. It is a spatial practice of specific sites: the interior
and exterior of public spaces of the city […] While flânerie is an individual practice, it is part
of a social process of inhabiting and appropriating urban space […] Flânerie is public and
other directed. It is more than “taking the air” or going for a walk. The flâneur is out to see
and be seen, and thus requires a crowd to be able to watch others and take in the bustle of the
city in the security of his anonymous status as part of the metropolitan throng. The crowd is
also an audience. Flânerie is thus a crowd practice. A conisseur’s “art of doing” crowd
92

‘Flânerie… became the dominant motif in writings on personal-stereo use together with many other accounts of

urban experience. The work of Hosokawa (1984) and Chambers (1994), for example, situate personal-stereo use
within forms of urban social contestation and de-centred experience drawing theoretically upon the work of De
Certeau (1988) and Deleuze and Guattari (1987). In these accounts users become “nomadic rebels” or “flâneurs”
experientially remaking their urban experience aesthetically as de-centred subjects. If indeed flâneurs respond to and
record the phenomena of the street then it is apparent that personal-stereo users are not flâneurs in the accepted sense
of the word. In their solipsistic aesthetic recreation of experience the empirical facticity of the street is more often
than not ignored or discounted’ (Bull 2000:141-2).
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behaviour. As an ethic it retrieves the individual from the mass by elevating idiosyncrasies of
an individual’s observations and point of view.

Observation is the raison d’être of the

flâneur, and seeing visual lures is the key to the flâneurs movement, drawn from sight to
sight… The persona of the flâneur is a tortoise-like shell of artful indolence behind which
flâneurs agency and intentionally is hidden (Shields 1994:65).

The microphone was the primary point of contact between the city and myself, bringing
the sounds of the city closer, increasing my overall generative experience. On arrival
within each city and town (and on some occasions where participation in a tour group
was not required by local attractions), my route of recording was not fixed. Through the
attentive listening of sounds within a city, my journey and route was determined,
pursuing sounds of interest, cultural, social, industrial, traditional, everyday sounds and
sounds unique to that location. For example, the sound of a street busker in the distance
would lead me down a side street, ascertaining my direction of travel. This process
allowed for the recording of social, cultural and traditional sounds throughout each city.

The planning and preparation of the pre-recorded itinerary was beneficial to the
organising of daily recording activities throughout the months June to September 2009.
Alterations were however made to this itinerary during the recording process, as
unforeseen circumstances, such as the breaking down of my car and sickness prohibited
recording within the Strabane and Omagh areas on Wednesday 8th and Friday 17th July
2009. Various alterations were also made with regards to the duration within each
location, as at times a shorter or longer duration was required in order to capture the
soundscape as a whole. This resulted in an adjustment of daily recording hours, as the
pre-planned 10am to 5pm on most occasions, did not transpire, requiring the working of
both longer and shorter days. On several occasions the recording of additional activities
took place, due to a decrease in the recording and travel time within and between
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locations. However, on the other hand, the recording of several locations did not take
place due to the miscalculation of time required to record and travel between each site.
Due to such fluctuations, detailed accounts of all alterations were noted and a postrecording itinerary was created (see appendix 6).

The use of the software package Steinberg Cubase Essential 4 facilitated an appropriate
level of analysis, examination and editing of open-air research within the context of the
studio. This was a long and slow process, requiring attentive and focused work for the
duration of eight months (October 2009- May 2010). It is evident from the following
example, that standard cut and paste techniques were employed to edit each individual
field recording, producing a condensed time frame (e.g. 3 hours to a maximum of 2
minutes).

Figure 3.1 Example of a Cubase project.
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I also took the decision to alter the volume of various sounds, ascertaining their voice
within the soundscape. For example within the soundscape ‘Exploris93’, the volume of
the vocal sounds produced by the sea lions, was increased by fifteen decibels, due to
their faint presence within the original and unedited soundscape. Similarly in some
cases the volume of particular sounds was decreased due to their overriding presence
within the original soundscape, e.g. car horns. Such techniques were influenced and
inspired by the sound recordist Chris Watson, and his editing techniques employed
throughout his album Weather Report. Within these works, Watson carefully edits each
soundscape, reducing the overall running time, whilst evoking the sound characteristics
within that location.

Effects such as reverb, echo and delay for example are

disregarded, with the slight manipulation of volume to voice the hearing of faint and
discrete sounds.

In the context of this research, the voicing of sounds heard within each edited
soundscape, systematically relates to their timing within the original soundscape
recording. Therefore, if a church bell were heard towards the middle section of the
original recorded soundscape (Enniskillen Town Centre, for example), then this event
would be heard in the middle section of the final edited composition. This sonic archive
(of edited soundscapes) was then used to create the final montage soundscapes for each
of the twenty-six regions for the purpose of the installation, Sensory North, providing
the listener with a quick and easily accessible form of auditory information from around
Northern Ireland. For further information on my montage soundscape compositions,
see chapter Findings of My Ethnographic Research.

93

See flash drive, Ards, Exploris.
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The Writing of Culture in Ethnographic Research

A central problem for the reflexive researcher is the transition from participant-observer
to the analysis of production of a formal text. The writing of the final report is in many
research situations a technical matter to be addressed only in the final phase of a
research project. ‘When anthropologists return to their countries they must write up
“their people”, and they must do so in the conventions of representation already
circumscribed (already “written around”, “bounded”) by their discipline, institutional
life, and wider society’ (Asad 1986:159).

However Hammersley and Atkinson

(1983:207) argue that in the case of ethnography, the researcher must guard against
such conventions.

This is doubly problematic for the reflexive observer.

In the first place, the logic of

ethnography, and the data so produced, do not readily lend themselves to such conventions.
Second, the reflexive observer will be acutely aware of their very conventionality
(Hammersley and Atkinson 1983:207).

The attempt to break away from such conventions has led to the recognition of the
ethnographic text as the telling of a story, where in many cases more than one story
must be told. The researcher’s presence within the text (the ‘signature dilemma’, as
expressed by Clifford Geertz,) has led to adoption of various approaches to writing by
ethnographers to date. The most commonly recognised approach, according to Geertz
(as expressed in Davies 1999:216) is that of the ‘arrival story’, with:

The subsequent near disappearance of any further personal references from the text. This
subsequent adoption of a “distanced normalizing mode” (Rosaldo 1003 [1984]: 47) of writing
what has elsewhere been typified as a realist tale (Van Maanen 1988) is regarded as a way of
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establishing the ethnography as a primary scientific rather than a literary work (Davies
1999:216).

A further measure, adopted by Willis in Learning to Labour (1977), separates the
ethnographic narration and analysis.

This textual recourse has some notable attractions. It (apparently) allows the author to present
an engaging and accessible account of the data, relatively unencumbered. The reader is, or
can be, given considerable information about and “feel for” the culture in question. This
narrative need not be held up by too much discussion or clouded by too many analytic
problems. Once the reader is fully acquainted with the culture, then the author may feel free
to embark on a discussion of themes and problems, now relatively unimpeded by any need to
clutter such discussion with data (Hammersley and Atkinson 1983:221-222).

This approach has however been criticised for its encouragement in the development of
the researcher’s sociological flight of fancy, reliant in creative thought and imagination,
ungrounded and unrelated to the systematic data, leading to a cultural relationship and
understanding which is more apparent than real.

Due to the questioning of the researcher’s position within the ethnographic text, it has
become apparent that many ethnographic research reports consist of an interpretation
and development of the researcher’s experiences, as one cannot tell all.

Much that is described by ethnographers cannot have been seen or heard in any straightforward
way.

What ethnographers “discover” in the course of fieldwork is a product of complex

processes of under-standing, as well as of social interaction between themselves and the various
people participating in the setting observed, including those acting as their informants. It is
never a simple reflection of what exists (Hammersley 1991:26-27).
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It is for these reasons, both developmental and interpretative, that the individual and
creative act of writing ethnography is more akin to fictional writing. Clifford Geertz
explains:

Anthropological writings are themselves interpretations, and second and third order ones to
boot. (By definition, only a “native” makes first order ones; it’s his culture.) They are, thus,
fictions; fictions, in the sense that they are “something made”, “something fashioned”original meaning of fictio- not that they are false, un-factual, or merely “as if” though
experiments (Geertz 1973:15).

The structure of an ethnographic research report must be dialogical, incorporating all
collaborations between the researcher and the researched, in order to support personal
understanding and statements of belief. In relation to the writing of an essay, Stephen
Tyler looks to the theories of Theodor Adorno, stating: ‘even though Adorno argues that
the essay, by means of negative dialectics, aims at the liquidation of all viewpoints, it
cannot achieve this goal so long as it is monophonic, projected from the viewpoint of a
single author’ (Tyler 1986:132).

This recognition and need for dialogical

communication within the written account creates problems for all disciplines, as the
number of distinct ‘voices’ and the inter-subjectivity and disciplinary skills required to
transfer knowledge and understanding provided by all participants within the field to
written representation, renders any account extremely contingent.

Clifford argues that ethnographic texts are inescapably allegorical at the level of both
content and form, altering the way in which they can be written and read. ‘Any story
has a propensity to generate another story in the mind of its reader (or hearer), to repeat
and displace some prior story’ (Clifford 1986:100). In relation to the ethnographic text,
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allegory highlights to the reader, aspects of cultural description and representation that
would have otherwise been overlooked, anonymously saving the culture in question.

Modern allegory, Walter Benjamin (1977) tells us, is based on a sense of the world as
transient and fragmentary. “History” is grasped as a process, not of inventive life, but of
“irresistible decay’.

The material analogue of allegory is thus the “ruin”, an always

disappearing structure that invites imaginative reconstruction. Appreciation of the transience
of things, and the concern to redeem them for eternity, is one of the strongest impulses in
allegory (Clifford 1986:119).

Allegory however has a tendency to complicate the writing and reading of
ethnographies, in the following ways:

A tendency emerges to specify and separate different allegorical registers within the text.
The marking off of extended indigenous discourses shows the ethnography to be a
hierarchical structure of powerful stories that translate, encounter, and recontextualize other
powerful stories. It is a palimpsest. Moreover, an awareness of allegory heightens awareness
of the narratives, and other temporal setups, implicitly or explicitly at work (Clifford
1986:120-121).

Stephen Tyler suggests a logical conclusion to these arguments, in the post-modern
context. For Tyler the process of ethnography is not presentation nor representation, but
rather an evocation.

The key word in understanding this difference is “evoke”, for if a discourse can be said to
“evoke”, then it need not represent what it evokes, though it may be a means to a
representation. Since evocation is non-representational, it is not to be understood as a sign
function, for it is not a “symbol of”, nor does it “symbolize” what it evokes (Tyler
1986:129).

Evocation within ethnographic writing therefore:
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Frees ethnography from mimesis and the inappropriate mode of scientific rhetoric that entails
“objects”,

“facts”,

“descriptions”,

“inductions”,

“generalizations”,

“verification,”

“experiment”, “truth”, and like concepts that, except as empty invocations, have no parallels
either in the experience of ethnographic fieldwork or in the writing of ethnographies (Tyler
1986:130).

Tyler further explains that the cooperative story-making element, in ethnographic
writing, results in the production of a polyphonic text.

Polyphony is a means of perspectival relativity and is not just an evasion of authorial
responsibility or a guilty excess of democracy, though as Vico might say, it articulates best
with that social form, and it does correspond with the realities of fieldwork in places sensitive
to the issue of power as symbolized in the subject-object relationship between he who
represents and she who is represented (Tyler 1986:127).

The fragmentary nature of ethnography makes the ethnographic text the perfect vehicle
for post-modern discourse.

It goes against the grain of induction, deduction, synthesis, and the whole movement to
“symbol”, for its mode of interference is abductive, and the elements it conjoins, though used
up in the fantasy, do not deliver up their separateness in the resolution of some organic totality
(Tyler 1986:133).

It is for these reasons that Tyler defines ethnography as a means of confining an
extensive experience of discursiveness.

It [post-modern ethnography] aims not to foster the growth of knowledge but to restructure
experience; not to understand objective reality, for that is already established by common sense,
nor to explain how we understand, for that is impossible, but to reassimilate, to reintegrate the
self in society and to restructure the conduct of everyday life (Tyler 1986:135).
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The post-modern ethnographic text is therefore a discourse of discourses, whereby both
reader and writer will develop ‘an emergent fantasy of a possible world of
commonsense reality, and thus provoke an aesthetic integration that will have a
therapeutic effect’ (Tyler 1986:125).

It is therefore only through the writing of

ethnography that experience becomes experience.

[Ethnography] is not a record of experience at all; it is the means of experience.

That

experience became experience only in the writing of the ethnography. Before that it was only
a disconnected array of chance happenings. No experience preceded the ethnography. The
experience was the ethnography.

Experience is no more an object independent of the

ethnography than all the others- behaviour, meanings, texts, and so on (Tyler 1986:138).

The importance and deliverance of the ethnographic text is therefore vital to the
understanding and interpretation of knowledge adopted by the reader. However the
transfer from field notes to the ethnographic text creates both technical and ethical
difficulties for many researchers today. In relation to this research, the transfer of data
was largely concerned with that from the sonic94 to the written. Several strategies were
therefore put in place to overcome such difficulties.

Firstly, the written ethnography and edited recordings were separated from the
theoretical and technological overview, to allow the readers to analyse and identify
cultural significance, meaning and understanding in relation to sound. Significant care
was therefore taken to make explicit the theories underlining the ethnographic research.
Such an approach allows the ethnographer to recognise that all accounts are
representative of both the researcher and the researched, allowing the reader to assess

94

The sonic refers to all soundscape compositions.
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the extent of the author’s theoretical intent. By this, the attempt was therefore made to
evoke rather than to represent and present the ethnography in question.

Secondly, a high level of self-reflexivity was provided in order to highlight personal
decisions taken, determining the researcher’s effect on the overall research.

This

process of self-reflexivity ensures that the material is constantly questioned.

Thirdly, the ethnography outlines the emotional conditions of the researcher, as well as
how it was observed and recorded. This highlighting of emotional concerns is an
attempt to portray to the reader the pressures and tensions placed on the researcher,
which subsequently had an affect on the sonic recordings and hence the written
ethnography.

Finally, a chronological account was provided in order to systematically portray the
order of recordings, date, time and duration within each location. This chronology is as
much a representation of the author as it is of the data collected. The process taken and
all decisions were clearly identified, heightening the readers’ knowledge and
understanding.

From the above analysis, it is therefore evident that the writing of an ethnographic text
is and can only be a discourse of discourses, where the aim is not to create universal
knowledge, but to evoke and ‘bring into presence what is absent, and that is why
writing … was called “grammarye”, a magical act’ (Tyler 1986:131).
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Chapter 4
Findings of My Ethnographic Research

This chapter will present the findings of my research, detailing the creative and artistic
approach taken to display the results to the general public. It is presented in two distinct
parts, Part One and Part Two. Part One deals with the product of my ethnographic
research, whilst Part Two deals with the creation, design and implementation of the
immersive installation, Sensory North.

Part One - Product of Ethnographic Research

The result of such ethnographic analysis and the subsequent recording of soundscape
compositions across Northern Ireland has not only provided us with a piece of research
practice, in the form of a theoretical thesis and creative sound installation (to be
discussed later in this chapter), but has also left us with a substantial archive of sounds
across Northern Ireland, during the year 2009. This soundscape archive comprises: 196
soundscape compositions (approximate duration: 9 hours 54 minutes 35 seconds), 26
montage soundscapes (approximate duration: 27 minutes 28 seconds) and 28 cultural
and town interviews (approximate duration: 2 hours 6 minutes 47 seconds).

In order to determine the importance of such soundscape compositions, a systematic
sound analysis of the edited soundscape Belfast Town Centre95 recorded on Wednesday
19th August is provided:

95

See flash drive, Belfast, Belfast Town Centre.
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Sound

Start Time (minutes: seconds:

Stop Time (minutes: seconds:

milliseconds)

milliseconds)

Police sirens

0.00.000

0.23.508

People talking in background

0.02.621

0.11.517

Car horn

0.04.011

0.04.514

Bus engine running

0.06.989

0.19.918

High pitched vehicle brakes

0.11.601

0.19.424

Kids shouting

0.14.098

0.18.514

Women speaking

0.20.611

0.21.415

Bus driving past

0.20.000

0.30.466

People talking in background

0.25.059

0.29.745

Man shouting

0.26.886

0.27.510

Man shouting

0.30.664

0.32.554

Bus engine running

0.31.096

0.33.844

Child shouting

0.33.479

0.36.818

Pelican crossing

0.36.303

0.38.046

People talking in background

0.33.439

0.31.099

Seagulls

0.38.483

0.41.997

Footsteps

0.33.439

0.34.827

Police sirens

0.38.761

0.52.825

Street busker- accordion

0.39.595

0.57.789

People talking in background

0.40.389

1.11.417

Bus driving past

0.41.819

0.57.615

Street busker-singing and drum

0.57.522

1.21.437

Bus driving past

1.16.767

1.28.024

People talking in background

1.28.164

1.38.610

People shopping in background

1.28.164

1.38.610

Foreign accent

1.33.050

1.33.734

Foreign accent

1.36.096

1.37.081

Man shouting

1.38.610

1.40.299

People talking in background

1.39.960

1.45.954

Irish accent

1.40.936

1.42.687

Street busker- violin

1.42.924

1.58.876

People talking in background

1.44.714

1.57.876

People shopping in background

1.44.714

1.57.876

Woman speaking

1.45.957

1.46.782

Footsteps

1.45.126

1.50.327

Woman speaking

1.47.440

1.48.686

Bus driving past

1.47.625

1.57.876
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By listening to this soundscape the listener is informed of social, cultural and traditional
customs belonging to the region of Belfast. For example, police sirens can be heard
intermittently throughout the composition, highlighting, to the listener activities within
the region at that time. Throughout we can hear people talking in the background, with
intermittent ‘calls’ from people on the street. These ‘calls’ provide us with an example
of the Belfast accent, whilst also displaying information regarding cultural opinions,
attitudes and ways of life around the Belfast area. The timeframe 1.33.050- 1.42.687
provides an example of cultural diversity around Belfast, as foreign accents can be
heard. Further cultural information is portrayed in this soundscape with the sound of
street buskers on the streets of Belfast. The sound of people shopping throughout the
town centre also highlights the areas social activity. The sound of seagulls too informs
the listener that Belfast is situated beside water, for example, a lough or harbour. It is
evident that this information is pertinent to the understanding of cultural, social and
traditional information around Belfast.

In order to determine the importance of each of the twenty-six montage soundscape
compositions, a systematic sound analysis of the Belfast96 montage soundscape
composition will be discussed. This montage composition comprised sound fragments
from the following soundscapes: Belfast Bus Sightseeing Tour97, Belfast Mela98, Belfast
Spring Market99, Belfast Town Centre100, Christmas Continental Market101, Tall

96
97
98
99

See flash drive, Montages, Belfast Montage Final.
See flash drive, Belfast, Belfast Bus Sightseeing Tour.
See flash drive, Belfast, Belfast Mela.
See flash drive, Belfast, Belfast Spring Market.

100

See flash drive, Belfast, Belfast Town Centre.
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Ships102 and Victoria Square Shopping Centre103. The following is an analysis of this
montage soundscape.

Sound

Start Time (minutes: seconds:

Stop Time (minutes: seconds:

milliseconds)

milliseconds)

Police sirens

0.00.000

0.05.480

People talking in background

0.00.000

0.05.842

Bus engine running

0.04.289

0.09.499

Man speaking

0.05.917

0.07.525

Child Shouting

0.08.816

0.09.396

Woman shouting at a child

0.09.517

0.11.661

Money being put into a till

0.10.007

0.11.294

Child shouting

0.11.119

0.12.186

Pelican crossing

0.11.517

0.12.280

Market seller

0.12.390

0.15.567

Police sirens

0.13.812

0.28.276

Street busker- accordion

0.14.813

0.32.724

Bus driving past

0.16.322

0.33.097

Man speaking

0.15.051

0.16.197

People talking in background

0.15.915

0.19.651

People talking in background

0.21.922

0.29.904

Man speaking

0.32.446

0.34.395

Shop music in background

0.32.883

0.35.357

People talking in background

0.33.280

0.36.823

Street buskers-singing and drum

0.36.823

0.45.844

Woman speaking

0.37.217

0.39.428

Woman speaking

0.41.421

0.43.089

Women shouting

0.43.288

0.45.338

People talking in background

0.45.671

0.50.039

Man shouting

0.50.008

0.50.635

Street Busker- violin

0.45.841

0.58.721

101
102
103

See flash drive, Belfast, Christmas Continental Market.
See flash drive, Belfast, Tall Ships.
See flash drive, Belfast, Victoria Square Shopping Centre.
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It is apparent that cultural, social, historical and traditional information is provided to
the listener by listening to this composition. Each individual sound provides the listener
with a piece of information regarding the area of Belfast.

The listening to such works (in the future) will also assist in the ascertaining of
knowledge and understanding of a past Northern Ireland.

The comparison of the

present soundscape to that of the recorded past, will allow listeners to determine
changes within the soundscape, establishing, for example various cultural, social,
political, industrial and religious alterations throughout the country. For instance, due to
the economic recession, the area of Dungannon experienced the closure of The Tyrone
Crystal Factory on March 11th 2010.

The soundscape, Tyrone Crystal Factory104,

recorded on Friday 24th July 2009, is therefore in this present day a historical
representation of a past Northern Ireland. The importance of this soundscape archive
should therefore be noted.

Part Two - Interactive Installation: Sensory North

In order to portray the value of this research, it was essential that the research results
were presented in an original, innovative and unique manner. A creative and artistic
approach, in the form of an immersive sound installation was therefore employed in
order to encourage members of the general public to attentively listen and experience
the works cultural, historical, social and traditional information. This section analyses
the focus and motivation for the creation of this immersive installation, Sensory North.

104

See flash drive, Dungannon, Tyrone Crystal Factory.
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It details the design and creation of all hardware and software appliances and
applications, whilst drawing on the problems and merits of the installation set-up.

Windows and Mirrors; Transparency and Reflectivity

In order to understand the philosophical and theoretical grounding in relation to the setup, design and implementation of the installation Sensory North, we must first examine
the perceptions and views of societies in relation to technology and its invisible nature
regards its operations. Many people do not question, think or consider what processes
are involved in the operation of a computer. Shielded by a mass of metal and plastic,
the technology is invisible, causing society to think and consider a computer solely in
terms of its use, thus disregarding all thought in relation to its individual components
and operations.

In 1998 in The Invisible Computer, Donald Norman told us that computers as we know them
are going to disappear. We’ll continue to use computers, of course, but they will disappear
from view as they are absorbed inside “information appliances”. Norman drew an analogy to
electric motors in the early twentieth century.

When the technology was first marketed,

consumers bought a very visible electric motor with attachments to accomplish various tasksfor example, to power a vacuum cleaner. But soon the motors were built into the appliances.
No one any longer thought of the machine as an electric motor with an attachment to clean
floors; instead, they thought of it as a vacuum cleaner, which contained a motor as a
component (Bolter and Gromala 2003:2).

As Donald Norman predicted, many in society (especially our younger generation) do
not consider or think about the components and technology involved in the operation
and running of, for example; computers, iPads, iPhones, mobile phones and portable
DVD players. ‘We won’t care much that there is a digital processor inside these
appliances; we will care that each appliance accomplishes a task for us’ (Bolter and
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Gromala 2003:2). In this sense, many people expect their device (computer for
example) to work and operate like magic. When they push the power button they
expect and require it to automatically turn itself on, and perform the tasks they
command it to do. A definite example can be traced back to the year 1932 when, prior
to World War II, technology was utilised to enhance Nazi propaganda and to promote
the ‘godly’ status given to Hitler by his followers. Technology was used to enhance
Hitler’s persona and status among everyday civilians. The sounding of music marked
Hitler’s arrival and entrance in many public appearances. As Hitler became visible to
his audience, music would be heard playing from adjacent loudspeakers, projecting the
belief and assumption to many Nazi followers that Hitler was a godly figure. Many
people believed that it was Hitler and his ‘powers’ that made this music sound, as if by
magic.

‘The machinery that controlled Nazi propaganda activities was carefully

concealed from public view. The marionettes were there for all to see, but the strings,
and the stringpullers, would have spoilt the illusion’ (Zeman 1973:38). This strategy
encouraged the magical perception of technology and subsequently promoted Hitler (by
his followers), to the status of God.

On one occasion Goebbels (Hitler activist and propagandist) had a fit of blinding fury
because an illustrated magazine published a picture of a man putting on a record of a
triumphal bell chime after a special announcement; at a press conference in Berlin selected
journalists were informed that “problems of stage management should not on principle come
before the public.

All that goes on behind the blackcloth belongs to stage management”

(Zeman 1973:38).

In the above example, the users of turntable technology as a form of Nazi propaganda,
aspired to conceal and cover the processes involved to create this ‘magical act’, which
many people believed were controlled by Hitler himself. Their goal was to make the
technology invisible to the general public. This method did not provide the public with
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the opportunity to think about and consider the operations and implications of such
technology, thereby misleading their judgement and understanding.

We as producers and users of digital technology must aim to provoke the thoughts of
the audience (to the installation, for example), whilst generating a piece of work which
is also reflective of the user. In order to change past perceptions, visitors must be made
aware of the processes and functions involved in the creation and operation of such
artworks, in order to fully appreciate, experience and understand their meaning and
purpose. Bolter and Gromala state that:

As producers and as users of digital technology, we don’t want our computers to disappear,
any more than we want books, films, or paintings to disappear. As producers and as users, we
often want to be aware of the medium in order to understand the experience that it is staging
for us… As producers, we must master techniques to render digital media transparent to the
user, but we must also render the media visible to and reflective of the user (Bolter and
Gromala 2003:5-6).

Making digital artefacts therefore requires that the work be both transparent and
reflective:

Strategy of Transparency

Strategy of Reflectivity

Goal

information delivery

compelling experience

Metaphor

interface as window

interface as mirror

Response by user

look through interface

look at interface
(Bolter and Gromala 2003:67).

It is for this reason that Sensory North is designed to be experienced, not used. If the
visitor simply looks through the interface, believing that it simply works by magic, they
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will not appreciate the ways in which the interface shapes their experience of the
installation as a whole. Bolter and Gromala state that:

If we only look through the interface, we cannot appreciate the ways in which it shapes our
experience. We should be able to enjoy the illusion of the interface as it presents us with a
digital world. But if we cannot also step back and see the interface as a technical creation,
then we are missing half of the experience that new digital media can offer (Bolter and
Gromala 2003:27).

It is for this reason that interfaces (and all digital art works), must be transparent and
reflective. Hence, Sensory North is both a window and a mirror, as visitors are able to
look through the installation, whilst becoming a part of it. For example transparency is
achieved through the visible display of all process and operations, such as the
computers and Max/MSP patches involved in the triggering and functioning of sensors
and the revealing of sensor wires when requested.

A detailed explanation of the

operation and running of the installation was also provided by me to many visitors to
the installation. Reflexivity is achieved within the installation as visitors are free to
explore the installation space, controlling which soundscape is to be sounded and the
order in which they are to hear and experience all soundscapes. The strategies of both
transparency (window) and reflectivity (mirror) form a continuum, as:

No digital design can achieve pure transparency or pure reflectivity.

Each design is a

combination of these two strategies- perhaps with more elements of one or the other. We
might be tempted to think that transparency is for “serious” digital application, such as
productivity software, while reflectivity belongs exclusively to art and entertainment. But it is
not that simple (Bolter and Gromala 2003:67).

This mixing of strategies requires the designer to inspect and examine their work in two
ways: ‘from the outside and from the inside’ (Bolter and Gromala 2003:68). They must
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create and examine each design as if they were the user, whilst looking critically at the
design from the outside. Bolter and Gromala further explain that:

When Bruce Tognazzini compared interface designers to magicians, he suggested that
designers, like magicians, must live in two worlds: Magicians live in both the world of their
mechanical tricks and the illusory world they are creating for their spectators, but they
“believe” in the spectators world. Magicians always deal in two realities. Digital artists and
designers too must believe in their illusions- but only up to a point. And the same is true for
the audience. In a magic trick, the magician never wants the audience to see the interface, to
guess how the trick works. But designers do want their users to be able to get behind the
illusion at certain times (Bolter and Gromala 2003:68).

