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Summary 

 

Sonic Ghosting: interrogating space/place/memory through multimodal sonic fracture. 

 

This practice-based PhD project develops a ‘Sonic Ghosting’ practice through a portfolio 

of compositions, installations and performances. Sonic Ghosting, as a mode of creative 

endeavor, offers a way to interrogate the relationship between space/place/memory and 

sound/music/noise by fracturing the soundscape of the present with the echoes, 

phantoms and potentialities of the soundscapes of the past/future. In one sense, it is 

ventriloquising the material/space/landscape that it engages with, extending it beyond 

the bounds of its normal sonic existence, and blurring the horizon between what is 

unheard/unseen but felt, and what is actually present. To achieve this, there is a creative 

and compositional employment of fracture, degradation and performance interruption – 

both temporally and spatially. Where sonic material is gleaned from on-site field 

recordings it is manipulated, cut-up, processed, delayed, moved in time and space. This 

process creates layers within the fabric of the work, between the memory of sound on-

site, the recordings, their fractured remains, electronic and acoustic instrumentation, 

and the multiple modes of presentation and iteration: performance, installation, 

documentation, image, text. In some examples the resulting work is also presented in-

situ alongside the soundscape of the place/space about which the work is made, or 

contextualised, with text/image/materials. 

 

The included portfolio contains documentation of a series of experimental works that 

explore a number of different creative modes, forms, and stimuli. These are: Chalk Pit, an 

installation and improvised performance interruption exploring the post-industrial 

landscape of the Sussex chalk industry; Ghosting the Periphery, a four channel presence-

responsive installation exploring the gallery and peripheral spaces of the Hatton Gallery 

in Newcastle-upon-Tyne; Branch Lines, a composition and graphic score for Violin, 

Cello, Clarinet and Piano, exploring experiences of Causey Arch railway bridge in County 

Durham; Thrumming Halls, a movement/noise responsive installation presented 

binaurally, reflecting on the Barnsley National Union of Mineworkers Hall, inhabitants 

and spaces; Underdrift, an electroacoustic composition reflecting on the spaces around 
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the Co-Operative Pioneer's Museum, Town Hall, and streets of Rochdale, Greater 

Manchester. In addition, the portfolio contains documentation of the final exhibition, 

Sonic Ghostings, presented at the Attenborough Centre for the Creative Arts, which 

incorporates the portfolio works alongside working materials, and brings the principles 

of a Sonic Ghosting practice to bear on the broader research project itself through a final 

composition: Fractures and Fragments. 

 

The accompanying commentary provides a critical and conceptual outline of a Sonic 

Ghosting practice, a reflective commentary on each of the portfolio works, and an 

overview of the experimental and creative research process undertaken over the course 

of the research project. It explores a range of relevant critical theory in order to consider 

how a Sonic Ghosting practice, and the specific portfolio works in question, interrogate 

the role of sound/music composition in exploring memory, space, place, ruin, landscape, 

hauntology and the spectral turn. It draws reference to a range of sources including key 

texts from sound and music studies (Salomé Voegelin, Sabine Vogel, Bennett Hogg, 

Anna Friz, Curtis Roads), cultural studies (Jacques Derrida, Fredrik Jameson, Michel de 

Certeau, Rebecca Solnit), and human geography (Tim Edensor, Nigel Thrift). The 

commentary also considers the artistic contexts of Sonic Ghosting, with a review of work 

by Jimi Hendrix, Robert van Heumen, and Chris Watson, as well as influences on specific 

works such as Kurt Schwitters, William Burroughs, Hildegard Westercamp, and John 

Cage. 
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Introduction 

 

I sit in front of the computer screen, trying to remember. To remember the 

sound. Remember the sounds. The silence. The things in-between the sounds and 

the silence. But I’m not quite able to immerse myself in the memory. It eludes me, 

and I can’t get back there. I try another. 

And then another… 

Slowly, the incomplete, ineffective, broken and fragmented sonic memories stack 

up on top of each other. Thoughts skip around in space and time. Am I hearing a 

swirl of wind through a railway siding, or over a field? Is that the obfuscated and 

uncertain sound of my footsteps on gravel? On grass? On disused cables? On 

crisp packets? Or is it the sound of granular processes, samples, impulse 

responses of spaces I’ve never been, applied to ambient recordings of spaces I 

can’t quite remember, that wouldn’t sound entirely like my experience of them, or 

my memory of my experience, anyway, even if I could? 

The sounds fold together, lay atop one another, underneath, alongside. They 

interweave, clash, form harmonious and disharmonious partnerships, ensembles. 