This mix between transparency (window) and reflectivity (mirror) is an essential aspect
of most digital art. If the designer does not get this mix right, then the purpose and
intent of the exhibition could be lost, whilst also disrupting the visitors experience and
understanding.

Exhibition of Sensory North

The purpose and motivation behind the creation of Sensory North was to construct an
interactive sound installation which physically engages its visitors through the use of
sensor technologies to capture body movements and release auditory information.
Visitors are free to explore the space both mentally and physically, providing them with
an intuitive and playful experience, whilst increasing their knowledge and
understanding of the importance of sound. The use of both art and technology to
represent twenty-six regional soundscapes provides a hybrid form of expression.
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Sensory North is a large (3x3 metre), interactive, map of Northern Ireland, designed to
allow single users to explore and interact with auditory information pertinent to each of
the twenty-six regions of Northern Ireland. Accepted by the digital arts festival Imagine
Create 2011, this installation was exhibited throughout the duration (29th March- 2nd
April 2011) of the festival, in the Verbal Arts Centre, Derry~ Londonderry.

The

opportunity to exhibit within such a highly acclaimed festival provided promotional
benefits, whilst developing a higher prestige for the work. Situated in the heart of
Derry~ Londonderry, the Verbal Arts Centre provided a suitable location to exhibit
Sensory North. The Centre’s purpose and intent is to promote the ‘language of arts,
celebration of commonality and diversity, development of knowledge, understanding
and excellence in creation, performance and critical practice across the verbal arts
forms’ (http://www.verbalarts centre.co.uk/VAC/VAC_aboutus.htm).

This Centre

thereby provided a more suitable location to exhibit this installation than that of a
purpose built art gallery. The space provided by the Verbal Arts Centre to exhibit
Sensory North was a large tiled floor area in the Centre’s main entrance hall. This area
provided a large space where people felt comfortable to congregate, spend time and
discuss their experiences of the installation.

Figure 4.1
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Figure 4.1 illustrates the size of the space, provided for the exhibition of Sensory North.
Several benches, display and presentation cabinets had to be relocated during the
installation set-up. These items were moved to comply with fire regulation procedures,
ensuring that all exits and entrances were clear at all times, with sufficient walkways
provided throughout the installation space.

Access for visitors is provided via the

entrance door, which is located in front of the large brown mat to the right hand side of
this image. Visitors to the Verbal Arts Centre were immediately presented with Sensory
North, providing them the opportunity to experience an interactive and immersive
environment.

Upon entering Sensory North, visitors stepped up onto a wooden platform depicting a
large colourful map of Northern Ireland. This map was covered with twenty-seven
handmade pressure sensors, twenty-six in the shape of a foot/boot print, with the
twenty-seventh in the shape of a square. Each sensor triggered one of the twenty-six
regional montage soundscape compositions. When a visitor stepped on one of these
sensors (for example, Fermanagh) the montage soundscape composition for that region
began to play throughout the adjacent speakers. The twenty-seventh sensor turned all
sonic information off.
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Figure 4.2

Figure 4.3

Figures 4.2 and 4.3 illustrate the layout and design of Sensory North. The location of
sensor points and the installation’s location within the entrance space provided by the
Verbal Arts Centre can also be seen.

The layout and design of Sensory North was devised to create a realistic representation
of the map of Northern Ireland to scale. Colour was used to further enhance this
approach using earthy shades taken from Google maps.

Standing on a sensor triggered

the related montage soundscape for that particular area, providing a playful and intuitive
approach to obtaining auditory information. This soundscape is then heard diffused
through the eight-channel speaker array. The user is presented with the opportunity to
perform an aural walk through Northern Ireland, experiencing the cultural and regional
sounds associated with each region.

This installation therefore provides an exciting,

spontaneous and thought-provoking approach to obtaining information, ascertaining the
importance of our surrounding sonic environment.

Sensory North is by no means simply an expression of the artist’s creativity and
personality, as this installation only comes to life through interaction with visitors
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within the space. It is designed to be experienced, not used, immersing the visitor
within the relevant region in which they are standing. This experience conveys
information, inviting the visitor to ‘participate, to act and react’ (Bolter and Gromala
2003:22), as they are encouraged to experience feelings and emotions related to cultural
and regional understanding. Bolter and Gromala state that: ‘to design a digital artifact is
to choreograph the experience that the user will have. If the design is too restrictive, the
choreography too heavy-handed, the experience may alienate the user’ (Bolter and
Gromala 2003:22). The ease of use and simplicity of design implemented in Sensory
North provided a self-explanatory mode of operation for the user of the installation. As
a visitor walked around the installation space they inevitably stepped on one of the
sensors, thereby establishing the installation’s mode of operation. The visitor was not
restricted to a specific or predefined route of travel around the installation, as they were
free to chose which sensor to step on and which one to subsequently proceed to. This
allowed the visitor to move freely within the space, exploring a varied immersive
environment. ‘As users, we perform the design just as we would a musical instrument’
(Bolter and Gromala 2003:143).

Technical Analysis

This section will examine the construction and design of all hardware (the installation
frame, twenty-seven hand built sensors, the Arduino Board and the set-up of the eightchannel speaker array) and software (the Max/MSP patches) used to operate and run the
installation, Sensory North.
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Hardware Analysis

During the design and construction of this installation, several challenging decisions
had to be taken, in order to progress and implement the installation in time for the
Imagine Create Festival 2011.

An initial decision was taken regarding the size and dimensions of the installation. In
order for visitors to experience an aural walk around Northern Ireland, the installation
needed to be large enough for visitors to walk to and from each information point. It is
for this reason that the dimensions 3m by 3m were selected, as smaller dimensions, for
example 2m by 2m simply meant that visitors stepped into each information point. The
dimensions 3m by 3m also provided sufficient room for manoeuvrability around the
installation, within the entrance hall space of the Verbal Arts Centre.

Various approaches were considered regarding the format the installation map of
Northern Ireland would take. In order to comply with health and safety regulations it
was essential that the piece was installed on a raised platform (3m by 3m), in order to
safely operate and store all sensor wiring. In order to increase the ‘windows’ aspect of
this installation, it was felt that the top of the raised platform should be transparent with
a map of Northern Ireland printed on this transparent window, in order for visitors to
view the communication devices (wiring and sensors) used to operate this installation.
A meeting was scheduled with the graphics and design printing company Blacksheep
NI. This meeting confirmed that the transparent material Lexan would have to be used,
as it is the only suitable transparent material strong enough to support the weight of a
human body. This is the same material used in transparent police riot shields. The use
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of this material provided the opportunity to under-light the map of Northern Ireland,
enhancing the overall visual impact of the installation. The initial idea was that the
graphics company Blacksheep NI would print a coloured map of Northern Ireland onto
this Lexan material, in three separate sections 3m by 1m. Three sections were required
due to the size of this installation, as it must be transported between locations. This
material was however not used within the final installation, as the lowest cost of this
material with the designed and printed map of Northern Ireland was £2600. This was
not affordable, due to the minimal finance available to fund this project.

After much deliberation and discussion with the graphics company Blacksheep NI the
decision was taken to cut costs by providing the company with a scaled design (in 3
sections, 3m by 1m) of a map of Northern Ireland. This map was designed with the
help of a colleague, Mark Quinn. Blacksheep NI then used this design to print the three
sections of the map onto three separate sticky back vinyl, laminated sheets. The cost of
this colour printed vinyl map was £948. The size and non-slip surface used to increase
safety measures considerably increased production costs. Blacksheep NI provided the
lowest market price for this product, providing a fast and efficient service. The three
vinyl sheets were then affixed to a wooden surface, providing an opaque installation.

The raised wooden platform was designed and constructed with the help of University
of Ulster technician, Mr Billy Scampton. Three wooden platforms, each 3m in length
by 1m wide were built to create the final 3m by 3m-raised platform. The materials used
in the construction of this platform were 3” x2” white wood planed all round (PAR) and
4” x8” 3/8” ‘faced’ plywood. These materials were sourced from a local builders
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merchant, Keyes McMahon. The construction of this platform can be seen in the
following photographs:

Figure 4.4: This image illustrates the sanding of
the board edges.

Figure 4.6: This image illustrates the alignment
of the frame edge with the platforms surface.

Figure 4.5: This image illustrates the cutting
of the frame to size.

Figure 4.7: This image illustrates the securing
of the platform surface to the frame edge.
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Figure 4.8: This image illustrates the
construction of the board so far, with one
additional weight support in place.

Figure 4.10: This image illustrates further
crossbar sections being inserted for extra
weight support.

Figure 4.12: The frame around each of the three
sections (the total platform) was then painted, to
complement the map, which was to be affixed to
the surface.

Figure 4.9: This image illustrates further
additional weight supports.

Figure 4.11: This image illustrates the final
base of the platform.

Figure 4.13: The three sections of the map of
Northern Ireland were then affixed to the three
separate structures. When placed side by side,
these three structures with their appropriate image
completed the graphic of the map of Northern
Ireland with the dimensions 3m by 3m.
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An aluminium frame was then attached to the surrounding edges of the platform to
provide a smooth and neat finish.

After much thought and deliberation, I decided to make use of hand-made sensors
throughout the installation. The use of various ‘shop bought’ sensors, such as infra-red
and force sensitive resistors (FSR) were considered, however the cost and efficiency of
such sensors proved to be problematic. The use of infra-red sensors would create an
inaccurate and staggered datastream for the installation due to their sensitivity within a
given space. The slight movement of an arm would possibly trigger a region sensor
adjacent to the area in which the visitor was standing. Similarly the use of FSR’s would
have proved to be inaccurate, due to the limited weight range applied to most FSR’s.
For example an average FSR can sense applied force anywhere in the range of 100g10kg. This sensor would therefore be inappropriate for use within Sensory North, as the
average weight of a woman in the United Kingdom is 65kg (Quinn 2004)105. After
further research and discussion with colleagues, it became apparent that it was possible
and simple to create bespoke sensors, using simple tools (bricolage106). A process of
trial and experimentation then began.

Beta 1: The first area of experimentation was in the creation of a two-way sensor, which
was sensitive to both pressure and movement/bend. This sensor was created using gaffa
tape, conductive thread, conductive fabric and electrical wire107.

105
106
107

Sourced from http://news.bbc.co.uk/1/hi/magazine/3616904.stm
Bricolage is the art of construction and creation with materials that happen to be at hand.
L/C wire, 10/0.1 TC T2 PVC 0.3R BLACK MP. Part No. 6009571.
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Figure 4.14: Pressure and movement sensor.

Details and instructions on how to make this sensor can be found at
http://www.instructables.com/id/Stickytape-Sensors/.

In terms of this project, this

sensor would only be useful as a pressure sensor which detected a variation in applied
pressure (thereby triggering the appropriate soundscape to play). This method however
proved unsuitable for use within Sensory North, due to its unreliable readings.

However the creation of the above sensor did inspire further artistic ideas, as it
generated questions in terms of what could (and needed to) be altered and modified in
order to increase the functionality of this sensor. A colleague108 and myself began to
experiment with various materials and equipment (such as velostat, foam, copper fabric,
conductive thread, cardboard, and tinfoil), finally creating the following switch sensor,
Beta 2.

Beta 2: This sensor was made using: cardboard, tinfoil, sellotape and electrical wire109:

108

Mr James Pike provided guidance and assistance throughout the creation and implementation of Sensory North.

James expertise in relation to sensor technologies was invaluable to the success of this installation. Through trail and
experimentation James and I (together) created Beta 2.

James role throughout the creation, design and

implementation of the installation was to provide guidance and technical support and expertise. I was responsible
for all artistic decisions which underpinned the design of the Max/MSP patches, their testing and refinement.
109

L/C wire, 10/0.1 TC T2 PVC 0.3R BLACK MP. Part No. 6009571.
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Figure 4.15: Pressure sensor

The following process was carried out in order to create this sensor:

1. Cut three identical pieces of cardboard.
2. Place a large piece of tinfoil on one of the pieces of cardboard.
3. Place a long piece of electrical wire on top of this piece of tinfoil.
4. Cut slits into the second piece of cardboard.
5. Place a large piece of tinfoil over this second piece of cardboard.
6. Place a long piece of electrical wire on top of the tinfoil on the second piece of
cardboard.
7. Place the second piece of cardboard, with the tinfoil facing upwards on top of
the first piece of cardboard.
8. Place the third piece of cardboard on top of the second piece of cardboard.
9. Sellotape all three sections together.
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Figure 4.16: This image illustrates the first piece
of cardboard with the tinfoil and electrical wire
attached.

Figure 4.17: This image illustrates the second
piece of cardboard and its use of wholes/slits
throughout the section.

Figure 4.18: This image illustrates again the
second piece of cardboard with the tinfoil and
electrical wire attached.

This sensor operates by creating an open and closed circuit when a voltage is applied;
when this sensor is stood on the two pieces of tinfoil connect (touch one another)
creating an uninterrupted path for the flow of current, thereby creating a closed circuit.
Therefore, when pressure is released the flow of current is interrupted, creating an open
circuit.

The electrical output readings from this sensor created more reliable and

consistent datastreams making it perfect for use within Sensory North. By simply
standing on a sensor in a particular area the computer system is able to detect and
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subsequently trigger the appropriate soundscape. Further experimentation to the
following shape and design:

Figure 4.19: This image illustrates a
trial design of the pressure sensor.

The shape and design of a foot/boot print was chosen as it suggests to visitors that they
are to stand on this graphic. The third (and top) piece of cardboard is used only to
protect the workings of the sensor and could therefore be made with any material. As a
result contact was again made with the graphics company Blacksheep NI, were the
decision was taken to create the third layer out of a plastic material, Foamex. These
sensor ‘tops’/ protectors were designed in collaboration with a colleague, Mark Quinn.
As the map (discussed above) of Northern Ireland was printed to scale, a number of
areas, such as Belfast were smaller than others, Fermanagh for example. The
dimensions of these sensor tops were calculated in order to correspond with both the
larger (Fermanagh) and smaller (Belfast) regions. Two sensor sizes were required,
corresponding to the average United Kingdom shoe sizes 1 and 5. Earthy colours taken
again from Google maps were used to enhance the design of these sensors:
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Figure 4.20: This image illustrates the final
creation and design of the sensors used within
Sensory North.

Figure 4.22: This image again
illustrates the inside operations of this
sensor.

Figure 4.21: This image illustrates the inside
operations of this sensor.

Figure 4.23: Wire pins were connected to
the ends of each of the 5-meter electrical
wire connections. These pins were used to
allow an easy and secure connection to the
Arduino Board.

Twenty-six sensors were created using this design. The twenty-seventh sensor (off
switch) was simply designed in the shape of a blue square. These sensors were attached
to the installation map using strong double-sided sellotape.

Holes were drilled
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throughout the platform to allow all wiring to be fed through each of the three, 3m by
1m boards.

An open-source Arduino Board110 was used as an interface between the twenty-seven
sensors and the software Max/MSP (discussed later). The microcontroller on this board
was programmed using the Arduino programming language based on Wiring, a similar
physical computing platform based on the processing multimedia environment (for the
full Arduino code see appendix 7). All twenty-seven sensors were wired into the
Arduino Board, with one pin going to one of the digital pins and the second pin going to
ground. Each sensor sends information to the Arduino Board, which is interpreted by
the Arduino code (appendix 7). The Arduino code for all sensors remains at 1 (sensor
off). When a user stands on one of the sensors, they create a closed circuit. The code
for this sensor (which is now a closed circuit) changes to 0, resulting in the information
for that sensor being switched on. In this case, the digital pin loses voltage, sending out
an input of 0. For further details on this process see section: Software Analysis.

An eight-speaker array was selected for the diffusion of sound throughout Sensory
North.

This form of array allows for the effective panning of sounds around the

installation space enhancing the immersive environment, engaging the visitor within
that given time and place. Differing from the use of headphones, this installation
creates a unique experience as it engrosses the visitors’ minds and bodies within the

110

Working at the Interaction Design Institute Ivrea (IDII), Massimo Banzi faced a formidable challenge of how to

teach students electronics fast and with a very limited budget. Working with several colleagues and collaborators,
they invented the Arduino Board. This board was released in 2005. Available for around £30, ‘Arduino has spawned
an international do-it-yourself revolution in electronics. All hardware schematics and source code are available for
free under public licenses. As a result, Arduino has become the most influential open-source hardware movement of
its time’ (Kushner 2011:1).
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installation space. For further information on the set-up of this system, see section: Set
Up of Installation.

Software Analysis

The software application Max/MSP111 was used throughout the installation, Sensory
North. Ken Jordan in his book ‘Unbound Sound’ provides an excellent overview of this
software:

Max is software that recognises the intrinsic quality of computer-based media- that it is
fundamentally nothing but bits- and enables an artist to shape these bits into the media forms
most appropriate for achieving his intentions. Max allows for the total abstraction of media
objects, because once they have become ones and zeros circulating through Max, it makes no
difference what form of media they originally began as; the form the bits take at the end of the
process is up to the sole direction of the artist.
Max points to a future where the purpose of multimedia software will be to blur lines
between what were once distinct media (Jordan 2008:260).

Due to my colleague, James Pike’s technical expertise and experience in relation to
Max/MSP, James managed and directed the creation of Max/MSP patches with
guidance and support from myself. This collaboration and teamwork was efficient,
resulting in patches created in order to control the operation of all sensors and
essentially run the installation. A step-by-step analysis of the functioning of these
patches is provided below:

111

For further information on Max/MSP see: http://cycling74.com/.
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The following flow diagram represents the flow of information generated from the
visitor stepping on the sensor (hardware) to the processing in Max/MSP (software),
resulting in the sounding of the appropriate soundscape.

Visitor stands on physical map of Northern Ireland

Visitor triggers a location footprint/sensor
Hardware

Sensor sends information to the Arduino board (interpreted by Arduino
code on board). The code on the Arduino board, for that particular sensor
changes to a 0 (as the connection has been made, turning that sensor
information on), all other sensors will remain at 1 (sensor off)

This information is sent from the laptop (Mac Book Pro) to the Mac Pro
via an OSC (Open Sound Control) connection via the udpsend object in Max

The Mac Pro computer interprets data from the OSC connection
via port 8888

A list of 0’s and 1’s is then unpacked into each individual element

The Select object- selects 0 from the list to let Max know
which sensor is stood on

This selected area sends out a bang

Software
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This bang gets sent to each regionpanner object
E.g. when Derry is
stood on (turns to a 1)
a 0 is sent from the
Arduino to the

A 1 is sent to the location object
which, fades in the audio for that

panning patch via the
OSC connection,

particular object. And a 0 is sent to fade out all
other soundscapes (turns them off).

loading each

Software
Continued

There are 26 of these

associated sound
object into each of the
buffers.

The 27th sensor sends a 0 to all sensors,
turning everything off, (a 0 comes from the
Arduino board, however Max detects a 1,
saying it is that sensor.)

I. Panning Map Patch (for complete patch see appendix 8)

This patch controls and determines the detection of activity relating to each of the
twenty-seven sensors within the installation. When a visitor to the installation steps on
a handmade sensor, their weight forces the circuit to close, subsequently creating a
complete circuit. The voltage reading of this complete, closed circuit will change from
1 to 0, as the voltage is no longer being routed to the Arduino input pin. This is
displayed in the following diagram:
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Switch
10k Ω

+5V
Arduino Digital Pin
Figure 5.1: Operation of pressure sensor

(For further information on the Arduino code see appendix 7.) Subsequently these
values are sent into the Arduino controller as a list of 1’s and 0’s for each of the twentyseven sensors. This information is then transferred to the Arduino Max/MSP patch on
the Mac Book Pro laptop, where it is then interpreted:

Sends out a bang every 10 milliseconds.
Serial connection from
the Arduino. 9600 is the
Baud rate.

Forces the list of ASCII values to be outputted
when a 13 (carriage return) is received.

Groups ASCII code
into lists of 1000.

Converts the list into a
symbol.
Converts the individual characters in a symbol
back to numbers and messages.
IP address and port number to
udpsend information to Mac Pro

Figure 5.2: Max/MSP Patch: Arduino board interpretation.

The Arduino board transmits its values as ASCII code, i.e. like values on a computer.
To use these values in Max/MSP, this code must be grouped together and converted
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into a readable format. This process is achieved using the patch above (figure 5.2).
Within this patch, the metro 10 object is used to send out a bang every ten milliseconds.
This bang is sent into the serial port serial a 9600, which reads the serial connection
from the Arduino code. This number 9600 is known as the Baud rate, which relates to
the rate of information transfer down a line at a given time. This number can be
increased or decreased accordingly, however it must correspond to the Baud rate on the
Arduino code. The list of ASCII values are outputted when a 13 (carriage return) is
received via the select object, sel 13 10. The zl group 1000 takes these sequences of
ASCII values and groups them into lists of 1000. The itoa object then reads this list and
creates a Max symbol. The fromsymbol object then converts the individual characters
in a symbol back to numbers and messages, which the unpack object in the next patch
(figure 5.3) will interpret. The information, from this patch was then transferred via an
Ethernet cable to the Mac Pro, where it was further interpreted. In order to do this, the
information was sent to the Mac Pro over its IP address 193.61.184.245, via port
number 8888 (see object udpsend 193.61.184.245 888).

The following patch is a sub-patch within the Panning Map patch, running on the Mac
Pro computer. A sub-patch is a patch embedded within a patch. This patch interprets
the information from the Mac Book Pro (Arduino board interpretation patch), via the
OSC connection udprecieve 8888.
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Used to unpack each
element from the list.

If a ‘0’ is outputted a
‘bang’ will be sent out.
If a ‘1’ is outputted a
bang will not be sent
out.

Converts the individual characters in a
symbol back to numbers and
messages.
Figure 5.3: Max/MSP patch: Arduino receiving patch- this is a sub-patch in the Panning Map Patch.

It is important that the port number 8888 on this patch is the same as the port number on
the Ardunio board interpretation patch (figure 5.2). If not, communication between the
two patches will not take place, causing the system to fail. The unpack object is then
used to unpack each element from the list, provided by the fromsymbol object in the
Arduino board interpretation patch. You will notice that within the unpack object there
are twenty-nine f characters. These are float numbers and relate to the number of
sensors used within the installation; twenty-seven sensors with two additional
connections in light of problems occurring. The select object with the argument ‘0’ sel
0 means that when the object reads a 0 it will send out a bang, ascertaining that this
sensor has a closed circuit and is therefore on. Subsequently all other sensors, which
are not being stood on will have an open circuit and will therefore display the argument
1 in their number box. Throughout this installation only one sensor could be triggered
at a time.
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This bang is connected to each of the regionpanner place name objects (on the Panning
Map Patch appendix 8), i.e. ‘regionpanner antrim’, ‘regionpanner derry’ etc.

Figure 5.4: Regionpanner

This object regionpanner derry is a sub-patch within the Panning Map Patch.

If you

double click on any of the regionpanner objects, e.g. regionpanner derry, regionpanner
newry etc the following patch will appear:

Outlet number 1,
outputs the argument
‘1’, turning this regions
sonic material on.

Outlet number 2,
outputs the argument
‘0’, turning all other
soundscapes off.

Figure 5.5: Max/MSP patch: Regionpanner, this is a sub-patch within the Panning Map Patch.
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When this patch receives a bang from the Arduino receiving patch, stating that the
sensor for this particular region, Derry for example has been stood on, the argument 1 is
sent out of the first outlet, which turns this areas sonic material on, whilst the argument
0 is sent out the second outlet, turning all the other soundscapes off. This patch
therefore fades in that location’s sonic material and fades out the last sounding
soundscape. The method behind this smooth transition is the small-encapsulated object,
p ramp. When you double click on this object, the following patch will appear:

Time.
Destination.

Figure 5.6: Max/MSP patch: p ramp, this is a sub-patch within the Regionpanner patch.

This object works by using the line object, which sends an initial transition time into the
second inlet of the object and a value to move to in the first inlet (destination). The line
object prevents DC Offsets (clicks) between soundscape transitions. Within this patch
the line object is labelled line 2, making this number a float number. This patch allows
you to make a smooth transition from one number (1 to 0) to the next.
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The object, which was used to crossfade between soundscapes (soundscape which was
playing and the one to switch to) efficiently was the p panner object created by
implementing an equal power panning algorithm. This can be seen in the following
patch:

Figure 5.7: Max/MSP Patch: p panner sub-patch within region panner patch.

The left outlet corresponds to the ascending values of the soundscape volume, whilst the
right outlet corresponds to the fading out or descending values. This will create the
following effect:

Newry
soundscape

Figure 5.8: Fading

Derry soundscape

The Newry soundscape fades
out, whilst the Derry
soundscape fades in.
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You will notice that the regionpanner for each location is connected to an object with
the subsequent area’s name, for example:

Figure 5.9: Regionpanner

This derry object is again another sub-patch within the Panning Map Patch:

Turns on audio
processing in all
loaded patches

Turns off audio
processing in all
loaded patches

Declares looping on.

Scales the sound so it
does not distort.

Max/MSP Patch: derry- sub-patch in Panning Map patch.
Each dac~ 1-8 is used
to test and turn on the
speakers. Doubleclicking on dac~ opens
the DSP status
window.

Figure 5.10: Max/MSP Patch: derry- sub-patch in Panning Map Patch.
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For example if a user stands on the sensor for Derry, the object regionpanner derry
would send a fade in to this derry object whilst sending a fade out to every other region
panner in the Panning Map Patch. Additional p ramp objects have been incorporated
within this patch as a precautionary measure, in case the ‘smoothing’ process does not
for some reason occur in the previous process.

With the aim of creating a more immersive environment, the audio within this patch is
routed to emulate a real life scene. The audio begins at the top of the speaker array and
then delays corresponding to the amount of time required for sound to travel from
speaker to speaker. If however the audio signal was simply routed to each speaker,
various phase issues and comb filtering112 would have occurred. The method employed
within this installation created a true, natural sounding environment.

The patches containing the delays are called left, mid and right; again these are subpatches within this derry patch (these will also be found in all other regional patches,
Antrim, Newry, Limavady etc). The groove~ object is routed into each of these three
patches. The corresponding number 2 within this groove~ object is used to state that
the groove~ is to output the audio signal in stereo. As a result the left channel audio of
each soundscape is routed to the left and mid objects, whilst the right channel audio is
routed to the mid and right objects. This method of sound representation is a slight
variation on Wave Field Synthesis (WFS) Theory113. Double-clicking on one of these
delays left, mid and right will open the delay patches:

112

For further information on phase and comb filtering issues see:

http://www.moultonlabs.com/more/about_comb_filtering_phase_shift_and_polarity_reversal/.
113

‘Wave Field Synthesis (WFS) is a concept of spatialised sound reproduction that was proposed by A.J. Berkhout

in the late 80's. It may be identified to the acoustical equivalent to holography, and for this reason, it is sometimes
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These labels are
associated with each of
the channels in the
matrix object. For
example 0 0 $1. The
first value 0 relates to
the inlet. The second
value 0 is the outlet
and the value $1 is a
variable argument.
This means that the
same value coming in
will be applied to all
channels.

Delays. Eight delays
correspond to the
eight-channel array.

Figure 5.11: Max/MSP Patch: Audio in left - sub-patch in Derry Patch.

Within the patch above, the tapin~ 100 object receives a signal in and copies it into the
delay line. The argument 100 corresponds to the maximum memory, in milliseconds,
which is required. This argument should not be any larger than 100 milliseconds, in
order to ensure that the audio does not echo. The tapout~ object refers to the audio
output.

Each of the associated arguments within this tapout~ 3.7 7.4 11.1 14.8 18.5

22.2 25.9 29.6 object refers to the amount of delay required in milliseconds. Note there
are eight arguments due to the eight-speaker array.

referred to as "holophony". Indeed, WFS aims at reproducing sound waves (and especially the wave front curvature)
by loudspeaker array. Physically, it is derived from the Huygens' Principle, and more precisely, from the idea, that a
wave front may be considered as a secondary source distribution. In other words, the wave, which propagates from a
given wave front, may be considered as emitted either by the original sound source (the primary source) or by a
secondary source distribution along the wave front. As a consequence, the secondary source distribution may be
substituted for the primary source, in order to reproduce the primary sound field’ (Daniel, Nicol and Moreau 2003:2).
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The matrix~ object within this patch relates to the signal connectors and mixers. Within
this patch (matrix~8 8 0.5) the first argument relates to the number of inlets (8), the
second argument relates to the number of outlets (8) and the third and final argument
sets the gain value (0.5).

For each of the groove~ objects found within the Panning Map patch, in each of the
sub-patch location names Derry, Limavady, Newry etc there is an associated buffer~
with the same argument, for example the buffer~derry is matched to the groove~derry.
Each of these buffers can be found within the LoadSamples sub-patch within the
Panning Map Patch:

Figure 5.12: Max/MSP Patch: LoadSamples- sub- patch within Panning Map Patch.
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Each buffer (buffers~) is a memory bank where soundscape samples are saved. This
patch simply uses the replace argument to replace the samples in the buffer for a quick
and efficient transition.

The following send objects found on the Panning Map Patch are used to send regional
bangs to the sub-patch p buffers in the Random Sound Source Panning Patch (see
appendix 9), to switch on the panning sounds for each region.

Figure 5.13: Send objects.

Throughout this installation a twenty-seventh sensor was used to fade out all audio,
subsequently switching all the soundscapes off. Again the p ramp object was used to
create a smooth transition. This process can be found at the bottom left hand corner of
the Panning Map Patch:

Figure 5.14: Fadeout
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For example, instead of a user standing on the sensor Derry, subsequently sending the
argument 1 to that region, turning the areas audio on and simultaneously sending the
argument 0 to all other regions turning their audio off, this sensor (number 27) simply
sends a 0 to all region sensors turning all audio off.

II. Random Sound Source Panning Patch (for complete patch see appendix 9)

This patch operates and controls personally-selected regional sounds to be panned
around the installation space. Throughout the editing process four individual sounds
were selected for each of the twenty-six sensory areas. These sounds were carefully
selected by listening to all soundscape recordings, recorded across Northern Ireland,
highlighting keynote sounds within each area. Taking Derry again for example, these
four individual sounds were as follows: a grass trimmer, cars, an aeroplane and water.
Therefore during the installation, when the user stood on the sensor for the region of
Derry, they would hear the montage soundscape for that area, whilst these individual
sounds were panned around the installation space at random intervals, creating a
hightened immersive experience. The process and operation of these random panning
sounds is discussed below:

This patch incorporates a variable-rate looping playback object, the groove~ object.
Within this patch there are four groove~ objects (groove~ one, groove~ two, groove
three and groove~ four), for the control and operation of each of the four individual
panning sounds:
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Figure 5.15: Max/MSP: Process within Random Sound Source Panning Patch.

Each of these groove~ objects must be connected to the startloop, to initiate the looping
of the sound. The argument loop $1 signifies that the looping process is on, whist the
signal tilde sig~1 is sending out a pulse which the samples are being played back too.
For the purpose of this installation it is at 1, however this can be increased or decreased,
depending on artistic preferences. The decision to play the samples back at sig~1 was
taken due to the natural sounding playback rate which it produced.

The following section incorporates the Institute for Computer Music and Sound
Technology (ICST)114 ambisonic tools for Max/MSP, which can be found towards the
left hand side of the Random Sound Source Panning Patch:

114

The Institute for Computer Music and Sound Technology is concerned with 3-dimensional sound projection. For

further information on the ICST ambisonic tools see: http://www.icst.net/.

165

These are level meters,
which allow you to see
the sound signal
coming out. You can
therefore visually
check that the system
is working without
hearing it.

Figure 5.16 ICST ambisonic tools.

ICST ambisonic tools are objects written for Max/MSP to help with the process of
ambisonic panning calculations.

These consist of both the ambiencode~ and

ambidecode~ objects. The arguments after the ambiencode~ object simply state the
number of sound sources to be panned within this patch (four). As a result this object
has four inlets, one for each sound source.

The arguments therefore after the

ambidecode~ state the number of speakers the sound sources are to be outputted to
(eight). This system simply takes the four sound sources and encodes them into a
spatial environment, where they are outputted over an eight-speaker array.

Four flightpath generators (one for each sound source) is incorporated within this
Random Sound Source Panning patch:
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Figure 5.17: Max/MSP Patch: Flightpath section in Random Sound Source Panning Patch.
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Utilising the metro 2000 object, this system generates a random set of numbers,
between 0 and 100 (random 100) every 2000ms or 2 seconds. This is routed into a
ramping object (p ramp) to allow a smooth transition from each set of coordinates. This
process in turn creates a random flightpath generator. Again the use of four flight path
generators corresponds to the use of four sound sources.

These values are then scaled between -100 and 100 into the pictslider object. From this
these values are then scaled once more between -1 and 1, to be entered into the
ambicontrol object:
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Ambicontrol object

Pictslider

Scaling between -100
and 100. And finally -1
and 1.
Using the values -100
and 100, creates a
higher resolution,
which provides a
smooth ambisonic
environment. If for
example the values
were -10 and 10, the
sound source would be
staggered.

3D dimensions for
sound panning coordinates

Figure 5.18: Max/MSP Patch: Random Sound Source Panning, ambicontrol object and
pictslider.

169
To allow input into the ambicontrol object a prefixed message had to be created, as the
ambicontrol object only accepts messages that contain xyz, with a number of your
choice, (for example here we have 1 to 4) followed by the xyz coordinate values (e.g.
xyz 1 $1 $2 $3). To operate this function a pak object with the argument 0.0.0. is
utilised (pak 0.0.0.).

This object allows three numbers to be inputted, which is

processed and combined into the form of a list. This list is then sent into each of the xyz
objects (xyz 1 $1 $2 $3, xyz 2 $1 $2 $3, xyz 3 $1 $2 $3 and xyz 4 $1 $2 $3). This object
will always state, for example xyz 1, however the dollar substitution integers will take
in the three values from the list created by the pak object. Within this patch only the
first two values from the list affect the xyz object, as the sound was only required to
move in a horizontal and vertical manner, subsequently panning the sound around the
room in a circular motion. For example within xyz, x applies to the horizontal values, y
applies to the vertical values, whilst z applies to horizontal depth. It is for this reason
that the z value constantly remained at 0.

Markov processes are used within this Random Sound Source Panning Patch to control
the on and off panning of particular sounds. Again we have four of these, as each one
corresponds to one of the four individual sound sources. This can be found at the top of
the patch:

Random number
generator

Speed of number
generation, 5000
milliseconds/ 5
seconds.
Turns samples on,
when numbers 0, 3 and
7 are outputted from
urn.

Figure 5.19: Max/MSP Patch: Random Sound Source Panning, Markov Process
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The random number generator urn outputs numbers between 1 and 10, in a random
sequence, which subsequently never repeat. The sel object indicates that when the
numbers 0, 3 and 7 are outputted, the samples are to be turned on, whilst all other
numbers, 1, 2, 4, 5, 6, 8, 9 and 10 will turn the samples off. This process provides an
unpredictable nature to the sounds entering the space, further creating a more immersive
environment.

Each sound sample/source, associated with each region is automated via four groove~
objects which are then connected to four buffers~. These buffers can be found by
double-clicking on the p buffers sub-patch, below the second Markov process :
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Figure 5.20: Max/MSP Patch: p buffers sub-patch in Random Sound Source Panning Patch
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Please note that there are five buffers shown in this patch; the fifth buffer was inserted
as a precautionary measure within the testing stage of this patch. This fifth buffer was
however not required within the final installation, as there were only four sound sources
for each location.

The send a-z objects on the previous Panning Map Patch are sent to this p buffers patch,
where they are connected to each set of four sound objects associated with each region.
As previously stated, a regional bang (Derry, for example) is sent from one of the send
objects, to the p buffers patch, indicating that the four Derry sound samples are to be
loaded and played within this Random Sound Source Panning Patch.

The same

principle applies to all regional sensors (Newry, Limavady, Ballymena etc). This p
buffers patch is rather messy, as within the set-up of this installation, each sample was
attached accordingly and loaded upon standing on the appropriate sensor.

Implementation of Sensory North in the Verbal Arts Centre

The initial plan was to set up the installation within the Verbal Arts Centre, Derry, on
Monday 28th March 2011. This would have allowed two full days to set up and test all
equipment in preparation for the installation’s launch on Tuesday 29th March 2011 at
7:30pm. However this was not possible due to the placing of a hoax bomb outside the
Derry courthouse on Bishop’s Street (situated opposite the Verbal Arts Centre) on the
evening of Sunday 27th March. This area (Bishop’s Street) was cordoned off with no
access granted until 7:30pm on Monday 28th March.

After several phone calls

requesting the opening of the Verbal Arts Centre and the assistance of the removal
company ‘Foyle Delivery’, all equipment was delivered to the Verbal Arts Centre
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around 8:45pm. The delivery of all equipment on the evening of the 28th March was
hugely beneficial as it allowed the installation team to begin the set-up process the
following morning.

Time was now limited and stress levels high, as all equipment had to be put in place,
connected and tested in time for the launch that evening at 7:30pm. Due to the help and
support provided by a highly motivated, enthusiastic and knowledgeable team of
technicians, the installation was organised in time. This team consisted of the artist
(Rachel McClure), James Pike and Sean McDermott with additional help and support
provided if and when required by John Harding and Eoghan Bradley115.

The set up of Sensory North within the Verbal Arts Centre Derry required the use of the
following equipment:

Eight Edirol speakers and stands
Eight ¼ inch Jacks (RCA/ Phono)
Soundcard (M-Audio 2626)
Mac Pro
MacBook Pro Laptop
Arduino Board
Extension Cables
Ethernet Cable
Twenty-seven hand made sensors with appropriate wiring.

115

John Harding and Eoghan Bradley provided on-site technical support. Their help was called upon once in

relation to the Arduino Board.

174
Early permission was granted to the Verbal Arts Centre on the morning of Tuesday 29th
March allowing the installation set up to begin at 8:30am. Sean McDermott and myself
(the artist, Rachel McClure) undertook the task of connecting each of the twenty-seven
sensors to the three (3x1m) raised wooden platform segments. Holes were previously
drilled throughout the base of each platform to allow the wiring of all sensors to be
threaded through. Due to the wiring of a large number of sensors, the end of each
sensor had to be appropriately labelled and named as soon as it was threaded through
and connected to the appropriate platform section.

This process prevented any

confusion during the connecting of sensors to the Arduino board. This was a long and
tedious process that could only be achieved on site, due to the large number of wires
and the fragility of the hand-made sensors. The following images illustrate this process:

Figure 6.1: This image illustrates the securing
of sensors to the platform, using double-sided
sticky tape

Figure 6.2: This image illustrates the
threading of wires through the platform.
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Figure 6.3: This image illustrates the
labelling of each wire.

Figure 6.4: This image again illustrates the
threading of wires through the platform.

It was important that each sensor was scrupulously and meticulously threaded through
each base, requiring a lot of time, patience and care. As Sean McDermott and the artist
myself were undertaking this task, James Pike began to set up the eight channel speaker
array, assembling all speakers and speaker stands.

When all speakers were

appropriately in place, James then connected power to the speakers using eight-¼ inch
Jack (RCA/Phono) leads. From this James then connected the speakers to the M-audio
2626 soundcard, which was further connected to the Mac Pro computer.

Once the speakers were sufficiently set up and all sensor wires were threaded through
each platform, the next process was to place each platform sufficiently beside one
another, creating a complete coloured map of Northern Ireland, 3m by 3m. All sensor
wires were then connected to the Arduino board, which was then subsequently
connected to the MacBook Pro Laptop for testing. This process required a lot of time
and patience from all members of the installation team, as the large amount of wiring
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(twenty-seven sensors with two wires each, making a total of fifty-four individual
wires) made this process very tricky. The following images illustrate this process:

Figure 6.5: This image illustrates the wiring of
all sensors into the Arduino board.

Figure 6.7: This image illustrates the testing of
all sensors once they were connected to the
Arduino board.

Figure 6.6: This image again illustrates the
wiring of all sensors into the Arduino
board.

Figure 6.8: This image illustrates the
placing of the Arduino board into a
container to ensure that visitors did not
touch or disassemble any of the
connections. This container also ensured
that Health and Safety regulations were
applied, ensuring that no one would trip or
fall over the sensor wiring.
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Each sensor was tested in order to ensure that the computer (MacBook Pro Laptop)
received a reading when the sensor was stood on. All twenty-seven sensors worked
appropriately without requiring any on-site adjustments.

In order to further comply with Health and Safety regulations, a large mat was placed
over all sensor wires running into the container shown above. The next stage in this
process was to connect the Arduino board to the Mac Pro computer, as originally only
one computer was to be used throughout the installation. This caused several problems,
as the Arduino board was stretched over a five-meter radius, causing the main computer
to freeze. This was due to the fact that an Arduino board can only operate up to threemeters, as once this length is passed additional power must be supplied. Calling on the
help of John Harding (University of Ulster’s creative technologist), the decision was
taken to purchase a USB port hub from the electronics store Maplin, in the hope that
this hub would supply enough power to operate and run the Arduino board. This
journey and purchase proved unsuccessful, as when the hub was connected the main
Mac Pro computer still froze. James Pike and myself then took the decision to spilt the
power over two computers (Mac Pro and MacBook Pro laptop), running the Arduino
board on the MacBook Pro Laptop. This method would thereby provide the Arduino
board with its own power source, thus solving the previous problem. The MacBook Pro
laptop was then networked to the Mac Pro computer via an Ethernet cable. This process
worked sufficiently.

All wiring (for example sensors, speakers and computer wires) were taped together and
secured in an appropriate fashion, in order to prevent the occurrence of an accident.
Appropriate Health and Safety signs were also in place throughout the duration of the
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installation. Each morning and afternoon the installation was powered up and powered
down by myself, in order to save electricity and to prevent the risk of appliances
overheating.

In order to enhance the visitors experience and the installation as a whole, two
additional computers were set up within the exhibition space.

These computers

contained the complete archive of soundscape recordings and interviews taken
throughout the process of travel around Northern Ireland in the year 2009. Visitors
were provided with headphones in order to experience these works.

Figure 6.9: This image illustrates the layout of the
two additional computers.

The disassembly of this installation was scheduled for the afternoon of Saturday 2nd
April. However yet another hoax bomb was placed outside the courthouse on Friday 1st
April. This area was again cordoned off. Access to Bishop’s street was not granted
until 7:00pm on Saturday evening, however entry into the Verbal Arts Centre could not
be granted until Monday morning, resulting in the running (powered on) of the
installation all weekend. This installation was then dismantled on Monday 4th April at
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9.00am. Foyle Delivery collected and transported all equipment to the Foyle Arts
Centre, University of Ulster at 2:00pm.

Due to unforeseen circumstances (hoax bombs) the launch and running of this
installation would not have been possible without the physical and technological
support from a highly motivated team of individuals.

Analysis of Visitors’ Experience

The creation and design of Sensory North was enjoyed and appreciated by all visitors’.
The use of familiar locations in the design draws the visitors’ attention to their local
area, for example where they live or where they were born. It was interesting to note
that many friends and family members were quick to interact and hear the soundscape
familiar to their hometown and local community. The use of familiar locations therefore
makes this work more appealing to the visitor, evoking personal thoughts,
representations and memories in the listener’s mind.

The creation of a sound artwork using a design and means of interaction other than the
conventional mouse and keyboard creates the concern that visitors may not understand
how to operate the physical interface. The use of twenty seven (twenty six region)
sensors embedded within this map, in the shape of a foot/boot print clearly illustrates
and draws the visitor’s attention to the points of sonic information. The large number of
sensors in relation to the space available meant that visitors could not avoid walking on
them, allowing them to quickly work out the system’s mode of operation. Each visitor
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therefore naturally uncovered this sonic information by simply walking on the map.
Interaction within this space proved easy to learn.

The interactivity of this installation in the location provided, proved to be an engaging
way to uncover information, as visitors were encouraged to play and interact within
what is normally a quiet space. Each visitor was therefore encouraged to produce and
create sound within an exhibition space, prompting them to break away from everyday
rules and regulations. The creative design of Sensory North encouraged visitors of all
ages to physically engage with and explore the installation’s sonic information. Many
visitors were surprised to discover the difference and variance of soundscape
information throughout Northern Ireland, allowing them to reflect on the significance
and importance of our sonic surroundings.

A visitor to the installation, Tomas

McDermott, aged 62 left the following remark in Sensory North’s comment book:

From Down to Armagh, complete opposites in diction and inflection etc, with a distance of
100 miles. Shocking and thought provoking. Thank you (visitor Tomas McDermott).

The visitor Mahmoud Gomaa, aged 29 left the following remark:

It’s really amazing the way you collect all these voices, noises and points of view. I have
never been down the south of Northern Ireland, but your installation gave me an idea of what
it might be like there, also different accents from all over. Really good, well done (visitor
Mahmoud Gomaa).

It is evident that the installation encouraged members of society to question the meaning
and importance of sound in their everyday lives, evoking cultural, regional, traditional
and site-specific sonic information. Many people within the exhibition space (entrance
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hall of the Verbal Arts Centre) began to engage in conversation and discuss their
personal experiences of the installation.

Enthusiastic conversations regarding the

purpose, meaning, and intent of the installation were had by groups of visitors. We
must not disregard the importance of such conversations, as through the use and
experience of Sensory North, visitors began to think about and consider the importance
of sound.

From such conversations it also became evident that prior to the launch of the
installation, many visitors (especially those of the older generation) were unsure as to
what to expect on arrival, due to the fact that many visitors had not previously
experienced an interactive sound installation and were therefore unsure as to the format
the installation would take. Feedback and discussion with such visitors established that
expectations were met to the highest of standards and that their level of engagement was
beyond what they had anticipated.

The Verbal Arts Centre did prove in many ways to be both beneficial and inappropriate
for the exhibition of Sensory North; for example, the entrance hall provided the
opportunity to present the installation to all guests, thereby generating an increased
interest and number of visitors to the installation, on the other hand, on many occasions,
especially during periods of heightened activity within the Centre, disturbances to the
installation occurred. This was due to the overspill of ambient sounds from the café
located on the balcony above the installation space, as the sound of doors opening and
closing, people talking, cutlery being used and the ring of the cash register could be
heard. At times sounds also resonated throughout the entrance hall space, such as the
ring of the receptionist’s telephone and the patter of feet as employees walked through
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the entrance hall.

During times of heightened activity this location proved to be

inappropriate for the exhibition of Sensory North, as the visitor was not provided with
the opportunity to become fully immersed within the installation. It is for these reasons
that future exhibitions of the installation will be located within a more suitable space.
Also the location of Sensory North during a week of increased terrorist activity within
the town centre of Derry~Londonderry caused a lot of unforeseen problems, as many
people who had planned to visit and experience the installation on the afternoon of
Friday 1st April and morning of Saturday 2nd April were unable to do so.

On average visitors spent 10 to 20 minutes experiencing the interactive installation and
additional archive soundscape recordings (situated towards the side of the room). They
were impressed with the design, layout and engagement with the methods of facilitating
discovery of information, as visitors were encouraged to participate, experience and
become emotionally involved within the installation as a whole. This is evident as
within Sensory North’s comment book, Paul McKevitt (aged 47), Professor of Digital
Multimedia, at the University of Ulster, referred to Sensory North as an: ‘ExcellentImagineering audio experience!’ Katsuyuki Shibata (aged 67), Professor of
Mathematics and Information Science at Fukuoka University and Professor Emeritus at
Saitama University, Japan, left the following remark: ‘Surprising masterpieces of sound
art’. Further remarks written within Sensory North’s comment book were as follows:

Very theraputic. Good for the soul- for someone who has forgotten how to be still (Jennifer
Neff, age 35).
Deadly- congratulations this is excellent (Helen Earley, age 35).
Very engaging and professional (Brendan McCloskey, age 48).
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Sensational Sensory North! A reverie of the ebb and flow of sound. Magic (Jaci Wilde, age 61).
Very unique, creative, inventive idea.

Appeals to all ages, tourists and locals.

Very

informative of Northern Ireland. You can “hear” what Northern Ireland is like rather than see
with your eyes, you see with your ears (Stephanie McClure, age 27).
Gave me an idea of what it might be like to be blind, to rely only on your hearing senses!
Amazing how different one location can sound to another. Excellent work, well done! It really
highlights all the diversity out there- from one accent to another (Colleenrose McCabe, age
25).

Evaluation of Sensory North

Throughout the creation and installation of Sensory North, the role of the artist as author
is apparent, as all aspects of design, layout, format and construction were controlled and
determined by the artist myself. The utilisation of various forms of digital technologies
were used to enhance visitors’ knowledge, creating a unique, enjoyable and exciting
way in which to experience information. Although the implemented design was not the
preferred (due do financial restraints), the wooden frame did however serve its purpose
and was aesthetically pleasing. The size of the installation 3x3 metres was excellent as
it allowed visitors’ to walk within the installation space. However, the 3x1 metre
frames were very difficult and heavy to transport adding to further transportation costs.
The large number of wiring involved in the installation set-up proved difficult, fragile
and very time consuming, requiring a lot of concentration and patience. It is for this
reason that in future set-ups I would consider the use of a ZigBee Board116 and wireless
sensors, as this would save a lot of time, effort and frustration.

116

‘ZigBee offers green and global wireless standards connecting the widest range of devices to work together

intelligently and help you control your world’ (ZigBee Alliance). Using a wireless network, the artist is able to
control and manage the operation of wireless sensors.
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The importance of listening to and enjoying our surrounding sonic soundscape was
portrayed throughout the installation, causing many visitors to question their
knowledge, understanding and personal attentiveness to sound in the world today. The
sonic information portrayed throughout the twenty-six montage soundscapes was of a
high quality and in the artists perspective were representative of that location, space and
time. Each sound incorporated within the relevant montage soundscape was carefully
and meticulously chosen by the artist, evoking cultural (and sound) activity within that
location.

David Stubbs states that: ‘the arts must be morally improving- you must

come out of them a marginally better person than you entered them. A little more
educated, a little more spiritually uplifted, a little fitter for life’s purpose’ (Stubbs
2009:129). The presentation of sonic information in relation to Northern Ireland and the
advancement of knowledge generates such personal developments.

The decision to locate the installation in the entrance hall of the Verbal Arts Centre was
a conscious effort to bring the artwork to the heart of the local community. Personal
invitations to attend the launch of Sensory North were sent to local businesses, press, art
organisations and community representatives. Invitations were also sent out to all
individuals, organisations and tourist attractions, which kindly granted permission to
record, as without them this project would not have been possible. The large turnout of
visitors on the opening night of the installation was very pleasing, further demonstrating
the amount of public interest and curiosity in this work.

Sensory North is therefore a meaningful, thought provoking, engaging and memorable
installation, portraying the importance and divergence of regional soundscapes across
Northern Ireland.
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Chapter 5
Commercialisation of Auditory Geographies of Northern Ireland

Having completed the sonic ethnography of Northern Ireland and the subsequent sound
installation Sensory North, it was now important to carryout an analysis of the creative
industries sector in order to determine if a commercial application of this research
should be explored. The meaning and importance of creativity and commercialisation,
the impact and consumption of technology, and thus the creative industries sector (its
increasing reliability, implications and the effects which it incurs in relation to public
consumption and spending habits) will be examined.

Global Cultural Economy

The sonic cultural information portrayed in my practice highlights its importance across
the arts. The manner in which this research was conducted holds strong implications for
an analysis of a new global cultural economy and thus the potential creation of a
commercial application of findings of this research. According to Arjun Appadurai
technological advancements and innovations over the past century have brought about a
new form of analysis in relation to the new global cultural economy, which:

Has to be seen as a complex, overlapping, disjunctive order that cannot any longer be
understood in terms of existing centre-periphery models, (even those that might account for
multiple centres and peripheries). Nor is it susceptible to simple models of push and pull (in
terms of migration theory), or of surpluses and deficits (as in traditional models of balance and
trade), or of consumers and producers (as in most neo-Marxist theories of development)…
The complexity of the current global economy has to do with certain fundamental disjunctures
between economy, culture, and politics that we have only begun to theorise (Appadurai
1996:32-33).
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In order to explore such disjunctures, five key dimensions in relation to ‘global cultural
flows’ (Appadurai 1996:33), as stated by Appadurai must be examined. These global
cultural flows are termed: ‘ethnoscapes, mediascapes, technoscapes, financescapes and
ideoscapes117’ (Appadurai 1996:33). It is interesting to note that this research stresses
each of these different streams or flows (ethnoscapes, mediascapes, technoscapes,
financescapes and ideoscapes), highlighting cultural information across Northern
Ireland.

Appadurai refers to the term ethnoscape to signify the:

Landscape of persons who constitute the shifting world in which we live: tourists,
immigrants, refugees, exiles, guest workers and other moving groups and individuals which
constitute an essential feature of the world and appear to affect the politics of (and between)
nations to a hitherto unprecedented degree (Appadurai 1996:33).

This artistic research and thus its extensive archive of soundscape recordings from
across Northern Ireland, clearly portrays the movement of tourists and immigrants both
living in and visiting Northern Ireland. For example the soundscapes ‘Belfast Spring
Market118’ and ‘Carrick-a-Rede Rope Bridge119’ clearly portray the movement of
tourists visiting (for both leisure and business purposes) Northern Ireland.

117

‘The suffix –scape allows us to point to the fluid, irregular shapes of these landscapes, shapes that characterise

international capital as deeply as they do international clothing styles. These terms with the common suffix –scape
also indicate that these are not objectively given relations that look the same from every angle of vision but, rather,
that they are deeply perspectival constructs, inflected by the historical, linguistic, and political situatedness of
different sorts of actors: nation-states, multinationals, diasporic communities, as well as subnational groupings and
movements (whether religious, political, or economic), and even intimate face-to-face groups, such as villages,
neighbourhoods, and families’ (Appadurai 1996:33).
118

See flash drive, Belfast, Belfast Spring Market.
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Appadurai employs the term technoscape, to highlight: ‘the global configuration, also
ever fluid, of technology and the fact that technology, both high and low, both
mechanical and informational, now moves at high speeds across various kinds of
previously impervious boundaries’ (Appadurai 1996:34). Within my research, the vast
archive of soundscape recordings from across Northern Ireland, distinctly portrays
technological advancements in the local economy. A clear example of this an be heard
in the soundscapes ‘Tayto Factory120’ and the ‘Tyrone Crystal Factory121’ wherein
modern technology and machinery is now utilised in order to perform tasks which were
once manually carried out.

The collection of materials was also grounded in

technological advancements as technology was utilised to record, edit, produce and
exhibit this research in an artistic, innovative and original manner.

Cultural spending habits (financescapes) in relation to Northern Ireland were also
portrayed within this research, as the soundscapes of all town centres and shopping
centres reveals financial spending habits within that area. An example can be heard in
the soundscapes, ‘Ernside Shopping Centre122’ and ‘Bow Street Mall123’. The potential
production of a commercially viable and accessible product from my findings further
enhances this ‘cultural flow’, providing a financially viable product to be distributed
throughout the market place. In relation to my own spending, financial implications
were also pertinent throughout all aspects of my research, as various decisions were

119
120
121
122
123

See flash drive, Moyle, Carrick-a-Rede Rope Bridge.
See flash drive, Armagh, Tayto Factory.
See flash drive, Dungannon, Tyrone Crystal Factory.
See flash drive, Fermanagh, Ernside Shopping Centre.
See flash drive, Lisburn, Bow Street Mall.
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taken in relation to financial implications, such as the use of a wooden structure rather
than the material Lexan in the installation Sensory North.

My findings also highlight and draw upon the cultural flow, mediascapes, as termed by
Appadurai.

Mediascapes refer to both the distribution of the electronic capabilities to produce and
disseminate information (newspapers, magazines, television stations, and film-production
studios), which are now available to a growing number of private and public interests
throughout the world, and to the images of the world created by these media (Appadurai
1996:35).

This research centred on the dissemination of cultural information by use of electronic
forms, for example, the creation and dissemination of both the archive of soundscape
recordings and the installation Sensory North.

Finally ideoscapes are, according to Appadurai: ‘often directly political and frequently
have to do with the ideologies of states and the counterideologies of movements
explicitly oriented to capturing state power or a piece of it’ (Appadurai 1996:36).
Throughout this research ideologies in relation to cultural beliefs across Northern
Ireland (for example, Catholic and Protestant) have been identified and explained in
order to aid understanding.

It is clear that this submission (Auditory Geographies of Northern Ireland) addresses
each of these five key dimensions in relation to global cultural flows, as suggested by
Appadurai, highlighting the importance and significance of this research in relation to
cultural information across Northern Ireland. In order for the findings of this research
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to have maximum impact, it is important that this information is widely available to
members of the public, thus suggesting that a commercial application of this research
might be beneficial. In order to determine if a commercial application of this research
should be created it is vital that commercialisation of creative product and the impact of
new technologies on the creative industries sector are examined.