I hear myself within them and without. Fissures appear. In the sounds. In my 

memory. In me? Gaps of shifting shape, form, time, as the sounds, memories of 

sounds, and memories of recorded/processed/manipulated sounds create a sonic 

moiré pattern, ever changing… re-configuring… 

In the end what is left? A mostly blank computer screen. Some words. These 

words. A semblance of what has been, an echo, a spectre. And in the process of 

conjuring these memories, hearing the pasts and presents of my work, hearing its 

potential futures, attempting to document them, I am ghosting the project itself. 

I am ghosting myself. 

 

Sonic Ghosting is. Sonic Ghosting is sound. Sonic Ghosting is a practice. Sonic Ghosting 

is a set of works. Sonic Ghosting the experience of a set of works. Sonic Ghosting is a 

performance, many performances. Sonic Ghosting is listened to. Sonic Ghosting is 

ignored. Sonic Ghosting is the artist, the composer. Sonic Ghosting is me. Sonic 
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Ghosting could also be you. Sonic Ghosting reveals. Sonic Ghosting deconstructs and re-

constructs. Sonic Ghosting is fictive. Sonic Ghosting is experienced. Sonic Ghosting is 

conjured. Sonic Ghosting is. Sonic Ghosting is here, now, in the moment you read it, or 

hear it, but not quite. It floats between times and places. Sonic Ghosting is all of these 

things, but all of them together are not Sonic Ghosting. Sonic Ghosting is probably some 

things I have forgotten to mention. It is definitely some that I haven’t thought of yet, 

that are my, or its future. Sonic Ghosting exists in time and out of time. Sonic Ghosting 

is in the memory of time. Sonic Ghosting is in place, out of place, and not of this place. 

Sonic Ghosting is peopled. Sonic Ghosting is ruined. It is linear and non-linear, 

experienced and un-knowable. Sonic Ghosting is in-between all these things. Sonic 

Ghosting is incomplete and at the same time it is the expression of an experience, a 

moment, as completely as it can be conjured, in the acknowledgement that it cannot 

completely be conjured, or experienced, or captured, or documented. Sonic Ghosting 

undermines itself. 

 

It may seem odd to question a project's ability to completely and accurately disclose its 

character; and yet the nature of the project and critical/creative/practice concept that 

this commentary explores necessarily positions each part, each work, performance, 

recording, textual remnant, photo, and critical reflection, as part of a multimodal, multi-

layered, and multi-temporal interlinked and evolving entity. Just as the documentary 

recordings included here can’t give a true ‘image’ of the work in question, this thesis 

portfolio – as multimodal as it might attempt to be – can only hope to offer a glimpse, an 

echo, of what a Sonic Ghosting practice might be, and the project as a whole. In a sense, 

the very nature of these artifacts as individually incomplete, failures in their attempt to 

‘recreate’ or ‘reproduce’ a singular, subjective and embodied experience, perhaps allows 

them to better exemplify the nature of a Sonic Ghosting practice. By acknowledging their 

incompleteness, and instead accepting them as layers of memory making there can, 

perhaps, be afforded a space for imagination – a space where we can experience the 

multiple temporalities of the materials, places and spaces we engage with, of the works 

conjured from these experiences. In a similar way, the portfolio documentation and the 

commentary that provides a critical, artistic and reflective context for the compositions, 

function as layers within the project. They are necessarily incomplete, but only as much 

as each other element, and ultimately an essential and integral part of the works, 

memories of the works, and potential futures that they might generate. 
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As such, this commentary will unpack the multimodal nature of the project and the 

critical, creative and artistic contexts for the works included, as well as the underlying 

critical/creative concept that informs and guides them. In order to do so the 

commentary will study each of these elements in turn, exploring their individual 

contributions to the project, and more broadly determining the ways in which the works, 

and project itself, constitute a substantial original contribution to the field of 

composition through the development of an original Sonic Ghosting practice. 

 

Chapter 1 establishes the critical foundation of the Sonic Ghosting concept, exploring the 

relevant critical and theoretical ideas that inform it, and the artistic contexts in which 

the practice operates. It surveys the key thematic preoccupations of the works – how 

they engage with notions of place, space and memory – as well as the relationship 

between core theories and methodological concepts that are deployed as part of a Sonic 

Ghosting practice – fracture, temporality, spatialisation, and multi-modality. It outlines 

three key artistic influences, examining how they relate to the theoretical contexts, and 

how, between them, they provide a model for the realisation of Sonic Ghosting works. 

Finally, it offers suggestions for how these contexts come together to form an original 

approach to the composition of sound and music, and how the fractured, layered, multi-

modal nature of that practice offers possible approaches to ways of working, listening, 

and creating in a sounding world. 