Creativity as Commercial Agenda

Creativity is embedded with place, not space. It is ‘about repurposing, subverting, and
improving what is already there’ (Rennie 2005:42). Taking the roots of our heritage,
knowledge, culture and topographical understanding to create a product or service,
which dramatically tests all previous forms of possibility. John Howkins states that all
new ideas must be:

Personal, original, meaningful and useful (POMU).

According to this, painting a canvas,

inventing a new gadget, solving traffic congestion and enabling black and ethnic people to
participate fully in an economy are- or can be- equally creative.

Of course, this kind of

creativity has no commercial value. That comes later if- and only if- the creative idea leads to
or enhances a commercial output with a commercial value (Howkins 2005:118).

Creativity is not a new concept; it has been around since time began. It must be
considered not as an abstract but as a construction, embedded by the cultural, political
and social situation, thus providing a context in which real creativity can take place.
The theorist Richard Florida has however, encouraged creativity over the last ten years
with his concept of the ‘Creative Class’.

Florida (in Hartley 2005:2) states ‘the

Creative Class will dominate economic and cultural life in the century to come, just as
the working class predominated in the earlier decades of the twentieth century and the
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service class did in the later ones’ (Hartley 2005:2).

Florida has encouraged the

creation of a ‘new’ creative economy, whereby people have begun to create ‘so called’
creative spaces. Examples of this can be found in the Craft Village in the centre of
Derry/Londonderry and the Cathedral Quarter in the centre of Belfast. In this sense
Florida is encouraging us to approach creativity from the ‘top down.’ However the
problem here lies in the fact that buildings and spaces are not creative in themselves nor
in the sense of the creative economy discourse. As early as 1961, Raymond Williams in
‘The Long Revolution’ was developing his iconic definition of creativity as the
everyday lived experience which the artist turns into something we share with other
people:

The artist shares with other men what is usually called the “creative imagination”: that is to
say, the capacity to find and organise new descriptions of experience. Other men share with
the artist the capacity to transmit these descriptions, which are only in the full sense
descriptions when they are in a communicable form. The special nature of the artist’s work is
his use of a learned skill in a particular kind of transmission of experience… the transmission
of valued experience (Williams 1961:42).

It is only through these everyday lived experiences, which focus on the social, political
and cultural situation, by which real creativity can take place. For example the works of
James Young ‘Our Jimmy’124 are a symbolic act of creativity, focusing on the political
situation of Northern Ireland, during the times of the troubles. Young focused on the
situation at hand and developed it from the bottom up, creating characters, which the
people of Northern Ireland could relate to, such as ‘Orange Lil’, ‘Derek the Window
Cleaner’ and ‘Mrs O’Condriac’. Examples of the work of James Young ‘Our Jimmy’

124

James Young was an actor and comedian from Northern Ireland.
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can be found at the video sharing website http://www.youtube.com. As sound artists, it
is important that all creative work is embedded with these everyday lived experiences.

Consumption of Technology in Society

Whilst we have seen that the uses of technology and the utilisation of interactive
communications are increasingly playing an important role in what might be termed the
‘art’ sphere, we must however question their more general impact on society and what
has become known as the Creative Industries.

Whilst we are becoming more

technologically equipped, with the availability of super fast fibre optic broadband, and
3G smartphone technology, the reliability of such technologies has progressively altered
the way, in which societies communicate and interact within the commercial space.

Ofcom’s annual review ‘The Communications Market Report (Northern Ireland) 2011’
details the increasing rise in consumption of technological communications and
broadband penetration across Northern Ireland. ‘Since 2007, broadband penetration in
Northern Ireland has risen from 45% and now stands at 75%, making Northern Ireland
second only to England among the UK nations for broadband take-up’ (Ofcom 2011:1).
Increased market competition from broadband providers such as: BT, Sky, Virgin
Media, O2 and Talk Talk, has resulted in a significant decrease in monthly subscription
tariffs for home broadband.

For example the company Talk Talk, provide home

broadband for as little as £3.25 per month. This affordable price has increasingly
influenced the uptake of home broadband, as households with a low income can now (in
some cases) afford this monthly tariff. The increasing availability of super fast fibre-
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optic broadband has also influenced this increase in broadband take-up, providing a fast
and reliable service to many homes and businesses.

Eighty-one percent of homes in Northern Ireland are connected to a Fibre-to-the-cabinet
enabled exchange- significantly above the UK average of 23%.

1700 cabinets have been

upgraded with fibre-to the-cabinet and that number is due to grow to almost 2500 by next
year, giving 88% of the population access to super-fast broadband (Ofcom 2011:8).

Broadband penetration is continuing to grow each year, influencing society and their
means of communication, retail purchasing, entertainment and education. The use of
the Internet to purchase goods and services is becoming increasingly popular and more
secure with the use of financial e-commerce businesses such as PayPal. Shopping
online for all forms of goods and services, such as clothes, furniture, flights, car and
household insurance, has become easier, faster and more reliable, creating a paradigm
shift in which societies choose to purchase many goods and services.

How the Internet is used in Northern Ireland is changing.

For example, use of social

networking has doubled since 2008, with 47% of people now using these sites. People in
Northern Ireland are also increasingly going online for everyday needs and tasks. Forty-one
per cent watch TV online, up from 32% in 2008. Fifty-one per cent use Internet banking sites
and 32% use the Internet to access information on health-related issues, a significant rise of 15
percentage points since 2010 (Ofcom 2011:1-2).

The use of communication forms and social networking sites such as email, Twitter and
Facebook, have become an accepted and reliable form of communication and social
exchange throughout society.

The use of social networking sites increased by eleven percentage points between 2010 and
2011 (when it was used by 63% of broadband users- marginally above the UK average of
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60%). This equates to almost half of all consumers in Northern Ireland (47%) visiting such
sites, the majority doing so on at least a weekly basis (Ofcom 2011:31).

The watching of audio-visual content over the Internet also continues to be popular
throughout Northern Ireland, ‘with four in ten homes watching services such as BBC
iPlayer, 4oD and ITV Player. Eleven per cent of homes use the Internet to listen to the
radio, broadly in line with the UK average (14%)’ (Ofcom 2011:31). Such statistics
portray an increase in the reliance of the World Wide Web and its execution of
everyday activities.

Ofcom’s market research report relating to that of the uptake of mobile phones shows
that:

Over nine in ten adults in Northern Ireland use a mobile phone (92%), on a par with the UK
(91%)- an increase of 4 percentage points year on year. Furthermore, 65% of Northern

Ireland

residents use pre-pay mobile. While this figure has fallen over time (from 73% in 2007), it is
still well above the UK average of 50%. The report measures smartphone ownership for the first
time, and shows that almost a quarter of Northern Ireland’s residents claim to own a smartphone
(Ofcom 2011:1).

This increase in mobile phone communication, particularly in terms of the smartphone
has greatly influenced the way in which we as a society communicate and interact
throughout our everyday lives.

Three in ten (29%) consumers in Northern Ireland now say that somebody in their home uses
their mobile phone to access data services (internet, emails, web-enabled apps etc.), with this
figure increasing by eight percentage points since last year. In comparison, a third of UK
consumer’s access data over mobile, an increase of nine percentage points last year. This
rapid growth has been driven by the fast-increasing popularity of smartphones (Ofcom
2011:31).
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The use and creation of smartphone technology has enabled society to download webenabled applications to enhance their everyday experiences. Many applications are
beneficial to the functioning of our everyday lives, such as Internet banking applications
(examples include: ‘Ulster Bank’, ‘Northern Bank’ and ‘Halifax’s’ mobile banking
service), providing a fast, easy and secure way to manage your money. We can stay-up
to date with current affairs with newspaper applications such as ‘The Guardian’, we can
find our way to an unknown destination with the help of navigation applications such as
the ‘AA Route Planner’. We can stay connected and share information with our friends
and family with applications like ‘Facebook’ and ‘Twitter’ and we can entertain
ourselves with game applications such as ‘Angry Birds’, ‘The Sims’ and ‘Monopoly’.
All of these applications can be utilised anytime, anywhere through the use of 3G
technology. The effect and dependence of such applications is portrayed in Apple’s
2011 statistics with ‘425,000 applications in the Application (App) store, 90,000 of
which are for the iPad, with a total of 14 billion applications downloaded’ (Tian 2011).
In relation to the iPad, Apple reported a total of ‘25 million sales in June 2011’
(Costello 2011). Also, ‘200,000 Google Android applications are now available in the
market place, with Android activations swelling to over 100 million worldwide (112
countries) on 215 carriers and 36 manufacturers’ (Demers 2011).

What these surveys and research illustrate is that we may be involved in a moment of
‘discontinuous change’. In other words while ‘change’ is a constant in contemporary
society, there are moments when the impact of particular agents, in this case mobile
technologies, provoke fractures125 after which the direction of growth of, for example,
the economy is shifted.
125

‘Possessing no Euclidean boundaries, structures or regularities’ (Appadurai 1996:46).
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Such change creates opportunities, as ‘individual consumers now have access to books,
films and music ever more cheaply, which in turn stimulates their demand and capacity
to enjoy creative and cultural offerings’ (The Work Foundation, NESTA 2007:21).
Creative individuals, businesses and companies have also benefited from such
technological advancements, providing opportunities to offer their creative products
through different channels, such as e-commerce and mobile web-enabled applications,
creating an innovative and interactive means of distribution.

The publication and

commercialisation of such artistic, creative work has encouraged the creativeness of
society as a whole, causing many consumers to become thinking, emotional and
creative beings, thereby enhancing the creative industries sector. It must be notated that
technology is a mere tool, which allows the creative individual/business to get their
creative idea out onto the market. The technology is of no consequence; it simply
allows us to bring our creative ideas to a wider audience.

Creative Work into Creative Industries

Art and thus creative work must not be place in a vacuum. We must consider our work
within the wider context of reality, consumption, and the global economy as a whole.
John Hartley in the ‘Creative Industries’ states:

Art needs to be understood as something intrinsic, not opposed, to the productive capacities
of a contemporary global, mediated, technology-supported economy. Both art and creativity
need to be looked for within the living practices of a multi-cultural, multi- valent population
that is neither aristocratic nor dumb (Hartley 2005:8-9).
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The conceptualisation of the creative arts and the commercialisation of the end result(s)
has now become considered and labelled as the ‘creative industries’.

The idea of the creative industries seeks to describe the conceptual and practical
convergence of the creative arts (individual talent) with Cultural Industries (mass scale), in the
context of new media technologies (ICTs) within a new knowledge economy, for the use of
newly interactive citizen consumers (Hartley 2005:5).

This concept of the ‘creative industries’ is a ‘product not of industry, but of history’
(Hartley 2005:5), evolving from the notions of both the ‘creative arts’ and the ‘cultural
industries’. This concept is encapsulated in the following illustration:

Figure 7.1: The Work Foundation, NESTA 2007:4
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The term ‘creative industries’ has emerged from this mix, exploiting the ‘fuzziness of
the boundaries between “creative arts” and “cultural’ industries”, freedom and comfort,
public and private, state-owned and commercial, citizen and consumer, the political and
the personal’ (Hartley 2005:18). Creative industries is therefore a term applied to the
commercialisation of creative work (arts) and its generating of monetary value. The
benefits of this are evidently depicted in the following example of the rebirth of the
popular TV series, Doctor Who.

More than eight years ago, BBC Wales were asked to reinvent the successful TV series
Doctor Who for the 21st Century. Contrary to belief the show was a huge success with
thirty million viewers drawn to their TV sets by its third series. The productions drama
studio, which is situated just outside Cardiff, is home to more than four hundred actors,
writers, designers, technicians and producers. The impact of such production had a
noteworthy influence on the creative economy, with a network production of more than
‘£50 million, with this money now being invested with a wide range of local businesses.
From costumiers and set builders, to prop suppliers and stage electricians’ (The Work
Foundation, NESTA 2007:12). The Welsh tourism industry has also benefited greatly,
as ‘Cardiff has seen a substantial rise in visitor numbers, with nearly 20 per cent saying
they are attracted to the city directly because of what they have seen on Doctor Who…
As a result, the Welsh capital recently broke into the top 10 of the UK holiday
destinations’ (The Work Foundation, NESTA 2007:12). It is evident therefore that the
effects of the creative production, Doctor Who have greatly benefited the wider society,
influencing and enhancing everyday life, generating monetary wealth, education and
employment to the surrounding area of Cardiff. This is only but one example of the
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benefits of Creative industries and its impact on wider society, sustaining and creating
employment, wealth and creative inspiration within the local economy.

The importance placed on the creative industries sector cannot be overstated, as during
the year 2007, the creative industries sector was comparable in size to the financial
services sector. Tessa Jowell states:

They now make up 7.3 per cent of the economy, and are growing at 5 per cent per year
(almost twice the rate of the rest of the economy). Including those working in related creative
occupations, the creative economy employs 1.8 million people.
The UK creative industries out perform every other European state and in the 21st
century they have moved to centre stage of the UK economy (The Works Foundation
2007:6).

Technological developments, such as the World Wide Web, 3G smart phone technology
and wireless connectivity, have developed a platform for creative individuals to
develop, exploit and commercialise their creative ideas, launching them into the creative
industries.

The use of interactive websites is another tribute to the bottom-up desire of millions of British
people not merely to interact, but to express themselves creatively- and in ways that are
beginning to impact on culture.
It is this demand that underwrites the growth of the creative industries, and provides
them the platform for a substantial international presence. The British are second only to the
Americans in a range of creative industries, including television, music, advertising,
publishing and computer software, while our presence architecture, film and design is scarcely
less formidable (The Work Foundation, NESTA 2007:18).

Each item (whether it be a product or service, for example) produced through the
creative industries should generate new insights, delights and ideas; they should
generate experiences, stimulate our emotions and add to existing knowledge. Such
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expressive value can be generated from a range of software programmes, for example,
the playing of a computer game. Creative Industries therefore applies to the
commercialisation of expressive value:

Increasingly consumers identify being part of a “staged” experience as contributing to their
satisfaction in spending...The quality and energy of the creative industries provide templates
for creatively developing such experiences and a flow of skilled people to migrate into the
wider economy who know how to mount them. There is some evidence that innovation and
creativity in the wider economy is stimulated by the creative industries in this way (The Work
Foundation, NESTA 2007:22).

Consumer spending habits are therefore beginning to satisfy more psychological and
emotional needs, as experiences are beginning to replace goods and services,
stimulating and inspiring our creative senses, augmenting our creative abilities. In
relation to the playing of computer games, Jane McGonigal highlights this, stating that
interactivity and thus games:

Enrich us with intrinsic rewards. They actively engage us in satisfying work that we have
the chance to be successful at. They give us a highly structured way to spend time and build
bonds with people we like. And if we play a game long enough, with a big enough network of
players, we feel a part of something bigger than ourselves- part of an epic story, an important
project, or a global community (McGonigal 2011:50-51).

Thus consumer practice is more expectant than ever, as we require inspiration,
stimulation and ways in which to generate further knowledge and understanding.
Evidence of this can be found in the following consumer products, for example:

Apple’s iPod; video on demand; internet shopping; the personalised car; designer clothing;
experience- intensive holidays; online banking; and many other forms of economic activity
are supply responses to articulate discerning, better educated, richer and more demanding
consumers and citizen users. All are acts of innovative and creative origination anticipating,
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responding to or shaping demand from this new class of consumers (The Work Foundation,
NESTA 2007:17).

Until recently the measurement of the strength and impact of the Creative Industries has
been almost entirely economistic, usually expressed as a GDP percentage. However the
work of a number of leading economists and theorists has created a movement to devise
models for the measurement of the Creative Industries, aspects, which are not purely
economic.

Change in Conceptual Thinking in Relation to the Measurement of GDP and
Human Well-Being

Hence, a recent report126 requested by the President of the French Republic and written
by Joseph Stiglitz (President of the Commission), Amartya Sen (Advisor) and Jean Paul
Fitoussi (Coordinator) identified that command over resources and monetary value does
not provide (and cannot provide) an adequate assessment of human well-being. A
system solely based on GDP ‘similarly ignores that people with different characteristics
will have different capacities to transform income or wealth into actual well-being’
(Stiglitz 2009:143). Therefore economic performance and social impact should not be
valued on the amount of resources for example, cars, computer appliances and homes
available to an individual and thus society.

Within a creative society analysis of

economic and social impact, must centre on the influences of well-being and thus the
generation of a better ‘Quality of Life’. The impact of market production on personal
attributes, such as belonging, fulfilment, self-image, autonomy, feelings, emotions and
126

Stiglitz, J.E. et al. (2009) Report by the Commission on the Measurement of Economic Performance and Social

Progress http://www.stiglitz-sen-fitoussi.fr/documents/rapport_anglais.pdf
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the attributes to others, must be considered when analysing the impact of the creative
industries. For example:

How people spend their time and the nature of their personal activities matters for quality of
life, irrespectively of the income generated. The activities that people engage in have effects
on their subjective well-being, in terms of both their hedonic experiences and their evaluative
judgements (Stiglitz 2009:47-48).

The expressive value and thus the experiences generated throughout creative industries
are fulfilling genuine human needs, which the real world is unable to satisfy. Jane
McGonigal discusses this issue further, in relation to the playing of computer and video
games. Whilst focusing on the area of gaming, McGonigal’s theories and philosophies
relate to and are evident in all areas of the creative industries. ‘Games are providing
rewards that reality is not. They are teaching and inspiring and engaging us in ways that
reality is not. They are bringing us together in ways that reality is not’ (McGonigal
2011:4). Gamers experience feelings of power, purpose, engagement and exhilaration
when playing their favourite games. Such pleasures are experienced sporadically in the
real world, however ‘they experience them almost constantly when playing their
favourite games’ (McGonigal 2011:3). This is also true for users of all technological
resources, whereby the user is in charge, controlling all aspects of the interactive
environment. Such feelings of power, control and engagement were evident in the
installation Sensory North.

Interactive gaming environments push our emotional senses to extremes. Gamers, for
example, experience feelings of anger, happiness, success, motivation, companionship
and of course, fun. Evidence can be found in the installation, Sensory North, whereby
emotions of belonging and the evocation of past memories are encouraged. McGonigal
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affirms that game designers have adopted the Italian word fiero, meaning ‘pride’ to
describe an emotional high:

It is what we feel after we triumph over adversity. You know it when you feel it- and when
you see it. That’s because we almost all express fiero in exactly the same way: we throw our
arms over our head and yell… It is a rush unlike any other rush, and the more challenging the
obstacle we overcome, the more intense the fiero (McGonigal 2011:33).

Playing a game is therefore a distinctive way to construct experience and provoke
positive emotions. ‘It is an extremely powerful tool for inspiring participating and
motivating hard work’ (McGonigal 2007:33).

Games actively engage our brains; completing missions that we can in a sense win, and
thus have a chance to be successful at. In relation to Sensory North, encouragement was
provided by the fact that users were required to engage their brain, forcing them to
remember, consider and think about sound in a completely new and evocative manner.
Technology and thus games provide us with the opportunity to build up a network of
players, building relationships with other gamers, challenging one another, or helping
one another to complete an important mission, or task. Games therefore build and
develop social bonds and networks. ‘The more time we spend interacting within our
social networks, the more likely we are to generate a subset of positive emotions known
as “prosocial emotions” (McGonigal 2011:82). The more sociable we become the less
isolated we are, thereby helping us to combat the negative feelings of loneliness. In
relation to my own work, Sensory North encouraged social discussion and thought
amongst its users, within the Verbal Arts Centre. Research127 shows that ‘young people
127

‘Three scientific studies published in 2009 by a consortium of researchers from eight universities in the United

States, Japan, Singapore, and Malaysia studied the relationship between time spent playing games that require
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who spend more time playing games in which they’re required to help each other are
significantly more likely to help friends, family, neighbours, and even strangers in their
real lives’ (McGonigal 2011:113-114). In this sense games can therefore help us to
become more considerate in real life.

According to McGonigal, gaming also provides us with the potential result of
temporary failure.

This emotional fear decreases the more we play games, thus

improving our chances for success.

Learning to stay urgently optimistic in the face of failure is an important emotional strength
that we can learn in games and apply in our real lives. When we’re energised by failure, we
develop emotional stamina. And emotional stamina makes it possible for us to hang in longer,
to do much harder work, and to tackle more complex challenges.

We need this kind of

optimism in order to thrive as human beings (McGonigal 2011:69).

Games therefore help us to practice flexible optimism, an emotion which Randolph
Nesse, ‘a professor of evolutionary medicine at the University of Michigan, believes
that our happiness depends on, and has depended on it since the earliest days of human
civilisation’ (McGonigal 2011:70).

The simplest untested prediction is that depression should be common in people who are unable
to disengage from unreachable goals. Graduate students who are failing, and faculty who are
unlikely to make tenure, are obvious candidates for study, but other situations are far more
common—unrequited love, inability to get work, pursuing an elusive large life goal, or trying
to lose weight, stop using drugs, satisfy a fetish, be morally exemplary, get famous, or please a
critical parent. Ability to repress such wishes should prevent depression (Nesse 2000:14).

“helpful behaviour” and the “gamers” willingness to help others in everyday life. One study focused on children
aged thirteen and younger, another on teenagers, and the third on college students’ (McGonigal 2011:113).
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McGonigal claims that playing: ‘games…help put people back in control.

Real

gameplay is always by definition voluntary; it is always an exercise of our own
freedom. Meanwhile, progressing toward goals and getting better at a game instils a
sense of power and mastery’ (McGonigal 2011:149). In this sense, Sensory North
allowed users to relax and mentally transport themselves to a familiar place, creating a
memorable, and in many ways more preferable location.

Game playing also helps us in our methods of problem solving, presenting the gaming
problem in a multitude of compelling and intuitive ways. We are provided with a safe
and familiar environment to play out all possible solutions and the subsequent
consequences they incur. An un-sourced quote from Albert Einstein states: ‘games are
the most elevated form of investigation’ (McGonigal 2011:313). Game playing is a
collaborative analysis to solve an unknown puzzle/problem, which is why it is for this
reason, an elevated form of investigation.

Thus gamers should not feel any regret, spending so much time playing games, as they
have been building up a wealth of knowledge and virtual experience, which can teach
them more about themselves, helping them to interact and cope with real world
situations.

McGonigal states that there are a total of fourteen different ways in which games
optimise human experience, they:

1. Tackle unnecessary obstacles
2. Activate extreme positive emotions
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3. Do more satisfying work
4. Find better hope of success
5. Strengthen your social connectivity
6. Immerse yourself in epic scale
7. Participate wholeheartedly wherever, whenever we can
8. Seek meaningful rewards for making a better effort
9. Have more fun with strangers
10. Invent and adopt new happiness hacks
11. Contribute to a sustainable engagement economy
12. Seek out more epic wins
13. Spend ten thousand hours collaborating
14. Develop massively multiplayer foresight. (McGonigal 2011).

Optimising Human Experience in Sensory North

From an analysis of the above criteria, it became apparent that Sensory North fulfilled
eight out of fourteen experiences. These were as follows:

1. Tackle unnecessary obstacles- In order to protect the vinyl map and to increase
stability and strength, visitors were required to remove their shoes before stepping onto
the installation. This decision created a heightened ‘playful’ experience, as visitors
were breaking away from the normal conventions of the exhibition space.
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2. Activate extreme positive emotions- Feelings and emotions were stimulated in
Sensory North, as many soundscapes reminded visitors of their childhood, generating
positive emotions of happiness and contentment.

5. Strengthen your social connectivity- Social liaison between visitors was encouraged
throughout Sensory North, as private discussions regarding the installation took place
throughout the room.

6. Immerse yourself in epic scale- The use of an eight channel speaker array for the
effective use of panning sounds around the installation space created an immersive
environment, aurally transporting and immersing the visitor within that given time and
place.

7. Participate wholeheartedly wherever, whenever we can- The layout and design of
Sensory North and the requirement to remove all shoes, meant that visitors were
presented with the option to participate and interact wholeheartedly within the
installation space, exploring the space at their own will. Most visitors took time to
explore the installation space, listening to most if not all twenty-six soundscapes.

9. Have more fun with strangers- The interactive nature of Sensory North allowed
visitors to have fun, relax and enjoy themselves, solely and with other people.

10. Invent and adopt new happiness hacks- Again relating to the fact that visitors were
required to remove their shoes; a ‘playful’ atmosphere was created, encouraging visitors
to ‘play’ within the space, triggering sensors at their own free will.
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12. Seek out more epic wins- The delivery of understanding and knowledge in relation
to sound throughout Northern Ireland, forced visitors to think about and question sound
in a completely new and evocative manner. Thereby each visitor gained valuable
knowledge and understanding through their experience of the installation, creating a
spark of passion to learn and develop their knowledge further.

From this analysis it became evident that there was enough substantial criteria to
commercialise aspects of this research (Auditory Geographies of Northern Ireland),
thus displaying the importance of this research to a larger market audience.

Commercialisation and Future Development of Auditory Geographies of Northern
Ireland

Moving the work from the sector of the creative arts into the creative industries, a
commercial product derived from my research findings was created. Having considered
the options in great detail, I decided to create an Adobe Flash version of my installation
‘Sensory North128’.

128

See flash drive, Flash Application, Flash App Large VHQ.html
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Figure 8.1: Screen One

Figure 8.2: Screen Two
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Figure 8.3: Screen Three

This application is displayed on a computer monitor, saving a lot of time (set-up time)
and installation space. As you can see there are three screens; the first screen is the
home menu screen, allowing the user to enter and start the application; the second
screen informs the user of how to operate the application (by clicking on one of the
areas locations) and finally the third screen allows the user to operate and play the
application. This application works by simply clicking on one of the blue circles in
each of the twenty-six sonic regions. When the user clicks on an area, for example,
Antrim, the circle turns green to visually inform the listener that the Antrim soundscape
is currently playing. As with the large-scale installation, when the user clicks on
another area for example, Magherafelt, the previous soundscape composition will
immediately fade out and the Magherafelt soundscape will fade in. This application
provides a cost efficient method of distribution of contents of the installation to
members of the general public. The main purpose and inspiration for the creation of
this application is to teach, inspire, engage and influence members of the general public,
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encouraging them to consider the importance of their sonic environment. The
experience of using this application will for the user generate many thoughts and ideas,
whilst also, as highlighted by McGonigal, fulfil many individual needs, for example:
emotional needs (reminding them of a loved one); psychological needs (forcing them to
confront their negative associations of silence and noise); educational needs (educating
them regards the sonic surroundings and the subsequent accents dispersed throughout
Northern Ireland) and personal needs (users will be reminded of many personal
thoughts and memories). This application has generated a lot of interest on behalf of
local businesses and community organisations.

Discussions regarding the

commissioning of this work are currently ongoing with the National Trust. This would
provide an excellent means of dissemination, as this application would be displayed in
National Trust properties and locations across Northern Ireland. This application is also
an informative tool for tourists visiting Northern Ireland, informing them of social,
cultural and historical landmarks within each of the twenty-six sonic regions. The
commissioning of this work would allow the general public (and tourists) to hear and
experience this application.

Over the next few years a strong focus will be placed on the development of my work to
produce a mobile phone web-enabled application (such as an iPhone app). It is evident
from the statistics above that this is a growing market, developing a platform for many
creative individuals to develop, exploit and commercialise their creative ideas. Many
thoughts and ideas regarding the form, layout and design of an application have been
discussed. Focus will be placed on the emphasis and importance of listening to our
sonic environment, generating further interest in this subject area, whilst encouraging
the public to become more involved in the process of creativity. This will be a fun and
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easy application to use. At present three separate ideas for an application have been
considered, these are as follows:



Idea 1: This application will consist of a large sound bank whereby users are
encouraged to match pre-recorded soundscapes to their correct location. This
application will require the user to think back to sounds they can remember and
have heard around each location in question.



Idea 2: This application will encourage users to upload their personal sound
recordings to a world map. Three main categories are in place (which will be
positioned towards the side of this world map, these are:
1. Soundscape recordings- sounds of the street, community sounds, and
local attractions.
2. Accents and dialects- local accents and dialects from around the world.
3. Music- local musicians and bands- (for example a user could upload a
sound recording of a band which they heard in their local public house.
This would be an excellent method and form of publicity for such
artists.

Using the graphical positioning application on all smart phones, this
application will be able to pin point where the soundscape was recorded and
uploaded. (Pinhead symbols will be used to indicate where a sound recording
was taken). To hear a sound, the user will click on the appropriate category
(soundscape recordings, accents and dialects or music) and click on a pinhead
relevant to the location which they wish to hear.

This application will
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provide an online archive of sounds around the world, creating an excellent
research tool for all users. All sounds in this application would be monitored
and regulated to ensure validity.



Idea 3: This application advances the use of idea 2, providing a tailgate product.
Again using the graphical positioning tool on all smart phones, determining the
X/Y coordinates of the sound recording, this advancement phase will be able to
determine the exact angle, side of the street and the precise direction in which
the sound recording was taken.

Using the same principles as Microsoft’s

‘Virtual Earth’ (3D photos created using uploaded pictures), this application
phase will contain a 3D map, incorporating all uploaded sound recordings.
Collectively using various sound recordings and their graphical (X/Y)
coordinates this application will be able to merge various soundscape
compositions to create a 3D sound map. This means that, using a finger the user
will be able to zoom into the world map, and walk down a street and hear the
sounds relevant to that street. By tapping on a concert hall, for example, users
will be able to hear sound clips of bands which recently performed in this space.
This is an excellent tool for people who are visually impaired, as before
travelling to a certain location or street, visually impaired users will be able to
log into this application and hear the sounds which they should expect to hear in
that location, warning them of the various dangers within that area, such as
construction work and traffic.

The launch of a product into the creative industries space will enable this work to
develop in numerous ways, generating multiple experiences for the consumer,
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generating a greater knowledge and understanding in relation to sound and the
importance of listening to the world around us.
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Conclusion

This research and practice aimed to:
1.

Interrogate the origins of new media technologies, in order to
determine if there are implications in relation to sound technology
(chapter 2).

2.

Record and archive the sonic ethnography of Northern Ireland
(chapter 3)

3.

Establish a relevant form of creative exhibition best suited for public
exposure (Sensory North), whilst developing a commercial application
of the research (chapters 4 and 5).

An investigation of auditory technologies of the past, such as the telephone,
phonograph, tape recorder and radio, illustrated the importance of sound confirming that
the origins of new media lie solely in the realisation of auditory technologies of the past.
Through its investigation, this research exemplified that each of the following terms
commonly associated with new media today has its birth in the realisation of auditory
technologies: interactivity, immersion, telepresence, cyber-space, three-dimensional and
virtual reality. It became evident that Sigmund Freud’s studies in relation to telepathy
were first realised through the use of telephonic communication, as Freud linked
telepathy with telephony, viewing the latter as medium for the transmission of the
former.

Similarly the phonograph invented in 1877 encouraged the belief of

teleportation, with its potential to transport our minds to the origin of the projected
sound.

The importance of this analysis (conducted in chapter two of this thesis)

demonstrates that with the emergence of auditory technologies (such as the telephone,
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phonograph, tape recorder and radio; as early as 1876), theorists, inventors and even
citizens were beginning to reveal new lines of thought in relation to telepathy,
teleportation, and a transference through three spaces, thus forming a clear foundation
for future media developments; such as virtual reality and the use of sensory controllers
for example. Virtual reality (the idea of becoming immersed in a stimulated world) and
the use of sensory controllers have become a popular form of control and manipulation
for many computer game users’ today, providing a higher level of interactivity, as the
user’s perception changes from simply ‘looking at’ to ‘being in’. An excellent example
can be found in the Nintendo Wii and Xbox 360, Kinect, where the user is the
controller; providing a heightened user experience, interactivity and full-body
immersion. This level of interactivity, immersion and the use of sensory controllers
influenced the creation of the installation Sensory North. The use of an eight-speaker
array (to sound each soundscape) was chosen as it provides a more immersive
environment, surrounding the user with the sounds of the location in which they are
standing, immersing them within that time and space.

The triggering of sensors

throughout the installation space also provided an interactive environment, in which the
user/visitor had complete control. The use of an interactive and immersive installation
(Sensory North) provided a suitable form of exhibition and illustration of sound and its
representation of culture throughout Northern Ireland.

The creation and influence of auditory technologies of the past (telephone, phonograph,
tape recorder and radio) also influenced the way in which society began to accept and
hear sound. An expansion of the sonic palette occurred as composers, musicians and
philosophers began to embrace all traits of sound; those sounds which originally would
not have been considered, such as silence and noise. As a result all aspects of sound
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have become relevant, as composers, such as Christian Marclay, Milan Knizak and
Yasunao Tone, for example, stripped away the conventional boundaries of the past,
providing independence and freedom to all sound. An acceptance and open mind to all
sound (and art) therefore occurred, providing a greater appreciation and understanding
of sound, art, installation and design. This increase of acceptance, understanding and
open mindedness was influential to the success of Sensory North and to that of visitors
enjoyment and understanding, allowing visitors to appreciate the importance of this
work, as the soundscapes of Northern Ireland incorporate all sounds throughout our
natural sounding environment (for example the city streets and tourist attractions).

The process of recording 196 soundscape compositions, 28 cultural and town interviews
and the creation of the 26 montage soundscapes for the purpose of exhibition were
imperative to the success of this research. As it was impossible due to timing, financial
constraints and to the impossibility of recording the entire sonic ethnography of
Northern Ireland, this research presents a record and archive of (what I feel is) a fairly
representative set of examples. The decision to record in particular locations was taken
due to their cultural, social, historical and traditional importance throughout Northern
Ireland. A strong focus was placed on the recording and archiving of cities, town
centres and tourist attractions. Many tourist attractions where situated in rural locations,
for example: Ness Woods129, Sperrin Mountains130, Killeter Forest131, Sloughan Glen
Waterfall132, Florence Court133, Tickety Moo134 and The Jungle135. The recording and

129
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See flash drive, Derry, Ness Woods.
See flash drive, Strabane, Sperrin Mountains.
See flash drive, Strabane, Killeter Forest.
See flash drive, Omagh, Sloughan Glen Waterfall.
See flash drive, Fermanagh, Florence Court.
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archiving of these rural locations as well as that of urban town centres provided a
suitable representation of both urban and rural soundscapes across Northern Ireland.
These rural locations (in terms of recording and editing) were treated with the same
importance to that of urban locations and are incorporated within the Montage
soundscapes for each sonic region, thus providing a suitable balance between urban and
rural representation. The creation of a pre-recording itinerary was beneficial as it
clearly displayed locations to be recorded and archived each day.

As expected,

alterations were made to this itinerary during the recording process as various
unforeseen circumstances prohibited recording, whilst the recording of several locations
took longer (and in some cases shorter) than expected. As I was travelling to and from
each location, several rural areas which I was driving past caught my attention, for
example, Clogh Ogham136 and Creggandevesky Court137 in Omagh, it is also for these
reasons that a post recording itinerary was therefore documented (appendix 6).

The recording of both private and public soundscapes was also carried out, as the
interviewing of citizens on the streets of Northern Ireland, members of the Ulster Scots
Agency and The Orange Order (in their private homes and workplaces) was carried out.
These cultural and town interviews were conducted in order to prompt citizens’
perspectives in relation to sound, culture and identity throughout Northern Ireland. The
purpose of interviewing both members of the Ulster Scots Agency and The Orange
Order, to enquire as to the importance of sound within their institution was taken, as
both organisations are influential in terms of cultural preservation throughout Northern
134
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See flash drive, Fermanagh, Tickety Moo.
See flash drive, Magherafelt, The Jungle.
See flash drive, Omagh, Clogh Ogham.
See flash dive, Omagh, Creggandevesky Court.
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Ireland. These interviews provided a greater insight and awareness of sound, cultural
and accentual differences throughout Northern Ireland during the process of recording.
From conducting these interviews I became aware of the Ulster Scots accent and the
words and phrases that this dialect uses. As a result from simply listening to the local
people’s accents, I was able to identify a strong Ulster Scots influence in the areas of
Ballymoney, Ballymena and Kilkeel. The importance of this accent and the cultural and
traditional connotations that it implies was therefore highlighted throughout the areas
soundscape(s). The position of these interviews within the sonic archive of Northern
Ireland served as preliminary contextual work rather than an extensive survey. It must
be notated that all areas of this research were conducted in an ethical and artistic
manner, as the ethical considerations of all participants, interviewees and that of the
general public on the streets of Northern Ireland were considered at all levels.

In order for this archive to become viable for public consumption it was necessary that
the timing of each soundscape be reduce from a maximum of three hours to a maximum
of two minutes. The editing of this archive on behalf of the artist was a highly selective
process based subconsciously on the soundscape artist’s likes, thoughts and
understanding of sound activity within the area in question. Each soundscape was
edited to display the range of sounds voiced within each location at the time of
recording. However, as clearly stated in chapter one of this thesis, sound is of key
importance to understanding culture in Northern Ireland, as sounds are often resonant
with cultural information relating to both the Protestant and Catholic traditions. It is for
this reason that many soundscapes (particularly that of city and town centres) are
evocative of cultural beliefs, values and traditions. In many respects cultural beliefs,
values and traditions are more prominent in city and town centre soundscapes, as these
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areas provide a nexus for interaction between the two communities, hence identity is
‘performed’ in a more obvious way. The voicing of sounds (both natural and manmade)
is also more prominent as a lo-fi soundscape can be heard. As a result there is an
increase in sounds and thus more information is portrayed: cultural, historical, social
and traditional. For example a clear distinction of the Catholic and Protestant traditions
can be heard in the soundscapes St Patrick’s Day Parade138 and 12th July Parade139.
These soundscapes were recorded on the city streets of Derry on the 17th March (St
Patrick’s Day) and on the town centre streets of Larne on the 13th July (the parades took
place on the 13th July in 2009 as the 12th July was a Sunday). The hearing of Irish
Traditional music, motifs, riffs and instrumentation (the bodhrán drum for example),
largely associated with the Catholic tradition, is clearly heard in the soundscape St
Patrick’s Day Parade. Similarly the hearing of fifes and lambeg drums (instrumentation
largely associated with the Protestant tradition) can be heard in the soundscape 12th July
Parade140. Throughout the soundscape, Enniskillen Town Centre141, for example, the
hearing of Christian Gospel music and the sounding of Church bells can also be heard,
evoking the strong cultural and religious Christian beliefs within the area of Enniskillen.

Sound also informs identity, as attested by the diverse range of regional accents heard
within each soundscape. For example a harsh ‘Belfast accent’ can be heard in the
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See flash drive, Derry, St Patrick’s Day Parade.
See flash drive, Larne, 12th July Parade.
A distinctive text example of cultural representation can be found within the soundscape Derry Montage Final

(see flash drive, Montages, Derry Montage Final), where we can hear a tour guide speaking about the Bogside of
Derry. The tour guide states ‘there are very few places in the Bogside even to this day where we have paving slabs
on our footpaths’. The Bogside is a majority Catholic area in Derry and the location where Bloody Sunday occurred.
141

See flash drive, Fermanagh, Enniskillen Town Centre.
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soundscape, Belfast Montage Final142. The sounding of this Belfast accent represents
the main singular accent of Belfast, which is in my opinion abrasive and harsh in sound.
Variations in relation to that of Protestant and Catholic accentual differences throughout
Belfast relate solely to the pronunciation of the letter ‘h’. In contrast to this the soft
lyrical tones of the Enniskillen accent can be heard in the soundscape, Fermanagh
Montage Final143, whilst the hearing of the Ulster Scots accent (associated with the
Protestant tradition), is prominent throughout the soundscape, Ballymena Montage
Final144. Please note: Protestant and Catholic accentual differences relate to the
pronunciation of the letter ‘h’ and the sounding of the Ulster Scots accent/dialect (which
is a primarily Protestant dialect and heard predominantly in the regions of Ballymena
and Ballymoney).

Social, historical and traditional information can also be heard

throughout this sonic space. For example the sounds of people shopping and socialising
can be heard in the soundscape Foyleside Shopping Centre145; accent and intonation
relative to the area of Derry/Londonderry can also be heard, providing a more localised
soundscape. The voicing of historical information can be heard in, for example the
soundscapes, Flame Gas Works146 and Pattersons Spade Mill147. It is therefore evident
that cultural social, historical and traditional differences throughout each of the twentysix sonic regions of Northern Ireland had an impact and influence on the voicing of
cultural divergences in the resulting soundscape, thus presenting an overview of the
representation of culture throughout Northern Ireland.
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See flash drive, Montages, Belfast Montage Final.
See flash drive, Montages, Fermanagh Montage Final.
See flash drive, Montages, Ballymena Montage Final.
See flash Drive, Derry, Foyleside Shopping Centre.
See flash drive, Carrickfergus, Flame Gas Works Samuel Gault.
See flash drive, Newtownabbey, Pattersons Spade Mill.
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The creation of an ethnographic archive of soundscape recordings was both beneficial
in its content and research material, whilst also providing a platform in which the
research could move forward. This archive consists of 196 soundscape compositions,
26 montage soundscape compositions created for the purpose of the installation,
Sensory North and 28 cultural and town interviews recorded for the purpose of
preliminary contextual work. Embracing all sounds, placing more emphasis on our
sense of hearing, listening to the sounds around us incorporating both the sounds of
silence and noise through our archive recording or compositions, offers an opportunity
to construct a research space which can add substantially to the understanding of
cultural belonging and differentiation. Therefore the recording of soundscape variance
throughout Northern Ireland strengthens the connection between sound, event, time and
cultural traditions consequently portraying the relationship between soundscape
compositions and ethnography. The attentive listening and categorising of sound events
in any soundscape within this archive, allows the listener to determine the various
cultural, social and historical activities perceptually centred within that location at that
particular time of recording. The importance of this archive therefore lies in the fact
that it will assist in the ascertaining of knowledge and understanding of a past Northern
Ireland. A comparison of the present soundscape to that of the recorded past will
present to the listeners the various changes within the soundscape, establishing, for
example various cultural, social, political, industrial and religious alterations throughout
the country. The importance of this soundscape archive should therefore be noted as it
provides a historical documentation of a past Northern Ireland.

In relation to this research and creative practice, the issue of external
evaluation/validation (through exhibition) was crucial in order to assess the success and
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acceptance of this research outside academia. It was therefore essential that all sonic
research material (soundscapes of Northern Ireland) be presented in an original,
innovative, and unique manner, displaying the potential of both the artist (myself) and
my work. The creative and artistic approach adopted (Sensory North) encouraged
members of the general public to attentively listen and experience the works cultural,
historical and traditional information, enhancing their knowledge and understanding of
the subject matter. The exhibition of this work to the general public provided the
opportunity for peer review and assessment, gaining appropriate feedback.

All

decisions regarding the installation were carefully and methodically planned with a high
level of self-reflexivity maintained throughout. A key factor that influenced the design
of this installation was that members of the general public were required to walk across
an installation space, triggering sensors at their own free will, providing an interactive
and immersive experience based on the developments of Virtual Reality and Sensory
technologies. Although the original design using the material Lexan could not be used
due to financial restraints, the wooden frame, realised with the help of Mr Billy
Scampton from the University of Ulster did serve its purpose. The coloured map
realised by a colleague Mark Quinn and printed by the graphics company Blacksheep
NI, which was fixed on top of the wooden frame provided an aesthetically pleasing
design. The size of the installation (3x3 metres) was excellent as it allowed visitors’ to
walk from sonic region to region, rather than simply stepping from one area into
another. The segmentation of the map of Northern Ireland in relation to the twenty-six
Borough, City and District Council regions proved very efficient as each of the twentysix regions provided a suitable geographic area for soundscape analysis.
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We must however consider how this installation would have functioned (creation,
design and implementation) if another creative artist (rather than myself) designed the
installation. For example, another artist may have decided to segment the map of
Northern Ireland in relation to its six counties. Similarly they may have designed a map
affixed onto a wall, for example. Throughout this research and thus the creation and
design of the installation Sensory North I aimed to minimise distortion within the field.
However, several executive/artistic design and implementation decisions in relation to
the installation Sensory North had to be taken and are thus reflective of my personal
creativity and design. These decisions relate to the overall design and implementation:
size (3x3 metres), materials (wooden frame, cardboard and tinfoil sensors), functioning
(Max/MSP patches, Arduino board and sensors). A problem however with this
installation design was that the large number of wires involved in the installation set-up
proved very difficult, consuming a lot of valuable set-up time. It is for this reason that
in future set-ups I will modify the design of the installation (Sensory North) to include
the use of a ZigBee Board and wireless sensors. The use of this new technology will
save a lot of set-up time causing less stress and frustration.

The showcasing of Sensory North to members of the general public in the Verbal Arts
Centre in Derry was also very successful. From speaking to visitors during the opening
night and throughout the running of the festival, it quickly became apparent that the
installation achieved what it had set out to achieve. It clearly provided an interactive
and immersive experience, as visitors were in full control of the installation space,
selecting at will the soundscape to be panned around the installation space at any one
time. In relation to McGonigal, Sensory North fulfilled genuine human needs, as many
soundscapes evoked positive emotions, reminding visitors’ of their childhood memories
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and past experiences. Sensory North allowed visitors’ to ‘practice flexible optimism’
(McGonigal 2011:70), as they were allowed to relax and mentally transport themselves
to a familiar place, creating a memorable, and in many ways more preferable location.
The installation also proved easy to use and was accessible to all ages, opening up the
research results (soundscapes) to a considerable age range, thus portraying the
importance of sound within everyday life to a wider network and range of visitors’.
Sensory North ‘taught, inspired and engaged’ (McGonigal 2011:4), as the installation
experience framed the visitors’ understanding in relation to soundscapes, encouraging
visitors’ to question the meaning and importance of their surrounding environment.
The installation proved to be an ‘elevated form of investigation’ (McGonigal 2011:313),
as it allowed users to investigate and differentiate the sound differences between each of
the twenty-six sonic regions, evoking sound as culture. Sensory North too ‘brings us
together’ (McGonigal 2011:4); this is evident in the large attendance of visitors’ on the
opening night of the installation, further demonstrating the amount of public interest
and curiosity in this work. Visitors’ comments on the opening night and throughout the
running of the installation within the Imagine Create 2011 Festival provided positive
correlation in relation to visitor engagement. Most importantly, Sensory North provides
a spatial reduction of Northern Ireland’s soundscape, such that regional cultural
variation can be examined and compared, elucidating various ‘axes of difference’
(urban/rural,

Protestant/Catholic,

traditional/(post)

modern,

local/international),

alongside other markers of identity which are more simply regional within Northern
Ireland than belonging to any one community. Finally Sensory North provides the
opportunity at this relatively early stage of post-conflict life in Northern Ireland to
explore the cultural/geographical soundscape in an unencumbered fashion, exploring
places which might not yet be felt to be fully shared cultural spaces if explored in-
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person (for example a person of the Protestant tradition exploring the area of the
Bogside148 in Derry/Londonderry).

Moving this research from the sector of the creative arts into the creative industries with
the creation of a commercial product proved natural and simple to achieve. Previous
research (explained in Chapter 5) identified that there was enough substantial criteria to
commercialise aspects of this research, as Sensory North fulfilled eight out of fourteen
gaming experiences as identified by McGonigal. The creation of an Adobe Flash
application of Sensory North was then produced. Again artistic decisions regarding this
application were taken by the artist myself and therefore reflect personal creativity and
design. Using the same colours, design and layout as that of the installation Sensory
North, this application is in my opinion aesthetically very pleasing. This application is
easy to operate, as by simply clicking on one of the blue circles in each of the twentysix sonic regions, the relevant montage soundscape will play throughout adjacent
speakers. The non-requirement to set-up speakers, connect fifty-four wires into an
Arduino Board and operate and control Max/MSP patches, provides a very simple and
easy set-up saving a lot of time and installation space. This application, which contains
the same sonic information (montage soundscapes) as that of the installation Sensory
North, portrays the importance of listening to surrounding environmental sounds
throughout everyday life, evoking sound as culture, highlighting the relationship
between soundscape composition and ethnography. This application can be loaded onto
any computer and therefore provides endless possibilities in terms of commercial
exploitation; for example, it has the potential to be displayed in all tourist attractions
throughout Northern Ireland, informing tourists of social, cultural and historical
148

The Bogside is a predominantly Catholic area within Derry/Londonderry and the area where Bloody Sunday

occurred.
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landmarks within each of the twenty-six sonic regions. The flash application could also
be displayed on a research webpage, providing an online archive of sounds of a past
Northern Ireland. Talks regarding the commissioning of this work are currently ongoing
with the National Trust.

In order to further enhance the commercialisation of this

research a mobile phone web-enabled application will also be created over the coming
years. This mobile phone application allows the highly interactive and immersive
element experienced in the installation Sensory North to be developed allowing users to
upload sound files and to visually walk along a street hearing the locations relevant
soundscape.

This growing market provides a suitable platform for many artists like

myself to develop, exploit and commercialise their creative ideas, opening their work
and thus creativity to a wider public audience.

To conclude, a key element of this research, which should not be underestimated, is its
interdisciplinary nature. The methodologies which underlined the relationship between
ethnographic research and soundscape composition, developing consistent and reliable
research materials, whilst questioning our presence through each research stage creates
an interesting model for interdisciplinary study. Early in this thesis the lack of attention
to the sonic palette was noted. The technological advances detailed in this research
allied to the emergence of various new media forms has created and will continue to
create opportunities whereby the study of the sonic can challenge boundaries of
acceptance. For example the emergence, development and expanded use of Virtual
Reality and sensor technologies within the creative industries sector, provides tools and
enhances ideas for creative forms of exhibition. The increasing development in sound
technology (microphone, speaker and editing software for example) provides the
opportunity to capture precise sound recordings, creating a high-fidelity (and hence,
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‘high-information’) sound experience, thus providing a more accurate and immersive
installation. The use of a sound installation to exhibit the research results provides an
excellent form of dissemination; demonstrating and highlighting to the general public
that sounds throughout our environment evoke culture. As (highlighted by Benjamin)
with any reproduced sound there is the concern that the aura of the original sound(s)
will be lost. This concern was addressed throughout all research stages (recording,
editing and mixing) ensuring that the soundscape of each location was represented to
the best of the artists ability, creating a comprehensive sounding experience, immersing
the visitor within that time, space and place. This research has the potential to develop
on a wider international level, researching the ethnography of other contexts (tribes,
countries and specific regions) through an analysis of soundscape compositions.
Therefore this research demonstrates the potential for creative ethnography, exhibition,
archiving and interactive engagement which are limited only by our imagination.

‘Those unmindful when they hear, for all they make of their intelligence, may be
regarded as the walking dead’ (Cohen 2009:vii).
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Appendix 1
Twenty-Six Borough, City and District Councils within Northern Ireland
1. Derry (City Council)
2. Strabane (District Council)
3. Omagh (District Council)
4. Fermanagh (District Council)
5. Dungannon and South Tyrone (Borough Council)
6. Cookstown (District Council)
7. Magherafelt (District Council)
8. Limavady (Borough Council)
9. Coleraine (Borough Council)
10. Moyle (District Council)
11. Ballymoney (Borough Council)
12. Ballymena (Borough Council)
13. Larne (Borough Council)
14. Antrim (Borough Council)
15. Newtownabbey (Borough Council)
16. Carrickfergus (Borough Council)
17. Belfast (City Council)
18. Castlereagh (Borough Council)
19. North Down (Borough Council)
20. Newtownards/ Ards (Borough Council)
21. Down (District Council)
22. Lisburn (City Council)
23. Craigavon (Borough Council)
24. Armagh (City and District Council)
25. Newry & Mourne (District Council)
26. Banbridge (District Council)
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Appendix 2

Pre Recording Itinerary

December 2008
Belfast

3:00pm

Saturday 13th December 2008
Belfast Christmas Continental Market

May 2009
Belfast
3:00pm

Saturday 23rd May 2009
Belfast Spring Continental Market

June 2009
Londonderry
Tuesday 30th June 2009
10.00am

Bogside Murals
(Free Derry Tour)

1:00pm

Walls of Derry

3.00pm

Craigavon Bridge

3:45pm

Waterside Derry

5:15pm

Foyle Bridge

July 2009
Londonderry

12:30pm

Wednesday 1st July 2009
Creggan Country Park
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3.30pm

Foyle International Golf Centre

4.30pm

City of Derry Airport

5:15pm

City of Derry Airport Runway

7:00pm

Lenamore Riding School
Thursday 2nd July 2009

12.30pm

Ness Woods

10:00am

Friday 3rd July 2009
Londonderry Port 7 Harbour Lisnahally

2:00pm

St Columbs Park

1:00pm

Saturday 4th July 2009
Derry Town Centre

Strabane

10.00am

Monday 6th July 2009
Strabane Town Centre

12.30pm

Melvin Park

1:00pm

Sperrin Mountains

10.00am 4pm

Tuesday 7th July 2009
Sperrin Mountains

11:00am

Wednesday 8th July 2009
Newtownstewart Town Centre

11:00am

Thursday 9th July 2009
Castlederg Town Centre

1.00pm

Castlederg Castle

3:00pm

Killeter Forest
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5:00pm

Hill Valley Golf Club

11:00am

Friday 10th July 2009
Barrontop Top Farm

1:30pm

Moor Lough

Ballymena

09:30am

Monday 13th July 2009
Main Street Broughshane (12th July Parade)

Larne

11:00am

Monday 13th July 2009
Larne (12th July) Marching parades

1:00pm

Tuesday 14th July
Glenarm Castle Highland Games

Omagh

11:00am

Wednesday 15th July 2009
Omagh Town Centre

2:00pm

Sloughan Glen Waterfall

3:30pm

Ballynahatty Fast Track

11:00am

Thursday 16th July 2009
An Creggan Visitor Centre

2:00pm

Westland Bark Processing Plant

3:30pm

Gortin Glen Forest Park
Friday 17th July 2009
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11:00am

Fintona Town Centre

2:00pm

Fintona Golf Club

4:00pm

Hunter West Shooting School

12:00pm

Saturday 18th July 2009
Ulster American Folk Park

Fermanagh
Sunday 19th July 2009
5:00pm

Kesh

1:00pm

Monday 20th July 2009
Marble Arch Caves

4:00pm

Florence Court

10.00am

Tuesday 21st July 2009
Enniskillen Castle

1:00pm

Belleek Pottery

5:00pm

Ernside Shopping Centre

10:00am

Wednesday 22nd July 2009
Enniskillen Town Centre

12:00pm

Denvish Island

2:00pm

Castle Archdale

4:00pm

Tickety Moo
Thursday 23rd July 2009

12:00pm

Monea Castle

2:00pm

Lough Navar Forest

4:00pm

Castle Coole
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6:30pm

Lisnaskea Town Centre

Dungannon

10.00am

Friday 24th July 2009
Tyrone Crystal Factory

12:30pm

Oaks Shopping Centre

2:00pm

Coalisland Town Centre

3:30pm

Dungannon Town Centre

5:00pm

Dungannon Park

11.30am

Saturday 25th July 2009
Parkanaur Forest Park

2:00pm

Toddsleap

Cookstown

9:30am

Saturday 25th July 2009
Cookstown Saturday Market

Antrim
Saturday 25th July 2009
2:00pm

Antrim Show

Cookstown

10:00am

Monday 27th July 2009
Ballyronan Marina

11.00am

Cookstown Town Centre

1:30pm

Drum Manor Forest Park
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3:00pm

Wellbrook Beetling Mill

4:30pm

Lough Fea

Magherafelt

5:00pm

Monday 27th July 2009
Meadowlane Shopping Centre

5:30pm

Magherafelt Town Centre

1:00pm

Tuesday 28th July 2009
Castledawson Open Farm

4:00pm

Bellaghy Bawn

1.00pm

Thursday 30th July 2009
Maghera Town Centre

3:30pm

Draperstown Town Centre

August 2009
Magherafelt
Saturday 1st August 2009
2.00pm

The Jungle

Limavady

10.00am

Monday 3rd August 2009
Limavady Town Centre

12.30pm

Radisson Roe Golf Driving Range

1.45pm

Magilligan Strand

3:30pm

Banagher Glen

5:00pm

Altahullion Wind Farm
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7:30pm

Foyle Hovercraft

Coleraine

11:00am

Wednesday 5th August 2009
Coleraine Town Centre

1:30pm

Portrush Town Centre

2:00pm

Portrush Strand

4:00pm

Portstewart Town Centre

4:30pm

Portstewart Strand

Moyle

12:00pm

Friday 7th August 2009
Bushmills Distillery

1:30pm

Carrick-a-Rede Rope Bridge

3:00pm

Giant’s Causeway

5:30pm

Watertop Open Farm

Coleraine

12:00pm

Saturday 8th August 2009
Boat Trip leaving Portrush

1:30pm

Coastal Zone Portrush

Ballymoney

11:00am

Wednesday 12th August 2009
Ballymoney Town Centre
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2:00pm

Drumaghelis Marina

4:00pm

Leslie Hill Open Farm

5:30pm

Riverside Park

7:30pm

Race 4 Real Indoor Karting

Ballymena

11:00am

Thursday 13th August 2009
Ballymena Town Centre (outside)

1:00pm

Tower Centre

2:00pm

Fairhill Shopping Centre

3:00pm

Braid Museum

4:00pm

Ecos Centre

5:30pm

The Sportsbowl

Lisburn

7:00pm

Thursday 13th August 2009
Dundrod Ulster Grand Prix 2009

Belfast
Friday 14th August 2009
1.00pm

The Tall Ships

Antrim

10:30am

Saturday 15th August 2009
Antrim Town Centre
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12:15pm

Antrim Castle and Gardens

2:30pm

Antrim Lough Shore

3:15pm

Junction One

4:00pm

Crumlin Town Centre

5:30pm

Talnotry Avian Care Trust (T.A.C.T) Wildlife Centre

Larne
Sunday 16th August 2009
11:00am

Larne Docks

1:00pm

Larne Town Centre

Newtownabbey

11:00am

Monday 17th August 2009
Glengormley Town Centre

1:00pm

Abbeycentre

2:30pm

Sportsbowl Glengormley

3:30pm

Pattersons Spade Mill

5:30pm

Ballyclare Town Centre

6:30pm

Asda Supermarket

7:30pm

Need 4 Speed Indoor Karting- Doagh

Carrickfergus

11:00am

Tuesday 18th August
Flame Gas Works- Interview Samuel Gault

2:30pm

Carrickfergus Town Centre
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4:30pm

Carrickfergus Marina

6:00pm

Whitehead Promenade

Belfast

11:00am

Wednesday 19th August 2009
Belfast Sightseeing Tour

1:00pm

Belfast Town Centre

North Down

10:00am

Thursday 20th August
Ulster Folk and Transport Museum

1:00pm

Crawfordsburn Country Park

3:00pm

Bangor Town Centre

Castlereagh

11:00am

Friday 21st August
Dundonald International Ice Bowl

1:30pm

Streamvale Open Farm

5:00pm

Dundonald Old Mill

Moyle

1:00pm

Monday 24th August
Ballycastle Ould Lamus Fair
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Newtownards

7:50am

Tuesday 25th August
Strangford Lough Ferry

8:30am

Exploris

10:00am

Portaferry Town Centre

12:30pm

Fastrack Farm, Ballywalter

2:00pm

Donaghadee Harbour

3:30pm

Newtownards Town Centre

5:00pm

The Ark Rare Breeds Open Farm

7:00pm

Ballycopeland Windmill

Down

10:00am

Wednesday 26th August
Tollymore Forest Park

12:30pm

Newcastle Town Centre

2:00pm

Castlewellan Town Centre

3:30pm

Clearsky Adventure Centre

6:00pm

Downpatrick Town Centre

Lisburn

10.00am

Thursday 27th August
Lisburn Town Centre

12:00pm

Irish Linen Centre

1:30pm

Bow Street Mall
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3:00pm

Brookhill Historical Farm

5:00pm

Hilden Brewery

7:00pm

Hillsborough Town Centre

8:30pm

Sprucefield Shopping Centre

Craigavon

11:00am

Friday 28th August
Tannaghmore Animal Farm

1:30pm

Oxford Island Nature Reserve

3:00pm

Rushmere Shopping Centre

4:30pm

Lurgan Town Centre

5:45pm

Ballydougan Pottery

Belfast
Sunday 30th August 2009
3:00pm

Belfast Mela

Armagh

10:00am

Monday 31st August
Tayto Castle Factory

1:00pm

Armagh Town Centre

2:30pm

Palace Demense Parkland

4:00pm

Gosford Park
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September 2009
Newry & Mourne

10:00am

Tuesday 1st September
Buttercrane Shopping Centre

11:30am

Newry Town Centre

1:00pm

The Quay Shopping Centre

2:30pm

Carlingford Lough

3:30pm

Rostrevor Oakwood

4:45pm

Kilkeel Town Centre

5:15pm

Kilkeel Harbour

6:00pm

Annalong Harbour

6:45pm

Warrenpoint Town Centre

Banbridge

11:00am

Wednesday 2nd September
Thomas Ferguson Irish Linen

2:00pm

Banbridge Town Centre

4:00pm

The Outlet- Banbridge
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Appendix 3

Auditory Geographies of Northern Ireland
Rachel McClure, University of Ulster, PhD Researcher
Please complete the following questions to the best of your ability. Many questions will
require your own personal opinion. Please be accurate and true, as there are no right
or wrong answers.
1. Age: _______________
2. Do you live in Armagh? (Please circle)
Yes (Go to question 3)

No (Go to question 4)

3. What area of Armagh do you live in?
____________________________________________________________________
4. What town do you live in?
_____________________________________________________________________
5. How many years have you lived in this town and area? (Please circle)
0-3
9-12

3-6

6-9

12-15

15- 18

If more please state: ________________________________
6. Would you describe the town in which you live to be noisy or quiet? (please circle)
Noisy

Quiet

Please explain:________________________________________________________
____________________________________________________________________
____________________________________________________________________
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7. What sounds do you hear around the area in which you live?
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________

8. What sounds do you most like to hear around the area in which you live? Please
explain your answer.
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________

9. What sounds do you dislike to hear around the area in which you live? Please
explain your answer.
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
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10. How would you describe the ‘typical’ Armagh accent?
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________

11. What are the main ‘slang’/ colloquial words and phrases commonly used
within Armagh?
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________

12. Is there a range of accents around Armagh or the area in which you live? (please
circle)

Yes

No

Please explain:________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
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13. Can you tell if someone in your class lives in a different part of Armagh from
yourself just by listening to their accent? (please circle)
Yes

No

Please explain: _______________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________

14. Do you know if there are any words or phrases which are unique to certain
parts of Armagh, for example would people in one part of Armagh use a ‘slang’/
colloquial word which people in the another area would not? (please circle)
Yes

No

Please give examples and explain:________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________

Thank you for taking the time to complete this questionnaire. Feel free to write any
other comments, which you might have in the space below.
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
______________________________________________________________________
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Bowling



Arts/ Crafts




Mountains
Tardree Mountain

Brownwood

Leisure





Airport











Forests/ Parks/ Walks























Rivers/ Lakes





















Pubs

Factories

The Stables Bar
Madden’s Bar
Ramble Inn
The Galleon
The Steeple Inn
Railway Bar
Barney’s
Se7en
Foxe
Crosskeys Inn
Marrion’s Bar
Wayside Inn

Emergency Services




Town Centres
Antrim and
Randalstown Accents

Exclusive Sounds

Deer Park Bridge
The Road Bridge,
Randalstown
Triple-level Bridge,
Crumlin

Bridges

Remains of Old Bleach
Factory, Randalstown

Antrim Police Station
Antrim Fire Station
Antrim Hospital
Holywell Hospital








The Old Forge,
Randalstown
The Railway Viaduct,
Randalstown
Clock Tower, Crumlin
The Cockle House,
Crumlin






Lough Neagh
River Maine
Six Mile Water
River
Crumlin River
Lower Bann
Potterswall
Reservoir
Dunore River

Heritage
Antrim Round Tower
Witch’s Stone
Donegore Mott
Holestone
Springfarm Rath
Cranfield Church and
Holywell
Antrim Castle
Templetown Mausoleum
(Monumental Tomb)
Shane’s Castle
Clotworthy Arts Centre
Parterre
The Barbican Gate
St Comgall’s Roman
Catholic Church

Randalstown Viaduct
Walkway & Cycle Path
The Richardson’s Walled
Garden and Greenmount
Trail
Crumlin Glen
Rea’s Wood
Tardree Forest
Randalstown Forest
Toome Canal Walk

Antrim

Paintball (Shane’s
Castle) 028
90327500

Paintballing

Antrim and
Randalstown
Town Centres
Castle Mall
Junction One

Retail

Belfast International
Airport

Antrim Forum Leisure Complex

Equestrian
Mackenzie’s
Riding School
Connell Hill
Riding Centre

Antim Lough

Pontoon/ Marina





Rams Island
Pogue’s Entry Historical
Cottage
T.A.C.T. Wildlife Centre
Crosskenan Lane Animal
Sanctuary
Clementsmount Fun Farm
World of Owls Centre
Antirm Lough Shore
Six Mile Water Caravan Park

Attractions/ Activities



Millar Wood Crafts










Golf
Allen Park
Masereene Golf Club 18Hole Championship
Course
Hilton Templepatrick Golf
Club


Jim Baker
Bowling stadium

Angling






On Antrim lough

Watersports

Craigmore Fishery
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264

Arts/ Crafts

Kitesurfing



Kitesurf Warehouse 
07782317104

Flying
Helicopter Training
And Hire Ltd 028
91820028
Ulster Flying Club
028 91813327
Ulster Microlights
028 91813327

Equestrian























Ards Hospital



Factories

Avalon Guitar
Factory

Heritage

Events

July:
- 31st- 9th (Aug) Creative Peninsula
August:
- 8th County Down Traction Engine
Club
September:
- 9th – 13th Festival of The Peninsula
October:
- 1st – 4th Ards International Guitar
Festival

Newtownards,
Donaghadee and
Portaferry Accents
Town centres
Portaferry Crossing

Exclusive Sounds










Scrabo Tower
Castle Hill AndSt
Mary’s
Derry Churches
Grey Abbey 
Mahee Castle
Island Hill

Kearney
Manor garden
Market Cross
Mount Stewart
House & Gardens
Millin Bay Cairn






John Murray 028
42728414

Tullynakill
Quinton
Nelson’s Church
 Trips
The028
White House
Boat

Movilla Abbey
91883403
Nedrum
Monastry
DesRodgers’
Boats
Portaferry Castle
02842728297
 trail
The Priory
Canoe

Rollo Gillespie Monument

Sketrick Castle

Somme Heritage Centre

St Cooey’s Well

Emergency Services













The Hardford Inn
The International Bar
The New Railway Bar
Nixx
The Old Cross Inn
Spirit Merchant
The Tower Inn
The Tudor Tavern
The whisky haw
The Chestnut Inn
The Robert Gourley
The Sandpiper Inn
The Tavern
The Brownlow Arms
The Castle Inn
The Gillespie Arms
Lisbarnett House
North Down House
The Wildflower Inn


Cherry Tree Riding School &
Leisure

Ards Crafts
Livery Yard

Artz Yard Gallery

Gransha Equestrian Centre

Battletown Gallery & Creative Studio

Ards
leisure
Centre

Greyabbey Estate British Horse

Castlehill Candles

Comber Leisure Centre
Society Toll Ride

Discovery Glass

Peninsula Healthy Living Gym
Golf

Eden pottery

Portaferry Sports Centre

Maxwell’s Courtyard

Ardminnan Golf

Seaside Ceramics Pottery And Bead
Rivers/ Lakes
Club
Bar

Bradshaws Brae Golf

Strangford Lough

Spring Cottage Crafts
Centre

Welig Crafts

Crazy Farm Golf

1200 Centigrade

Donaghadee Golf
Club

Kirkistown Castle
Attractions/ Activities
Golf Club
Cycling routes

Mahee Island Gold
Ballycopeland Windmill
Club
Jirkistown Racing Circuit

Scrabo Golf Club
Race Scholl Ireland
Mobile Team Adventure
The Outdoor Fox
The Play Café
Dino’s Den
Ards
Whacky Whizz-Ards
Donaghadee Polo Club
Fastrack Farm
DV Diving
Fastrack Farm Laser Clay Pigeon Shooting
Pubs
Hollow Farm Shooting Ground Ltd
Forests/ Parks/
Newtownards & District Shooting Club
Exploris
Walks
The Ark Rare Breeds Open Farm

Ballywalter Park
Castle Espire

Millisle Beach
Copeland Islands
Park
Donaghadee Harbour

Scrabo Country
Drumawhey Junction Railway
Park
Frump In The Stump

Killynether Wood
Glastry Nature Reserve
Kiltonga Nature Reserve



Comber Greenway


Strangford Lough Cycle

Trail




Angling

Ballygrangee Trout Fishery

Bridgewater Fishery

Carrickmannon Fishery

Hazelwood Coarse Carp &

Trout Fishery

Lough Cowey Game Fishery

Movilla Trout Fishery

Polehill Carp Fisheries



Boating



John Murray 028 42728414


Quinton Nelson’s Boat Trips 028

91883403

Des Rodgers’ Boats 028 42728297
Canoe Trail
Donaghadee Harbour
Portaferry Marina
Kircubbin Sailing Club
Newtownards Sailing Club
Portaferry sailing Club
Strangford Lough Yacht Club











265












Leisure













Bodyworks Gym, Fitness and
Aerobics Studio 028 37518999
Ardmore Recreation Centre
Orchard Leisure Centre
Tandragee recreation Centre

Angling
Loughgall Country
Park Coarse
Fishery 028
38892900

Arts/ Crafts
Armagh Glass Studio 028 37527214
Clay crafts 028 37538299
Greenwood Baskets
James Stewart & Sons Clocks Ltd
028 37522677






Golf
Armagh Country Golf
Club
Hillview Lodge Golf
Driving Range
Loughgall Country
Park
Tandragee Golf Club

Attractions/ Activities

Tayto Factory

Factories

Town Centres

Retail

St Patrick’s Trian Visitor
Complex
Palace Stables Heritage Centre
and Palace Demense
The Market Place Theatre and
Arts Centre
Armagh Planetarium
Navan Centre, Fort & Kings
Stables
Tayto Factory
Gosford Karting 028 37551248















Equestrian
Moy Riding School
028 87784440
Riding For The
Disabled 028
37528922

Armagh

Exclusive Sounds






















Armagh, Markethill and
Keady Accents

Town Centres








Forests/ Parks/ Walks 

The Mall

Loughgall Country Park

Clare Glencaravan Park

Gardens of the Senses

Cathedral Gardens, Armagh

Ardress House Gardens, Armagh


Heritage










Rivers/ Lakes

Seagahan Lake/
Reservoir
Lowry’s Lake
Shaw’s Lake
Tullnawood Lake
Darkley Lake
Aughnagurgan Lake
The Cusher
The Blackwater River
Clay Lake
Butter Water

June:
- Festival of Traditional Song
028 30267517
July:
- The Henry-Acheson Ulster
Scots Summer School 028
37551409
August:
- Markethill Festival 028
37551352
- West Armagh Community
Festival 028 37518338
- Markethill Fair Day 028
37551211

Events

Armagh Police Station
Armagh Fire Station

Emergency Services

St Patrick’s Cathedral (Church of Ireland)
St Patricks Cathedral (Cathoilc)
Archbishops Palace
Franciscan Friary- Palace Demesene

Navan Fort
Royal Irish Fusiliers Museum

Armagh County Museum

Armagh Observatory

Keady Heritage Centre

Ardress House

The Argory

Dan Winter’s Cottage

Dan Winter’s Ancestral Home

Gosford Castle, Markethill

Richhill Castle & Castle Gates
Tandragee Castle
Tynan Crosses
Eglish Crosses
Saint Mochua’s Well

Pubs

Calverts Tavern
The Cuchulainn Bar
Damper Murphys
The Glidernew
The Hole In The Wall
Joe McKenna’s
Kelly’s
Lognancys
The Northern Bar
Red Neds
The Shambles
The Stage Bar
The Station Bar
The Strawberry Bar
The Toby Jug
The Victoria Bar
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Leisure






Bowling

Retail









Golf
Ballymena
Golf Club
028 25861487
Gracehill
Golf Club
028 20751209
Galgorm
Castle Golf
Club 028
25646161











Forests/ Parks/ Walks

Ballymena,
Broughshane,
Cullybackey and
Portglenone Accents
Town Centres

Exclusive Sounds

Ballymena

Portglenone Forest Park
The People’s Park,
Ballymena
Tardree Forest




P Gillen Machine Tools
Ltd
Boville McMullan Ltd
Pinewood Furniture
O’Kane Poultry Factory

Factories

Ecos Centre
Ballymena Museum
Arthur Ancestral Home
Mid- Antrim Museum at The Braid
Lough Neagh Cruises, Portglenone
028 25822159
The Braid

Attractions/ Activities





Tower Centre
Fairhill Shopping Centre 

The Sportsbowl

Angling
Kilgad Lake
Mid Antrim Angling
Centre Fishing
Tackle
Kingfisher Angling
Centre

Arts/ Crafts

Galgorm Parks
Riding school
Castle Hill
Equestrian Centre

Equestrian

LL Crafts
Bannside Craft Shop






The Seven Towers Leisure Centre































Heritage
The Braid

Rivers/ Lakes
Quolie Water
River
Cleggan River
Kells River
Braid River

The Blackstone Bar
The Cabin Bar
The Cosy Corner
The Countryman inn
The Fairhill Bar
The Farmers Hotel
The Fountain Bar
The Front Page Bar
The George
The Grouse Inn
The Horse and Jockey
The Imperial Bar
The Inn
Kernohan’s Bar
The Knokeden Lodge
The Ladysmith Arms

Pubs



























Mountains

Slievebane
Knockramer
Carncormick
Slemish
Glen Head
Brae Hill

Emergency
Services

Ballymena Police
Station
Ballymena Fire
Station
Braid Valley
Hospital

Events

17th March- St Patrick’s Day at
Slemish, Broughshane 028
25635900

The Linenhall Bar
The Moat Bar
The Raglan Bar
The Railway Tavern
The Slemish Bar
The Smithfield Arms
Spinning Mill
The Towers Tavern
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Leisure








Karting



Equestrian













Heritage
Old Church Tower and Graveyard
Dooey’s Cairn Dunloy
Derrykeighan Old Church
Chi- Rho Stone, Kilraughts.
Craigs Dolmen, Rasharkin
Ballymoney Town Hall
The Broad Stone, Rasharkin
Lissanoure Castle
Benvarden House & Garden (open
1stJuly- 31st Aug)
Leslie Hill Open Farm
Stranocum Hall




Ballymoney Town Centre
Ballymoney Accent

Exclusive Sounds

Ballymoney

Killagan Bridge
Ballyhoe Bridge

Bridges

Ballymoney Golf Course

Golf

Shean’s Horse Farm
07759320434






Joey Dunlop Memorial Garden
Drumaheglis Marina &
Caravan Park
Finvoy Fun Farm
BAllymoney Museum
River Bann Cruises

Attractions/ Activities

Joey Dunlop Leisure Centre

Arts/ Crafts
What’s On Your wall

Watersports

Retail

Alive Bodyboard & Surf
School 028 20741662


Ballymoney Town
Centre



Race 4 Real
Indoor Karting
07515851883







Mountains

Slieveanorra
Slievenahanaghan









Emergency Services











Rivers/ Lakes

River Bann
River Main
River Bush
Ballymoney River
Movanagher canal
Altnahinch Reservoir

Events

Slieveanorra Forest
Garry Wood
Craigs Wood
Altarichard
Movanagher Canal
Riverside Park
Stranocum- Metal Bridge
Walk

Forests/ Parks/ Walks

The Bush Tavern
The Diamond bar
Glynns
The Imperial Bar
Joey’s Bar
The Kosy Korner
The Northern Star

Pubs

June:
- 5th – 6th Ballymoney Agricultural Show
July:
- 1st – 31st Where Motorcycling Reigns. An
Exhibition by Ballymoney Museum
- 26th – 1st (July) NI Milk Cup Tournament

Ballymoney Police
Station
Ballymoney Fire Station









268





Arts/ Crafts
Asia Crafts

Angling



Islandderry Fishery &
Tackle shop

Leisure





Golf
Banbridge
Golf Club

Equestrian
Mossvale
Equestrian
Centre

Attractions/ Activities

Bridges
Downshire Bridge
Regent Bridge



Bronte Interpretative Centre &
Homeland Drive
Scarva Visitor Centre

Banbridge Leisure
Centre










Retail
The Outlet
Town Centre

Factories













Banbridge

Banbridge, Gilford and
Dromore Accents
Town Centres

Exclusive Sounds

Thomas Ferguson
Irish Linen















Heritage


















Mountains

Slieve Croob
Slievegarran
Slievenaboley
Deehommed
Knockiveagh





Rivers/ Lakes

Corbet Lough
River Bann
River Lagan

Emergency Services

Banbridge Police Station
Banbridge Fire Station

June:
- 27th British Pipe Band
Championships, Banbridge Rugby
Grounds
July:
- 4th Lesser Spotted Forest Park, A
Ramble In Castlewellan Forest Park
- 5th, 12th, 19th and 26th Sunday Band
Concerts, Scarva Village
- 12th July Celebrations
- 14th Re-enactment of the Battle of the
Boyne, Scarva Village
- 14th Annual Summer Archery School
August:
- Date TBC- Scarva Family Fun day
- 2nd, 9th, 16th, 23rd and 30th Scarva Band
Concert
- 22nd Horse and Carriage Driving
Festival,
Old Rifle Park

Events

Castlewellan Forest
Park

Forests/ Parks/ Walks

Finnis Souterrain
Legananny DolmenMarket
House
Dromore Stocks
Dromore Motte and Bailey
Dromore Castle
The Pinnacle
Mill Weir
Sluice Gate
Dromore railway Viaduct
High Cross
Dromore Cathedral

Pubs
The Bridge Bar
The Bus Bar
The Coach Inn
The Downshire Arms
The Fist and Last
The Imperial Inn
The Jockey Club
The Railway Inn
Shepards Bar
The Anglers Rest
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Arts/ Crafts
Belfast Waterfront Hall
Grand Opera House
Lyric Theatre
Old Museum Arts Centre / OMAC
Ulster Orchestra
Ulster Hall

Bowling

Watersports

Belfast Indoor
Bowls Club
Odyssey Bowl
Belfast Bowling
Club




Lagan
Watersports
Canoe
Association
Northern
Ireland

























Leisure
Andersontown Leisuyre Centre
Avoniel Leisure Centre
Ballysillan Leisure Centre
Falls Leisure Centre
Grove Wellbeing Centre
Indoor Tennis Centre and Ozone
Complex
Loughside Recreation Centre
Shankill Leisure centre
Whiterock Leisure Centre

Attractions/ Activities




















Golf
Pirates Adventure
Golf
Royal Belfast Golf
Club

Retail

Pubs










32 North
The Alexander Bar
The American Bar
The Apartment
Auntie Annies
Bar Bacca
Bar Twelve
The Basin
The Beaten Docket
Biddy Duffy’s
The Botanic Inn
The Duke of York
The Fly
The Globe
The Hatfield Bar
The John Hewitt
The Kitchen Bar
Lavery’s
Madden’s Bar

Belfast

Belfast City Centre
Lisburn Road
Forestside Shopping Centre
InShops Centres Ltd
Flax Centre
Westwood Shopping Centre
Boucher Road
Connswater Shopping Centre
Castlecourt
Victoria Square

Factories
Conway Mill

Belfast Accent
Belfast City Centre

Exclusive Sounds

Cultrlann Mac Adam O’Fiach
Bog Meadows Nature Reserve
Titanic’s Dock and Dump House
Titanic Boat Tour
The Odyssey
Ulster Museum
Belfast Zoo
St George’s Market
Victoria Square
Cave Hill

Bridges
Queen’s Bridge
Albert Bridge





















Heritage
Parliament
Buildings,
Stormont
Harland and
Wolff
Belfast Castle
Belfast City
Hall
Political Murals
St Anne’s
Cathedral
Clonard
Monastery
Friar’s Bush

River
Lagan
Belfast
Lough

Rivers/ Lakes









Airport



Mountains

Squires Hill











Divis and the
Black
Mountain
Botanic
Gardens
Cave Hill
Belvoir Park
Forest
Barnett Park
Redburn
Country Park
Windsor Park

Forests/ Parks/
Walks

Grosvenor Road Police Station
Castlereagh Police Station
Central Fire Station
Mater Infirmorum Hospital
Belfast City Hospital
Ulster Independent Clinic
Belfast Royal Victoria Hospital
Royla Jubilee Maternity
Hospital
Forester Green Hospital

Emergency Services

George Best
City Airport













Events

July:
- Orangefest
- International Rose Week
- Belfast Pride Parade
August:
- Big River Blues and Jazz Festival
- Feile an Phobail
- Mela
- Tall Ships
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Leisure













Bowling

Golf

Carrickfergus Town
Centre

Retail

Bentra Golf Course
Carrickfergus Golf Club
Greenisland Golf Club
Whitehead Golf Club



Attractions/ Activities

Carrickfergus
Marina

Pontoon/ Marina

Andrew Jackson Cottage & US
Rangers Centre
Carrickfergus Museum and Civic
Centre

Greenisland Bowling Greem

Shaftesbury Park & Bowling Green
Whitehead Bowling Green

Woodford Fly
Fishery

Angling

The Amphitheatre
Oakfield Community
Development Centre
Carrickfergus Leisure Centre



Sailing
Carrickfergus Marina
Country Antrim Yacht
Club
Carrickfergus Sailing Club
Ulster Sailing School
Belfast Lough Sailability






Heritage
Carrickfergus Castle
St Nicholas Church
Carrickfergus

Carrickfergus

Factories

Carrickfergus and
Whitehead Accents
Town Centres

Exclusive Sounds

Flame! The Gasworks
Museum of Ireland













Rivers/ Lakes

Woodburn Reservoirs
Marshallstown
Reservoir
Lough Mourne

Emergency Services

Carrickfergus Police
Station
Carrickfergus Fire Station

Events

July:
Carrickfergus Sunday
Summer Band Concerts
August:
1st Weekend in August,
Medieval Lughnasa Fayre

Pubs

The Borough Arms
The Brown Cow Inn
The Central Bar
The Favourite Bar
The Joymount Arms
The Rose and Crown
The Royal Oak Bar







Woodburn Forest
Carrickfergus Marina
Blackhead Path
Ulster Way

Forests/ Parks/ Walks
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Arts/ Crafts

Bowling

Polyprint
The Card Crew


Dundonald
International Ice
Bowl



Leisure





Golf







Equestrian

Retail
Town
Centres

Factories
Dundonald Old
Mill

Braniel Hill

Mountains










Castlereagh Ironbark
Forest
Colin Glen Forest Park

Forests/ Parks/ Walks

Castlereagh
Police Station

Emergency
Services

The Dundonald Inn

Pubs

Castlereagh
River

Rivers/ Lakes



Exclusive Sounds
Town Centres
Dundonald and Carryduff Accents
Dundonald International Ice Bowl

Castlereagh

Burn
Birr House
Lessans Riding
Stables

Castlereagh Hill Golf
Club
Belvoir Park Golf
Club
Brs

Attractions/ Activities

Dundonald
International Ice
Bowl





Streamvale Open Farm
Dundonald Old Mill
Dundonald International Ice
Bowl
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Arts/ Crafts

Flying Tackle,
Portrush

Angling







Connie’s Crafts
Atlantic Crafts
Kee
Solstice World Arts & Crafts
Magpie Crafts



Watersports

Leisure





Golf
Portstewart (3 courses)
-Strand Course
-The Old Course
-Riverside Course
Royal Portrush (2
Courses)
-Dunluce Links
-Valley Links

Equestrian








Retail
Town Centres

Coleraine, Portrush
and Portstewart
Accents
Town Centres
Strands

Exclusive Sounds


Maddbenny Riding
Centre 028 70823603

The Island
Equestrian Centre
Attractions/ Activities
028 70342599
Portrush Puffer
Fantasy Island
Barry’s Amusements
Dunluce Castle
Portstewart Strand
Coleraine
Garvagh Museum
Portstewart Cresent
The Coastal Zone at Portrush & National
Nature Reserve
Moonjumper International 028 70356356
Ulster Seaplane association Ltd/ Causeway
Flying Club 07803717711
Wacky Workshop Indoor Playground 028
70822100
Lady Sabdel River Bann Cruises
07798786955
Dirt Buggy NI 028 29541477

Countryside Centre
Waterworld
The Arcadia
The Jet Centre
Coleraine Leisure Centre















Coleraine Marina 028
70344768

Pontoon/ Marina

Aquaholics 02870832584
Aquasports 07962309670
Watersports Centre 028 70344723
Ski Supreme Waterski School 028
70355700
The Edge Watersports




















Dunluce Castle
Downhill Castle
& Mussenden
Temple
Hazlett House
Mountsandle
Fort
Damhead
Model Railway

Heritage








Mountains





Forests/ Parks/
Walks

Guy L. Wilson
Daffodil Garden
Downhill Wood
Coleraine Woods
Garvagh Forest

Events







Macosquin River
Agivey River
Portstewart Strand

Rivers/ Lakes

Three Taghmores








May: North West 200
June:
-Coleraine Agricultural
Show
-Waterways Ireland
Riverfest
August:
-19th and 30th Live
Concert & Fireworks
Portrush Recreation
Grounds
September:
-6th – 7th N I
International Airshow,
West Bay, Portrush

Coleraine Fire
Station
Coleraine Police
Station
Causeway Hospital
Search and Rescue

Emergency Services








Pubs

The Blackthorn Inn
The Captains Bar
The Castle Bar
The Clyde Tavern
Fairleys House of Wines
The Hogs Head
The Olde Forge Inn
Patsys Bar
The Queens Arms
The Railway Arms
Skelton’s Bar
The Anchor Bar
The Portstewart Arms
The York
The Atlantic Bar
Watersons Bar
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Leisure




Golf
Killymoon
Golf Club
Slate Golf
Club
The Golf
Academy



Attractions/ Activities

Equestrian

Beech Hill
Stables

Retail







Heritage

Exclusive Sounds



















Rivers/ Lakes

Ballinderry River
Lough Fea
Owenkillew River

Emergency
Services

Cookstown
Police Station
Cookstown Fire
Station

June:
-Mid- Ulster Pipe Band & Drum
Majors Championships
July:
-Summer of Living History 2009
August:
24th saint Bartholomew’s Day
September:
29th day of Saint Michael the
Archangel
Market Every Saturday for Linen
Cloth
Corn Market Every Tuesday

Events

Davagh Forest Park
Drum Manor Forest Park
Ballyronan Wood
Cat Lane
Manor Park
Dunnamore Riverside Walk
Gort Moss Walk
Innevall Railway Walk
Lough Fea
Slieve Gallion (Iniscarn)
Springhill House

Forests/ Parks/ Walks

Fir Mountain
Oughtmore
Slieve Gallion

Mountains













Pubs


The Conway Inn
The Cartwheel Bar
Martins Bar

Quinss Bar
Brewery Lane Bar

Black Horse Bar
Dunleath’s
Mullens Bar
The Belfast House Bar

Beaghmore Stone
Circles
Dun Ruadh,
Broughderg
Derryloran Old
Church &
Graveyard
Tullaghoge Fort
Killymoon Castle 028
86769949

Cookstown

Factories



Farmer’s Bacon Factory
(Now Unipork Ltd
Daintyfyt (ladies
Underwear factory)
I.T. Fisher Ltd (hat
makers)

Cookstown
Town Centre





Pontoon/ Marina

Moneymore Model Village
Wellbrook Beetling Mill
Lissan House 028 86763660
Burnavon Arts & Cultural
Centre
Springhill & Costume Museum

Marina Centre,
Ballyronan

Watersports








Mid Ulster Sports Arena
Cookstown Leisure Centre

Arts/ Crafts

Angling

Iron Image- specialises in hot forged
iron work
The Potting Shed
Inisor Jewellery


Rectory
Lodge Trout
Fishery





Ballyronan
Marina 028
86762205




Cookstown Town 
Centre (main street 135

feet wide or 39 meters)

Cookstown Accent 
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Leisure

Cascades Leisure Centre
Centrepoint Bowl

Craigavon Golf- Ski Centre 028
38326066
Craigavon Leisure Centre
Craigavon Watersports Centre
Waves Leisure Complex

Arts/ Crafts

Angling

Allan Kirkstudio
Ballydougan Pottery
Millennium Court Arts Centre



Blackwater Canoe Trail
Cusher River Canoe Trail
Lough Neagh Canoe Trail

Canoeing

Kinnego Marina,
Oxford Island





Golf



Flying
Fly NI
Airsports
08450901891/
07747806029





Retail
Craigavon- Rushmere
Shopping Centre &
Retail Park
High Street Mall
Meadows Shopping
Centre
Town centres of Lurgan,
Craigavon and
Portadown

Attractions/ Activities















Heritage

Craigavon

Clenaghans
The Derryhirk Inn
The Halfpenny Gate Inn
The Drumgor Tavern
The Castle tavern
Dawsons Creek
The Gilford Inn
The Halls Mill Inn
The Pheasant Lodge
Bar Cuba
The Beehive Bar
The Carnegie Inn
The Castle Park Inn
The Ceile House
The Cellar
The Courthouse Bar
The Embankment
The Hollywood Bar

Pubs

Brownlaw House
Lurgan Town Hall, Community Arts &
Resource Centre
Moneypenny’s Lock House
Portadown Town Hall
The Birche’s Link to ‘Stonewall’
Jackson
Annaloiste Bell
Coney Island
Donaghcloney Graveyard
Lisnaminty Rath
Lynastown Quaker Cementry
Magheralin Old Church
The Old Burial Ground, Oxford Island
Shankill Graveyard

Lurgan, Craigavon
and Portadown
Accents
Town Centres

Exclusive Sounds

Lough Neagh Discovery Centre & Oxford Island
Nature Reserve
C & J’s Rare Breeds Farm
Craigavon Civic and Conference Centre and Master
McGrath Sculpture
Craigavon Museum
Funky Monkeys
Jumping Jacks
Lurgan Town Trail
Peter Pan’s Neverland
Tannaghmore Gardens, Animal Farm and Barn
Museum
Foymore Lodge Country Pursuits
Superdrive Motorsports Centre
Treasure Trails
Coney Island
Gawley’s Gate Quay

Edenmore Golf
and country Club
Lurgan Golf Club
Portadown Golf
Club


























































Rivers/ Lakes

Upper Bann River
Blackwater River
South Lake & North lake
Kinnego Bay
Lurgan Park Lake
Lough Gullion
Portamore Lough

Craigavon Police
Station
Craigavon Fire
Station
Craigavon Area
Hospital

Emergency Services







Forests/ Parks/ Walks

Craigavon City Park
Edenvilla Park &
Edenvilla Secret Garden
Lurgan Park
Maghery Country Park
Portadown Public Park
Brackagh Bog
Lagan Canal Towpath (1.5
miles)
Oxford Island
The Loughshore Trail (30
miles)
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Arts/ Crafts

Brunswick
Superbowl

Bowling









Leisure








Golf

Equestrian
Lenamore Stables











Retail

















17th Century
City Walls
Workhouse
Museum

(Waterside)
St Columbs
Cathedral
St Eugene’s
Cathedral
The Long
Tower
Bogside
Museum
Bogside Murals
Prehen House
The Amelia
Earhart Centre
The Guildhall

Heritage









Derry

Exclusive Sounds
Derry Accent
Foyle and Craigavon
Brodage
Derry City Centre

Factories






Foyleside Shopping Centre 
Quayside Shopping Centre
Richmond Shopping Centre 
Austins Department Store
Smaller Shops also around 
Derry City Centre

Oakfire Paintball.
The Oaks 227
Glenshane Road 

Paintballing

Craigavon
Bridge
Foyle Bridge

Bridges

Museum of Free Derry. 55
Glenfada Park, Bogside 028
71360880
Hunter West Shooting School
07730064876
Foyle Valley Railway Museum
Harbour Museum
Riverwatch Aquarium and
Visitor centre

Attractions/ Activities



City of Derry Golf Club
Faughan Valley Golf
Centre
Foyle International Golf
Centre







Prehen Boat House/
Marina
Foyle Pontoon

Pontoon/ Marina

Foyle Cruiseline
Aqua Sport

Watersports

Brandywell Sports Centre
Brooke Park Leisure Centre
City Swimming Baths
Lisnagelvin Leisure Centre
Pilot’s Row Centre
St Columb’s Park Leisure Centre
Templemore Sports Complex.

Oaks Fishery
Tom’s Fishing Tackle Shop
Glenowen Fisheries Co-op Ltd

Angling

Millennium Forum
The Playhouse
The Waterside Theatre
Gasyard Centre
The Nerve Centre
The Verbal Arts Centre
City of Derry Crystal
VOID Gallery
Gordon Gallery
The McGilloway Gallery
Mission Hall Quilts










Glenaden
Shirts

Airport

City of Derry
Airport

Mountains

Straid Hill
Slieveboy
Crockdooish

Altnagelvin
Hospital
Derry Fire
Station
Derry Police
Station

Emergency
Services

River Foyle

Rivers/ Lakes








Learmount Forest
St Columbs Park
Brooke Park
Ness Woods
Creggan Country Park
Springwell Forest
Favour Royal Forest
Loughmore Forest

Forests/ Parks/ Walks














Events


Guildhall Square Market 1st
Pubs
Saturday of every month

June:
Sandinos
- 4th to 6th 2D Thee Northern
The River Inn
Ireland Comics Festival (Verbal
Downeys
Arts Centre)
The Metro
- 9th Amra Choluim Chille
The Carrick Bar
Exhibition (Tower Museum)
Becketts
-24th to 28th Celtronic Festival
Bound For Boston

July:
Peadar O’Donnells
-Feile 2009
Dungloe
- Lark In The Park
The Rocking Chair
- 21st to 25th University of Ulster
Three Flowers
Foyle Cup
Coles Bar
- 20th to 21st Children’s Art
Gweedor Bar
Festival (The Playhouse)
The Ice Warf
- 24th – 28th Celtronic Festival
Strand Bar

August:
- 8th Annual Relief of Derry
Parade
- 28th City of Derry Guitar
Festival

October:
- 31st Halloween

November:
- 13th to 15th Crafts In The City
- 22nd Foyle Film Festival
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Leisure

Golf





























Equestrian

Retail

Down Town
Centre

Ballynahinch Ridfing
Centre
Downpatrick Race Club
Lessans Riding Stables
Mount Pleasant Riding
and Trekking Centre
Mourne Trail Riding
Centre
Tullymurry Equestrian
Centre


Attractions/ Activities

Down Arts Centre
St Patrick Centre
Strawberry Fair
Arts & Crafts
Shop

Arts/ Crafts




Downpatrick,
Ballynahinch and
Crossgar Accents
Town Centres

Exclusive Sounds

Strangford Lough Wildlife Centre
Tropical Butterfly House and Gardens
Action Outdoors 028 44832894
Camouflage Combat Games 028 43771664
Blue Adventure Centre 028 43770714
Coco’s Adventure Playground 028 43726226
Clearsky Adventure Centre 028 43723933
Downpatrick & County Down Railway
Funny Farm Adventures
Predator Combat Games
Rock Pool
Surfin’ Dirt Mountain Boarding
Tollymore Mountain Centre
Tropicana
Tyrella Beach
Ulster Wildlife Centre

Disc Golf Adventure Centre
Ardglass Golf Club
Bright Castle Golf Club
Crossgar Golf Club
Downpatrick Golf Club
Ringdufferin Golf Course
Royal County Down
SPA Golf Club
Downpatrick Golf Centre

Newcastle Centre
Ballynahinch
Community centre
Bridge Centre,
Killyleagh
Castlewellan Centre
Killough Road
Community Centre

Ardglass Marina
Killyleagh Yacht Club
East Down Yacht Club
Quoile Yacht Club
Newcastle Yacht Club
Strangford Sailing Club
Strangford Lough Canoe Trail

Sailing And Water Activities

Four Seasons
Castlewellan Forest Park
Kelly’s Hardware
The Fly Box
Carrickmannan Fishery

Angling

The Newcastle/ Lough
Island Reavy Route
The Slieve Croob Route
Castlewellan Forest
Park
Dundrum Coastal Route

Cycling (Routes)


























































Heritage













Loughinisland
Churches
Maghera Church
and Round Tower,
Dundrum
Mound Of Down
Quoile Castle
Saul Church
Slieve Patrick
The Saint Patrick
Centre
St John’s Point
Church









Mountains

Slieve Bearnagh
Slieve Donard

Drumee, Castlewellan (3.1
miles)
Kilclief/ Glebe (3.1 miles)
Killough (4 miles)
Lecale way (65km)
Mourne Way (58km)
Newcastle Challenge (44Km)
The Quoile River- Jane’s Shore
(2.2 miles)
St Patrick’s Way
(Route 1- 2.5 miles)
(Route 2 6 miles)
(Route 3 7 miles)

Downpatrick
Police Station
Downpatrick Fire
Station
Downe Hospital

Emergency Services

Moneycarragh River
Ballynahinch River
Clea Lakes
Lough Island Reavy
Reservoir

Rivers/ Lakes

Ballylough Lake
Castlewellan Lake

Shimna River

Lough Money

Quoile Basin

Bohill Forest
Castle Ward

Castlewellan Forest Park
Delamont Country Park

Murlough National Reserve

Quoile Countryside Centre

Rawallane Garden

Tollymore Forest Park

Ballyhoran (6miles)
Ballylough, Castlewellan (2.2 miles) 
Burrenreagh, Castlewellan (5.8 miles)


Forests/ Parks/ Walks







Annadorn Dolmen, Loughinisland
Ardtole Church, Ardglass
Audley’s Castle
Ballynoe Stone Circle
Castle Ward
Clough Castle
Down Cathedral & St. Patrick’s Grave
Down County Museum
Drumena Cashel
Drundrum castle
Inch Abbey
James Martin Memorial Stone
Jordan’s Castle Ardglass
Kilclief Castle
Killyleagh Castle, Killyleagh
St. Tassach’s Church
Strangford Castle, Strangford.
Struell Wells

Down

Pubs
The Cross Hands
The Maytree
The Miner’s Arms
Bat and Ball
The Foresters Arms
The Hadley Arms
The Horseshoe Inn
Dukes Head
The Royal Oak
The Mussel
The Arkle Bar
The Avenue Bar
The Cabin
The Castle Inn
The Central Bar
The Hootenanny
The Mirabelle Bar
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Leisure
Dungannon Leisure
Centre

Arts/ Crafts
Suitor Gallery 028
85568653
Killymaddy Crat Centre
028 8776727859

Angling
Annaginny Fishery & Park
Farm 028 87747808
Altmore Trout Fishery 028
87758977







Golf
Dungannon Golf
Club
Benburb Valley Golf
Club

Moy

Equestrian




Retail






Heritage
St Patricks Chair & Well
Grant Ancestral Home
Benburb 1646
Cornmill Heritage Site

Dungannon

Factories

Town centres
Dungannon and
Fivemiletown Accents

Exclusive Sounds

Tyrone Crystal 028
87725335

Dungannon Town
Centre
The Linen Green

Attractions/ Activities
Toddsleap. Com (paintballing,
off road driving etc) 028
85567170
The Linen Green




















Rivers/ Lakes

Washing Bay
Torrens River

Parkanaur Forest Park
Dungannon Park

Forests/ Parks/ Walks

Dungannon Police
Station
South Tyrone
Hospital

Emergency Services






Pubs

The Fort
McAleers Bar
The Cohanno Inn
Hagan
O’Neills Bar
Bishops
Cobbles Bar
Donaghy’s Bar
McGrath’s
The Common Room













Arts/ Crafts











Ultimate Water
sports, Castle
Archdale Marina,
07808736818

Watersports





Leisure

Golf





Equestrian
Castle Archdale
Trekking
Centre
Necame Castle
Derrygiff
Equestrian
Derrygiff

Lough Erne Golf
Resort
Castlehume Golf
Club
Ashwoods Golf
Centre

Lakeland Forum
Castle Park Centre
Bawnacre Centre












Town Centres
Eniskillen and
Lisnaskea Accents

Exclusive Sounds

Belleek Pottery
028 68659300
Balcas Factory
Sean Quinn Factory

Laserforce, Enniskillen 028 66347771
Share Holiday Village 028 67722122
Corralea Activity Centre 028 66386123
Pyramid Bowling, Irvinestown 028 68622409
Ardhowen Theatre
Lough Melvin Holiday Centre
Lusty Beg
Enniskillen Snooker Hall
Erneside Shopping Centre
Factories

Attractions/ Activities

Beleek Pottery 028 6859300
Montyware Pottery & Jewellery
028 66341579
Bramble Pottery 028 66328741
Amanda May- Material Things
028 66328945
The Buttermarket

Angling
Melvin Angling
Centre
Cloughbally Mill
Angling Centre
Crom Estate

Boat Trips



Mv Kestrel 028 66322882
Lady Of The Lake 028 68622200
Irish Cruiser 028 67722122
White Island Ferry Service 028
68621892
Devenish Island Ferry Service
07702052873
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Heritage





Mountains











Rivers/ Lakes









Events

Local Farming
Market,
Lackaboy
Road,
Enniskillen

Lough Navar
Meenameen Lough
Glencreawan Lough
Carrick Lough
Sereenagh River
Silees River
Colebrooke River

Castle Coole 028
66322690
Florence Court
Forest Park 028
66348249
Crom Estate 028
67738118
Lough Navar Forest

Forests/ Parks/ Walks

Lower Lough Erne
Upper Lough Erne
Moorlough Lake
Lough Macnean Upper
Lough Macnean Lower
Lough Ora
Lough Formal
Meenagleragh Lough

Tullybrack
Knocks
Belmore Mount










County Fermanagh
Hospital
Enniskillen Police Station
Enniskillen Fire Station

Emergency Services

Enniskillen castle
Marble Arch Caves 028
66348855
Monea Castle
Ferry Molasie III and
Devenish Island Monastic
Site 028 66323110
Janus Figures and Boa
Island
Castle Coole
Crom
Florence Court

Fermanagh

Pubs
The Anchor Inn
The Black Cat
Blake’s Bar

The Bush Bar
The Castle Inn

The Central Bar

Charlie’s
The Coach Inn
The Corner Bar
The Cornerstone Bar
The Corranny Bar
Eughenes bar
The Forest Inn
Franks Bar
Gerry Macs Bar
The Glencar Bar
The Half-Way Inn
Hookies
Line Hall
Magees
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Leisure
Larne Leisure
Centre

Bowling
Larne Bowling
& Lawn Tennis
Club

Angling





Killylane Reservoir
Raloo Trout Fishery

Bays
Drains Bay
Carnlough Bay





Golf













The Rainbow
Equestrian
Centre
Islandmagee
Riding Centre

Equestrian









Retail
Larne Town Centre
Murrayfield
Shopping Centre
Laharna Retail Park

Larne

Larne Town Centre
Larne Accent
Larne to Cairnryan Ferry

Exclusive Sounds

F. G. Wilson’s
Larne Curtain factory
Axcceptable Enterprises

Factories

Larne Museum- Carnegie
Centre
Larne Interpretive Centre
Carnfunnock Country Park
Larne To Cairnryan Ferry
Market Yard
Inver park Football Stadium
Riverdale

Attractions/ Activities

Cairndhu Golf Club
Carnfunnock Golf
Club
Larne Golf Club

Watersports
East Antrim Boat
Club
Borough
Harbourmaster

















Heritage
Glenarm Castle
Walled Garden

Pubs









Mountains





Forests/ Parks/ Walks

Carnfunnock Country
Park
Curran Park
Sandy Bay Playing Fields

Events

July:
- 13th and 14th Glenarm
Castle World Highland
Games
August:
- Glenarm Castle Opera/
Music Festival






Larne Lough
Glenarm River
Killylane Reservoir
Glenarm River

Rivers/ Lakes

Black Hill
Robin Young’s Hill
Skeagh
Agnew’s Hill






Emergency
Services

Larne Police
Station
Larne Fire
Station

The Bailie
Billy Andy’s
The Chekkers Winebar and
Restaurant
The Crossways Bar
The Eagle Bar
The Kiln
The Meeting House
The Station Bar
The Thatch
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Arts/ Crafts
McClusky Pottery

Birdwatching
Lough Foyle
Roe estuary Nature
Reserve
Magilligan Point
Gortmore Viewpoint
Roe Valley Country
Park

Angling
River Roe 028
77722128
Binevenagh Lake
Cashel Trout
Fishery
Shore Angling

Watersports
Carrowmena
Activity Centre 028
77764576
Foyle Hovercraft
& Leisure 028
77722235

Gliding




Ulster Gliding Centre 028
77750301

Leisure



Retail
Town centres








Equestrian

Factories
Kilhoyle Lime
Works
Loughery’s Mill
Carrick Mills





























Roe Valley River
Ballykelly River
Curly River

Rivers/ Lakes

The Rhellick
The Largy Ploughman Poet
Bovevagh Church
Carnanbane Tomb
St Aiden’s Church
Drumceatt
Ritter’s Generator
Largy Bridge









October: 23rd – 25th Roe Valley Folk
Festival













Mountains

Round Knowe
Bienevenagh
Keady Mountain
Craiggore
Benbradagh
White Mountain
Streeve Mountain
Mullaghash
Carn Hill
Muldonagh Hill
Altahullion Hill

Emergency
Services

Limavady Police
Station
Limavady Fire
Station

June: 11th – 14th 2009 Limavady Jazz &
Blues Festival
July: 26th – 1st (Aug) NI Milk Cup Youth
Football Tournament
August :1st Dogleep Stages Rally

Events

Banagher Glen
Roe Valley Country Park
028 77722074
The Bishop’s Road &
Gortmore View Point
Binevenagh & Benbradagh

Forests/ Parks/ Walks












Heritage
Carrick Church & Rocks
The Rough Fort 028 20731582
Sampson’s Tower
Dungiven Priory & O’Cahan’s
Tomb 028 77722074
Banagher Old Church 028
77722074
Magilligan Martello Tower
Kings Fort
Limavady Union Workhouse
028 77765438
Dungiven Castle

Pubs
The Thatch
The pub
The Doah
Owen’s Bar
The Crown
Coast Road Inn
Banters
The Mallard Bar
Cooley’s Bar
Douglas Bar

Limavady

Town Centres
Limavady and
Dungiven Accents

Exclusive Sounds

Crindle Stables
028 77768257
Dunbrock Stables
028 77722183
Faughanvale Pony
Trekking Centre
028 71811843

Golf
Radisson Roe Park
Golf Resort 028
77760105
Benone Golf Club
028 77750555

Attractions/ Activities






The Green lane Museum 028
77760304
Altahullion Wind farm
Benone Strand
Limavady Airfield, Aghanloo
Maiden City Motor Club

Kitesports








Benone Tourist Complex 028
77750555
Roe Valley Leisure Complex 028
77764009



Irish Power Kite &
Sandyacht
Association
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Arts/ Crafts

Angling











Castle Gallery 028 92601094
Cheshire Cat 028 92683031
Creative Ideas- Craft Wool &
Fabric Shop 028 92619172
Dawn Mitchell 028 92682329
Emma Andrews- Textile Artist
Fine Art Ireland 028 92622018
Heritage of Hillsborough 028
92689003
Island Art Centre 028 92509254
Lisburn Art Gallery 028 92627994
Montmarte 028 92661777
Parvis 028 90621824
The Willow 028 92617575
White Image 028 92689896











Leisure
Lagan Valley
Leisure Plex
Lisburn Omniplex










Golf
Aberdelghy Golf
Course
Colin Valley Golf
Centre
Dawn Royal Park Golf
Course
Dunmurry Golf Club
Lagabview Golf Centre
Lisburn Golf Club
Rockmount Golf Club
Temple Golf and
Country Club

Attractions/ Activities






Sprucefield Shopping 
Centre

Lisburn City Centre
Antique Shops in
Ballindeerry &
Lambeg

Retail

Town Centres
Lisburn,
Hillsborough and
Dunmurry Accents

Exclusive Sounds

The Balance House
028 92648492
Brookhall Historical Farm
Irish Linen Centre & Museum
Hilden Brewery Visitor Centre and Tap
Room Restaurant
Hillsborough Castle & Gardens
Hillsborough Fort
The Courthouse, Hillsborough
Island Civic Centre

Brookhall Historical
028
92621712
Hilden Brewery Visitor
Centre and Tap Room
Restaurant 028 92663863
Castle Gardens
028
92663377
The Courthouse,
Hillsborough 028 92689717

Tours

Brookhall Trout Fishery
07792212384
Hillsborough Lake
Lough Erne, Ballykeel
Lough Neagh
Murloc Angling &
Rural Pursuits
Stoneyford and
Leathemstown
Reservoirs
























Equestrian
Ballyknock Riding
School
Down Royal Race
Course
Lime Park
Equestrian Centre
Mill Yard
Equestrian Centre
Tullynewbank
Stables

Lisburn

Pubs
The County Down Arms
The Down Royal
The Favourite Bar
Hagues
The Linfield Bar
The Point Lisburn
The Robbins Nest
Smithfield House
The Tavern Bar
The Tipsy Toad
The Tuesday Bell

















Heritage









Mountains

Priests Hill

Lisburn Police Station
Lisburn Fire Station
Lagan Valley Hospital
Thompson House
The Vacuum Hospital

Emergency Services

Portmore Lough/
Lough Beg

Rivers/ Lakes

Crewe Hill
Duneight Motte and
Bailey
Giant’s Ring
Downshire Monument
Harry Ferguson
Lisburn Historic
Quarter
Hillsborough Castle
Hillsborough
Courthouse & Square
St. Malachy’s Church



Events

Hillsborough
Forest
Castle Gardens
Wallace Park
Colin glen Forest
Park
Moira Demesne

Forests/ Parks/
Walks






June:
- 15th Lisburn Half Marathan
August:
- 10th – 15th Ulster Grand Prix Bike
Week
- 15th Annual Ferguson Event
- August Bank Holiday WeekendHilden Beer Festival
September:
- 25th – 26th Twilight Nights
- Hillsborough International Oyster
Festival
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Leisure





Birdwatching

Greenvale leisure
Centre
Maghera Leisure
Centre
Meadowbank Sports
Arena 028 79397117

Arts/ Crafts
Ivor Coburn Gallery
Duile Lecheile Pottery 028
79628828
An Carn Siopa Centre





Golf









Equestrian

Town Centres

Retail

Marsh Kyle
Riding School 028
79418860
Fort Centre
Riding for
Disabled 028
79644280










Heritage














Mountains

Crockbrack

Moyola River
Bellaghy Bawn

Rivers/ Lakes






Carntogher Way, Maghera
Carntogher History Trail, Maghera
Derryoid Forest, Draperstown 028 79629100
Ruebens Glen, Desertmartin 028 79631510
Glenone Riverside Walk, Portglenone 028
79631510
Pole Patrick Cemetry, Magherafelt 028 79631510
Termoneery Chapel Path, Moyagall
Tamlaght O’Crilly Community Walk, Tamlaght
Highway to Healt, Maherafelt 028 70835845

Forests/ Parks/ Walks

Magherafelt Police
Station

Emergency Services

Tirnoney Dolmen
The Forge
The Bellaghy
Bawn
The Bridewell
Tirkane
Sweathouse
Church Island

Events
July- Feile
Charm
Tochair

Pubs
Mary’s Bar
The Terrace Hotel
Bradley’s Corner
Town & Country Inn
The Fireside Inn
Flax Inn
Coachman Inn
Dorman’s Bar
The Dry Dock
The Market Tavern



Magherafelt

Town Centres
Maghera, Magherafelt and
Draperstown Accent

Exclusive Sounds

The Jungle 028 8674881
Castledawson Open Farm
Knockloughrim Windmill
Empire Bingo

Attractions/ Activities

Tobermore Golf
Driving Range
Moyola Park Golf
Club
Traad Ponds Golf
and Leisure
Ronan Valley Golf
Club

Lough Neagh & Lough
Beg
Church Island
Drumlamph Wood,
Maghera
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Retail
Town centres

Arts/ Crafts

Angling

Paul McAuley
Bodhrans 21
Leyland Park 028
20763126


Predators
Chartesrs Ltd 028
21771828




Golf

Red Bay
Cushendall bay
Cushendun Bay
Loughan Bay
Ballycastle Bay
White Park Bay
Runabay Head

Bays






Equestrian
Drum-Moyle
The Bushmills
Inn

Old Bushmills
Distillery

Factories

Old Bushmills Distillery
Giant’s Causeway & Visitor
centre
Causeway School Museum
Carrick-a-Rede Rope Bridge
Watertop Open farm
Rathlin Island
Giant’s Causeway & Bushmills
Railway

Attractions/ Activities

Cushendall 028
21771318
Ballycastle Golf Club


























Heritage
Layde Church
Curfew Tower
Ossian’s Grave
Dunseverick
Castle
Bonamargy Friary

Moyle

Exclusive Sounds
Ballycastle and
Bushmills Town Centres
Ballycastle and
Bushmills Accents



























Mountains 

Lannimore Hill
Knocklayd

Crockaneel

Carnanmore 
Tievebulliagh
Trostan

Pubs

Rivers/ Lakes









Emergency Services

Ballycastle Police Station
Ballycastle Fire Station
Dalriada Hospital

August:
- Ould Lammas Fair ( Last
Monday & Tuesday in
August)
- Marconi Festival
- Ballycastle Fest
September:
- Rathlin Island Let Me Take
You To The Island, Literary
Weekend

Events

Glenariff Forest park
Breen Oakwood
Ballypatrick Forest
Park

Forests/ Parks/ Walks





Glenariff River
Inver River
Glenballyenon River
Glenaan River
Glendum River
Glenshesk River

The Anglers Arms
The Anzac Bar
The Boyd Arms
The Castle Bar
The Central Bar
The Diamond Bar
The Gawn Inn
The Glenshesk Bar
The Harbour Bar
The Hillside Tavern
O’Connors Bar
The Bush House
Finn MacCools
The New Mill
The Nook
The Oak House Bar
The Scotch House Tavern
The Sportsman Bar
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Leisure
Kilkeel Leisure
Centre
Newry Swimming
Pool

Arts/ Crafts
Mourne TextilesHandloom Waeving
Workshop 028 41738373
Maura Smyth Ceramics
028 41773669




















Golf
Ashfield Golf Course
Cloverhill Golf Course
Kilkeel Golf Course
Mayabridge Golf Course
Newry Golf Academy
Kelly’s Golf Course
Warrenpoint Golf Club










Bridges
Arch Bridge

Events

Equestrian

Heritage






























Mountains

Slievemartin
Finlieve
Eagle Mountain
Cock Mountain
Grugganskeagh
Slieve Much
Slieve Binnian
Chimney Rock
Slieve Gullion
Camlough Mountain
Craigdoo
Slieve Lamagan

Rivers/ Lakes

Lough Ross,
Crossmaglen
Mullaghabane Lake
Spelga Reservoir,
Hilltown
Silent Valley
Ben Crom Reservoir
Creggan River
Cullywater River
Forkhill River
Annalong River
Kilkeel River

Kibroney Park
Newry Canal
Newry Heritage Trail (1hr 45mins)
Slieve Gullion Forest Park
The Ring of Gullion Way

Forests/ Parks/ Walks

Newry Ship Canal

Donaghaguy Reservoir,
Warrenpoint

Clanrye River, Newry
Whitewater River, Kilkeel 
Kiltybane Lake, Crossmaglen
Camlough Lake, Camlough 

Cashel Loughs, Newry

Carrigans Lough,

Sliverbridge

Glassdrummond Lake

The Bann River, Hiltown


The Bank
The Bit and Bridle
The Bridge Bar
The Cavern Bar
The Central Bar
The Cove Bar
The Exchange
The Fair Judge
Felix Larkins
Maddens
The Market Bar
McCoy’s
McGuigans
McSwiggans
Milly O’Nares
Murtaghs Bar
Nan Rices
O’Hares

Pubs

Burren Heritage Centre
Kilbroney Old Graveyard
Kilfeaghan Dolmen
Newry Town Hall
Newry & Mourne Museum
The Cathedral of St Patrick and St Colman
St Patrick’s Church of Ireland
Clontygora Court Cairn
Kilnasaggart Stone
Moyry Castle
Tichulainn
Creggan Churchyard & Graveyard
Slieve Gullions Cairns
Killevy Churches
Craigmore Viaduct
Derrymore House
Cardinal O’Fiaich Heritage Centre



Newry & Mourne

Greenvale Equestrian

Centre

Gamekeepers Lodge

Barkston Equestrian

Centre

Oakwood Riding School 
Rostrevor Equestrian

Centre

Moorhill Stables


Retail














Town Centres

Buttercrane
Shopping
Attractions/ Activities
Centre
The Mournes

The Quay’s
Silent Valley
Shopping
Ross’s Monument
Centre
Cranfield Beach
The Mourne Wall
Bloody Bridge
Newry Market
Newry/ Dundalk Speciality Food and Craft
Market Farmers’ Market
Annalong Marine Park & Corn Mill
Rostrevor Oakwood




July:
- Fiddler’s Green International
Music Festival
August:
- Maiden of Mournes
International Festival
- Annalong Harbour Hooley











Exclusive Sounds 

Newry and Crossmaglen

Accents

Town Centres

The Mourne Mountains
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Arts/ Crafts

Leisure

Straid Fishery
Tildarg Fishery

Angling

Valley Leisure centre
Sixmile Leisure
Centre
Ballyearl Arts &
Leisure Centre

Ballyearl Arts &
Leisure Centre

Bowling
Sportsbowl
Glengormley











Golf





Beeches Equestrian
Centre 028 93352441

Equestrian

Ballyclare Golf Club
Ballyearl Golf & Leisure
Centre
Burnfield House Golf Course
and Restaurant
Greenacres Golf Club



Retail





Heritage
Sentry Hill

Mountains


Carn
Hill

Belfast
Lough

Rivers/ Lakes



Ballyclare, Ballyrobert and
Glengormley Accents
Town Centres

Exclusive Sounds

Newtownabbey

Glengormley and
Ballyclare Town Centres
Northcott Shopping Centre
Abbeycentre

Factories
Mossley Mill
The White House Cotton Mill
Patterson’s Spade Mill
Mallusk- Industrial Estate

Attractions/ Activities

Karting
Ultimate Karting,
Doagh 028
93342777



































Emergency Services

Glengormley Fire
Station
Ballyclare Fire Station
Glengormley Police
station
Ballyclare Police Station

Forests/ Parks/ Walks

Valley Park, Glengormley
Loughshore Caravan park
Hazlebank Park,
Whiteabbey
Monkstown Woods
Carnmoney Hill

Events

May:
- 19th – 23rd Ballyclare may
Fair
July:
- Patterson Spade Mill
Country Fair

Pubs

The Bellevue Arms
The Boundary Bar
The Cloughfern Arms
The Cottonmount Arms
The Crown and Shamrock Inn
The Fountain Bar
The Grange Bar
Tweedies Bar
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Leisure












Golf
Bangor Golf Club
Blackwood Golf
Centre
Carnalea Golf Club
Clandeboye Golf
Club
Helen’s Bay Golf
Club
Blackwood Golf
Centre
Groomsport Golf
Centre
Kingsland Pitch &
Putt





Equestrian

Bloomfield
Shopping
Centre
Flagship Centre
Bangor Town
Centre

Retail

Gransha
Equestrian Centre
Birr House Riding
Centre




North Down

Factories













Heritage

Parks/ Walks

Balloo Nature Reserve
Castle Park
Crawfordsburn Country Park
Walled Garden
Ballymenoch Park
Glen Lyon Park
Redburn Country Park
Cairnwood
North Down Coastal Path
Bangor Seafront
Kingsland Play and Picnic Area
Strickland’s Glen

Ulster Folk and Transport
Museum 028 90428428
Bangor Abbey
Bangor Castle 028 91270371
Cockle Row Cottages 028
91458882
Grey Point Fort 028
91853621
Holywood Heritage Sites
Holywood Priory
Holywood Maypole
North Down Museum 028
Forests/
91271200














Emergency Services


Bangor Police
Station
Pubs

Bangor Fire Station

The Ulster Hospital
Ambar
Bar 15
The Bryansburn Inn
The Castle Arms
Coyles
The Esplanade
Fealtys
The Imperial Bar
Jamaica Inn
Jenny Watts
McElhill’s
The Rose And Chandlers
The Warwick
The Windsor
The Winning Post
Wolsey’s Bar an Eating House

Ballyholme Bay

Rivers/ Lakes


Bangor and
Holywood Accent
Bangor seafront
Town Centres

Exclusive Sounds
Watersports




Foundaries
Bangor

Ballyholme Yacht
Club

Pickie Family Fun Park
Eisenhower Pier
Bangor Seafront
Kingsland Play and Picnic Area
Ballyholme Beach and Park
Seapark Recreation Area
Strickland’s Glen
North Down Coastal Path
Choc-O-Bloc 028 91456598
Eddie Irvine Sports 028 91451457
Kidz Club 028 91857272
Snakes ‘N’ Ladders 028 91477913

Attractions/ Activities


Bangor Castle Leisure
Centre

Bangor Sportsplex,
Arts/ Crafts
Ballykillaire

Queen’s Leisure
Paint Me Glaze Me Complex
028 91469509

Angling
Donaldson Lake
Portavoe Reservoir
Bangorboat
John Erskine Boat
Charters














Pontoon/ Marina


Bangor
Marina
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Leisure












Omagh Leisure Centre
Youth Sports Omagh
Dromore Sports Complex

Arts/ Crafts

Baronscourt
Fishing Pike
Gortin Fishing
Salmon Fishing,
River Mourne
Altmore Trout
Fishery &
Paintball
Loughmuck

Angling

Michael Butler Ceramics 028
81647939
Strude Arts Centre
Dun Uladh Centre














Golf
Omagh Golf Club
Fintona Golf Club
Golf 365

Equestrian

Ashlee
Riding
School

Attractions/ Activities




Retail















Mountains

Spaltindoagh
Slievemenagh
Curraghchosaly
Mullaghcarn



































Rivers/ Lakes

Lough Bradan
Lock Lack
Owenreagh River
Glenlark River
Coneyglen Burn
Cappach Burn
Camowen River
Cloghfin River
Strule River
Drumragh River

Pubs

Sally O’Briens
The Hogshead
Bar 10
Benedict’s Bar & Restaurant
McCanns Pub
Bogan’s Bar
The Coach Inn
Tipplers
The Terrace
The Weigh In Bar
Molly Sweenys
Village Inn
McAtee Bros
The Post Inn
McAtee Bros
Daly’s
The Old Church Inn
The Goal Post
Michael Meenagh
The Corner Bar

Omagh
Police
Station
Omagh
Fire
Station
Tyrone
Couonty
Hospital

Emergency
Services







Gortin Glen Forest
Park

Exclusive Sounds



Forests/ Parks/ Walks

Omagh Meats 028
82243201
Strathroy Dairy
028 82240948

Factories

Omagh

Athenree Portal
Tomb
Creggandevesky
Court Tomb,
Creggan
Creggan Conroe
Court Tomb,
Creggan
Aghascrebagh
Oghamstone

Heritage

Abbey Bridge
Bells Bridge
Strule Bridge
Campsie Bridge

Bridges

Great Northern
Retail Park
Omagh Town
Centre






Hunter West Shooting School
The Adventure Team (Steven Brown) 028
81648390
Ballynahatty Fast Track (Go Karting)
Toddsleap
Ulster American Folk Park
Grange Park Children’s Play Area.
Omagh Library
An Creggan Visitor Centre
Woodview Garden Centre & World of Little
Animals
Alladins Kingdom Adventure Playground
Mr Tumbles Fun House
Dr Gurgles House of Fun

Benedict Kelly
Brian Friel
W F Marshall

Poets/ Writers







Omagh Town
Centre
Ulster American
Folk Park
Omagh and
Fintona Accents
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Arts/ Crafts

Leisure

Angling

Riversdale Leisure
Centre

Mill Pottery, Donemana
082 70398377
Simply Special
(Handmade Cards) 028
816601066
The Bowling Green Art
Sculpture
The Millennium Sculpture






Golf

Equestrian

Newtownstewart
Golf Club



Pony Treking at 
Barrontop Fun
Farm






Retail















Heritage
Stewart Castle,
Newtownstewart 028
90543145
Harry Arvey’s Castle
Sperrin Herritage
Centre
The Wilson Ancestral
Home
Lough Ash Wedge
Tomb Donemana
(Dunamanagh)
Cloughenny Wedge
Tomb, Plumbridge
Glenroan Portal Tomb
Goles Stone Row,
Plumbridge
Castlederg Castle

Exclusive Sounds

Strabane

Strabane
Town Centre
ASDA

Cecil Frances
Alexander
Dr George
Sigerson
Flann O Brien

Poets/ Writers

Gray’s Printing Press 028
71880055/ 028 86748210
Barrontop Fun farm 028
71398649
Sion Mills Buildings
Preservation Trust &
Conservation Area
Castlederg Vistor Centre
Silverbrook Mills

Attractions/ Activities







Salmon Fishing on
the River Mourne
Pike Fishing on
Baronscourt Lakes

Strabane Town
Centre
Strabane,
Newtwonstewart
and Castlederg
Accent




























Mountains



June:
- The Strawberry fair, Sion Mills
-Strabane Fair Day
July:
-Strabane 10Km road Race
-Aghyaran Festival
October:
-Strabane Autum Arts Festival
November:
-Strabane Autum Arts Festival

Events

Strabane
Police
Station

Emergency
Services

Kibram
Crockrour
Owenreagh Hill
Mullaghbolig
Dart Mountain
Sawel Mountain
Mullaghcloga

Mourne River
Fairy River
Glenelly River
Burn Bennet
Douglas Burn
Mourne Beg
Denne

Rivers/ Lakes
















Baronscourt
Forest
Goles Forest
Ligfordum
Wood

Forests/ Parks/
Walks




Pubs

Floyds
Christy’s Bar strabane
Blue Parrot
The Railway Bar
Dixie’s Bar
Felix’s Bar
Devlins Bar
Kellys Bar
The Classic Bar & Lounge
MK’s Bar
Paddy Macs Bar
Ballymagorry Arms
The Prospect Bar
Kirk’s Bar
The Sportsman Inn
Katy Daly’s
The Central Bar
Devines Bar
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School of Creative Arts

Belleek Pottery Ltd
3 Main Street

Rachel McClure
MQ 122
School Of Creative Arts
University of Ulster
Northland Road
Londonderry
Co. Londonderry
BT48 7JL
Northern Ireland
T: +44 (0) 2871375133
M: 07595658847
F: +44 (0) 28 71375473
mcclure-r@email.ulster.ac.uk
www.arts.ac.uk/creativearts
creativearts@ulster.ac.uk

Belleek
Co. Fermanagh
N. Ireland
BT93 3FY

To Whom It May Concern:
I am a PhD Researcher at the University of Ulster. My research for the University focuses
on the sounds of Ulster and the importance of our sonic environment. I am writing to ask
for both your support and permission to record the sound of Belleek Pottery, as part of my
PhD research. I aim to produce a large archive of soundscapes around Northern Ireland,
highlighting the importance of sound throughout our everyday lives.

I would greatly

appreciate it if you could email the above address (mcclure-r@email.ulster) to inform if
permission is granted. Please do not hesitate to contact me if you have any further questions
or queries. Your help and support is greatly appreciated.
Yours Sincerely,

Rachel McClure
PhD Researcher University of Ulster
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Post Recording Itinerary

December 2008
Belfast

3:00pm

Saturday 13th December 2008
Belfast Christmas Continental Market

May 2009
Belfast
3:00pm

Saturday 23rd May 2009
Belfast Spring Continental Market

5:00pm

Victoria Square Shopping Centre

June 2009
Londonderry
Tuesday 30th June 2009
10.00am

Bogside Murals
(Free Derry Tour)

1.30pm

St Columbs Cathedral

2.15pm

Walk from St Columbs Cathedral to Long Tower

3.45pm

The Long Tower

4.15pm

Walk from The Long Tower to the Craigavon Bridge

4:35pm

Craigavon Bridge

4:55pm

Walk from Craigavon Bridge to the Foyle Bridge

5:30pm

Foyle Bridge

5:45pm

Walk from Foyle Bridge to Ballyarnett
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July 2009
Londonderry

12:30pm

Wednesday 1st July 2009
Creggan Country Park

3.30pm

Foyle International Golf Centre

4.30pm

City of Derry Airport

5:15pm

City of Derry Airport Runway

6.00pm

Oaks Fishery

7:00pm

Lenamore Riding School
Thursday 2nd July 2009

12.30pm

Ness Woods

Limavady

6:00pm

Thursday 2nd July 2009
Foyle Hovercraft

Londonderry

10:00am

Friday 3rd July 2009
Londonderry Port 7 Harbour Lisnahally

1:00pm

Derry Bus Station

2:00pm

Shipquay Street

3:30pm

Strand Road

5:00pm

Foyle River
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Strabane

10.00am

Saturday 4th July 2009
Asda Supermarket

10.00am

Monday 6th July 2009
Strabane Town Centre

12.30pm

Melvin Park

1:00pm

Sperrin Mountains

10.00am 4pm

Tuesday 7th July 2009
Sperrin Mountains: Barnes Gap, Glenroan Portal Tomb

11.00am

Thursday 9th July 2009
Castlederg Town Centre

1.00pm

Castlederg Castle

3:00pm

Killeter Forest

5:00pm

Hill Valley Golf Club

11:00am

Friday 10th July 2009
Barrontop Top Farm

1:30pm

Moor Lough

Ballymena

09:30am

Monday 13th July 2009
Main Street Broughshane (12th July Parade)

Larne

11:00am

Monday 13th July 2009
Larne (12th July) Marching parades
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1:00pm

Tuesday 14th July
Glenarm Castle Highland Games

Omagh

11:00am

Wednesday 15th July 2009
Omagh Town Centre

2:00pm

Sloughan Glen Waterfall

11:00am

Thursday 16th July 2009
An Creggan Visitor Centre

2:00pm

Westland Bark Processing Plant

3.30pm

Clogh Ogham

4.30pm

Creggandevesky Court

5:30pm

Gortin Glen Forest Park

12:00pm

Saturday 18th July 2009
Ulster American Folk Park

Fermanagh

3:00pm

Sunday 19th July 2009
Lady of The Lake Truck Convoy

5:00pm

Linen Hall Bar- Weatherspoons, Town Centre

1:00pm

Monday 20th July 2009
Marble Arch Caves

4:00pm

Florence Court

10.00am

Tuesday 21st July 2009
Enniskillen Castle
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1:00pm

Belleek Pottery

5:00pm

Ernside Shopping Centre

10:00am

Wednesday 22nd July 2009
Enniskillen Town Centre

12:00pm

Denvish Island

2:00pm

Castle Archdale

4:00pm

Tickety Moo

Dungannon

10.00am

Friday 24th July 2009
Tyrone Crystal Factory

12:30pm

Oaks Shopping Centre

2:00pm

Coalisland Town Centre

3:30pm

Dungannon Town Centre

5:00pm

Dungannon Park

11.30am

Saturday 25th July 2009
Parkanaur Forest Park

2:00pm

Toddsleap

Cookstown

9:30am

Saturday 25th July 2009
Cookstown Saturday Market

Antrim
Saturday 25th July
2:00pm

Antrim Show
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Cookstown

10.00am

Monday 27th July 2009
Ballyronan Marina

11.00am

Cookstown Town Centre

1:30pm

Drum Manor Forest Park

3:00pm

Wellbrook Beetling Mill

3.45pm

Rectory Lodge Trout Fishery

4:30pm

Lough Fea

Magherafelt

5:00pm

Monday 27th July 2009
Meadowlane Shopping Centre

5:30pm

Magherafelt Town Centre

1:00pm

Tuesday 28th July 2009
Castledawson Open Farm

1.00pm

Thursday 30th July 2009
Maghera Town Centre

August 2009
Magherafelt
Saturday 1st August 2009
2.00pm

The Jungle
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Limavady

10.00am

Monday 3rd August 2009
Limavady Town Centre

12.30pm

Radisson Roe Golf Driving Range

1.45pm

Magilligan Strand

3:30pm

Banagher Glen

5:00pm

Altahullion Wind Farm

Coleraine

11:00am

Wednesday 5th August 2009
Coleraine Town Centre

1:30pm

Portrush Town Centre

2:00pm

Portrush Strand

4:00pm

Portstewart Town Centre

4:30pm

Portstewart Strand

Moyle

12:00pm

Friday 7th August
Bushmills Distillery

2:30pm

Carrick-a-Rede Rope Bridge

4:30pm

Giant’s Causeway

Coleraine

12:00pm

Saturday 8th August
Boat Trip leaving Portrush
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2:00pm

Coastal Zone Portrush

Ballymoney

11:00am

Wednesday 12th August
Ballymoney Town Centre

1:00pm

Drumaghelis Marina

2:00pm

Leslie Hill Open Farm

4:30pm

Riverside Park

Ballymena

11:00am

Thursday 13th August 2009
Ballymena Town Centre (outside)

12:00pm

Tower Centre

12:30pm

Fairhill Shopping Centre

1:30pm

Braid Museum

3:00pm

Ecos Centre

5:00pm

The Sportsbowl

Lisburn

7:00pm

Thursday 13th August
Dundrod Ulster Grand Prix 2009

Belfast
Friday 14th August 2009
2.00pm

The Tall Ships
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Larne

1:00pm

Sunday 16th August
Larne Town Centre

2:00pm

Larne Docks

Antrim

10:30am

Saturday 15th August
Antrim Town Centre

11:15am

Antrim Castle and Gardens

12:25pm

Antrim Lough Shore

1:30pm

Junction One

2:45pm

Crumlin Town Centre

4:00pm

Talnotry Avian Care Trust (T.A.C.T) Wildlife Centre

Newtownabbey

11:00am

Monday 17th August
Glengormley Town Centre

12:30pm

Abbeycentre

2:00pm

Sportsbowl- Glengormley

3:00pm

Patterson’s Spade Mill

5:00pm

Ballyclare Town Centre

6:00pm

Asda supermarket

7:30pm

Need 4 Speed Indoor Karting- Doagh
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Carrickfergus

11:00am

Tuesday 18th August
Flame Gas Works- Interview Samuel Gault

1:30pm

Carrickfergus Town Centre

2:30pm

Carrickfergus Marina

4:00pm

Whitehead Promenade

Belfast

11:00am

Wednesday 19th August 2009
Belfast Sightseeing Tour

1:00pm

Belfast Town Centre

4.00pm

Victoria Square Shopping Centre

North Down

10:00am

Thursday 20th August
Ulster Folk and Transport Museum

1:00pm

Crawfordsburn Country Park

2:00pm

Bangor Town Centre

Castlereagh

3:00pm

Thursday 20th August
Dundonald International Ice Bowl

4:30pm

Streamvale Open Farm

6:00pm

Dundonald Old Mill
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Moyle

1:00pm

Monday 24th August
Ballycastle Ould Lamus Fair

Newtownards

7:50am

Tuesday 25th August
Strangford Lough Ferry

8:30am

Exploris

10:00am

Portaferry Town Centre

11:30am

Fastrack Farm, Ballywalter

1:00pm

Donaghadee Harbour

2:30pm

Newtownards Town Centre

4:00pm

The Ark Rare Breeds Open Farm

Down

10:00am

Wednesday 26th August
Tollymore Forest Park

11:30am

Newcastle Town Centre

2:30pm

Clearsky Adventure Centre

4:00pm

Downpatrick Town Centre

Lisburn

10.00am

Thursday 27th August
Lisburn Town Centre
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11.45am

Bow Street Mall

1:00pm

Sprucefield Shopping Centre

2:30pm

Hillsborough Town Centre

Craigavon

3:45pm

Thursday 27th August
Tannaghmore Animal Farm

5:00pm

Oxford Island Nature Reserve

7:00pm

Rushmere Shopping Centre

Lisburn
Friday 28th August
10:00am

Irish Linen Centre

Craigavon

12:30pm

Friday 28th August
Lurgan Town Centre

2:30pm

Ballydougan Pottery

4:00pm

Portadown Town Centre

Belfast
Sunday 30th August 2009
3:00pm

Belfast Mela
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Armagh

10:00am

Monday 31st August
Tayto Castle Factory

1:00pm

Armagh Town Centre

4:00pm

Gosford Park

September 2009
Newry & Mourne

10:00am

Tuesday 1st September
Buttercrane Shopping Centre

11:30am

Newry Town Centre

1:00pm

The Quay Shopping Centre

2:30pm

Carlingford Lough

3:30pm

Rostrevor Oakwood

4:00pm

Rostrevor Central 33,000 Volt Substation

4:45pm

Kilkeel Town Centre

5:15pm

Kilkeel Harbour

6:00pm

Annalong Harbour

6:45pm

Warrenpoint Town Centre

Banbridge

11:00am

Wednesday 2nd September
Thomas Ferguson Irish Linen

2:00pm

Banbridge Town Centre
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4:00pm

The Outlet- Banbridge

304
Appendix 7
/*
* Switch test program
*/
int pin0 = 2;
int pin1 = 3;
int pin2 = 4;
int pin3 = 5;
int pin4 = 6;
int pin5 = 7;
int pin6 = 8;
int pin7 = 9;
int pin8 = 10;
int pin9 = 11;
int pin10 = 12;
int pin11 = 13;
int pin12 = 14;
int pin13 = 15;
int pin14 = 16;
int pin15 = 17;
int pin16 = 18;
int pin17 = 19;
int pin18 = 20;
int pin19 = 21;
int pin20 = 22;
int pin21 = 23;
int pin22 = 24;
int pin23 = 25;
int pin24 = 26;
int pin25 = 27;
int pin26 = 28;
int pin27 = 29;

// Switch connected to digital pin 2

void setup()
// run once, when the sketch starts
{
Serial.begin(115200);
// set up Serial library at 115200 bps
pinMode(pin0, INPUT); // sets the digital pin as input to read switch
pinMode(pin1, INPUT);
pinMode(pin2, INPUT);
pinMode(pin3, INPUT);
pinMode(pin4, INPUT);
pinMode(pin5, INPUT);
pinMode(pin6, INPUT);
pinMode(pin7, INPUT);
pinMode(pin8, INPUT);
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pinMode(pin9, INPUT);
pinMode(pin10, INPUT);
pinMode(pin11, INPUT);
pinMode(pin12, INPUT);
pinMode(pin13, INPUT);
pinMode(pin14, INPUT);
pinMode(pin15, INPUT);
pinMode(pin16, INPUT);
pinMode(pin17, INPUT);
pinMode(pin18, INPUT);
pinMode(pin19, INPUT);
pinMode(pin20, INPUT);
pinMode(pin21, INPUT);
pinMode(pin22, INPUT);
pinMode(pin23, INPUT);
pinMode(pin24, INPUT);
pinMode(pin25, INPUT);
pinMode(pin26, INPUT);
pinMode(pin27, INPUT);

}
void loop()
// run over and over again
{
Serial.print(" input1 ");
Serial.print(digitalRead(pin0));
Serial.print(" input2 ");
Serial.print(digitalRead(pin1));
Serial.print(" input3 ");
Serial.print(digitalRead(pin2));
Serial.print(" input4 ");
Serial.print(digitalRead(pin3));
Serial.print(" input5 ");
Serial.print(digitalRead(pin4));
Serial.print(" input6 ");
Serial.print(digitalRead(pin5));
Serial.print(" input7 ");
Serial.print(digitalRead(pin6));
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Serial.print(" input8 ");
Serial.print(digitalRead(pin7));
Serial.print(" input9 ");
Serial.print(digitalRead(pin8));
Serial.print(" input10 ");
Serial.print(digitalRead(pin9));
Serial.print(" input11 ");
Serial.print(digitalRead(pin10));
Serial.print(" input12 ");
Serial.print(digitalRead(pin11));
Serial.print(" input13 ");
Serial.print(digitalRead(pin12));
Serial.print(" input14 ");
Serial.print(digitalRead(pin13));
Serial.print(" input15 ");
Serial.print(digitalRead(pin14));
Serial.print(" input16 ");
Serial.print(digitalRead(pin15));
Serial.print(" input17 ");
Serial.print(digitalRead(pin16));
Serial.print(" input18 ");
Serial.print(digitalRead(pin17));
Serial.print(" input19 ");
Serial.print(digitalRead(pin18));
Serial.print(" input20 ");
Serial.print(digitalRead(pin19));
Serial.print(" input21 ");
Serial.print(digitalRead(pin20));
Serial.print(" input22 ");
Serial.print(digitalRead(pin21));
Serial.print(" input23 ");
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Serial.print(digitalRead(pin22));
Serial.print(" input24 ");
Serial.print(digitalRead(pin23));
Serial.print(" input25 ");
Serial.print(digitalRead(pin24));
Serial.print(" input26 ");
Serial.print(digitalRead(pin25));
Serial.print(" input27 ");
Serial.println(digitalRead(pin26));

delay(10);
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