 

Chapter 2 forms the main body of the commentary and is broken down into five sub-

sections, each of which is centred on one of the main portfolio works. These are: Chalk 

Pit, Ghosting the Periphery, Branch Lines, Thrumming Halls, and Underdrift. Each work 

in turn is examined in relation to the core themes and creative methodologies 

established in Chapter 1, ascertaining how they are unique, how they develop the 

practice, and what they reveal about the concept of Sonic Ghosting, alongside any 

specific relevant artistic/compositional contexts. 

 

Chapter 3 explores the project’s final exhibition and performances, which offered 

reconfigured versions of the core portfolio works, alongside a new composition titled 

Fractures and Fragments. It engages with the character of Sonic Ghosting as a 
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continually evolving practice, as well as the problematic nature of presenting and 

documenting multi-temporal, multi-spatial and site-dependent works outside of their 

original state. 

 

Finally, the commentary draws together conclusions with regard to the project, the 

concept of Sonic Ghosting, and the extent to which the works included here have 

established it, developed it, addressed its core themes, preoccupations, and research 

questions, and constitute a substantial original contribution to compositional practice. It 

ends with some reflections on the nature of Sonic Ghosting as a developing mode of 

practice, suggesting how it might move forward in the future, or reveal the intrinsic 

future potentialities that it may, in fact, have already glimpsed. 

 

It may appear to be contra-indicative that Sonic Ghosting – a concept and way of 

working that seeks to be multimodal, multi-layered, multi-temporal – is documented 

here in a relatively linear way. As outlined above, chapters 2 and 3 deal with each 

portfolio work in turn, chronologically, exploring how each work flowed into the next 

and ending with the final exhibition. Yet each Sonic Ghosting work unfolds in-time, and 

it is important, for understanding both the works in question and the Sonic Ghosting 

concept as it stands at this moment of capture, to provide a path through that unfolding. 

There are, however, strategies for undermining this linearity that bubble up throughout 

the thesis: chapter 1 opens the main body of this commentary with a view of Sonic 

Ghosting informed by being at the end of the research project – it explores its beginnings 

and its current position from outside the process of making the work; there is the use of 

a ‘second voice’ throughout the thesis, a deliberate choice in writing style that is 

personal, poetic, and breaks through the linear review of the project with 

moments/memories/ghosts of its making; and there is also the application of creative 

fracture and re-construction to the intellectual concepts that underpin Sonic Ghosting in 

an attempt to form an expression in text of what Sonic Ghosting might be. 

 

Finally, I return to the beginning to clarify the way I have navigated to the end, and 

know that neither is an end or a beginning, and there is no correct path, but many 

parallel paths, interwoven branches, sound drifting between them. This commentary 

does not need to be read from beginning to end, it does not seek to capture Sonic 
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Ghosting in its entirety, so it can be known and understood. Sonic Ghosting is in the 

works themselves – what is written here is multilayered thinking-through of what it 

means to have attempted to make them, to have listened to them, to have documented 

them, and to have considered where they might point to – in time, space, place, memory.   

 

Methodological overview 

Essentially, the research project explored here is practice-based, working on the basis 

that “creative work in itself is a form of research and generates detectable research 

outputs"1 and that art has the ability to “impart and evoke fundamental ideas and 

perspectives that disclose the world for us and, at the same time, render that world into 

what it is or what it can be”2. As such it ultilises experimental creative practice as a 

methodology for developing approaches to composition, and both the creative process 

and resulting works as a way of interrogating our experience of space/place/memory. For 

Sonic Ghosting, the ability of art to “render that world into what it is or what it can be” 3 

is particularly important. As will be examined in more depth in Chapter 1, the Sonic 

Ghosting concept is rooted in a core theoretical engagement with understandings of 

sound, music, and their relationship to experiences of ‘timespace’4, the in-between, and 

the everyday. Part of the way in which it aims to deconstruct linear notions of 

temporality is by constructing a multi-layered sensation of fractured time that ‘renders’ 

to the listener, the composer’s experience of the moment where these multiple 

overlapping temporalities are revealed – the ghosts that are or can be heard haunting the 

everyday experience of place. It seeks to contribute to knowledge and understanding – of 

the relationships between sound/music/noise and space/place/memory, as well as 

creative and compositional process – through original creative investigation, 

synthesizing this with existing critical theory to produce Sonic Ghosting in the resulting 

experience for artist/composer, performer, listener, and audience.  

 

 
1 Smith, H, & Dean, R. T. Practice-led research, research-led practive in the creative arts (Edinburgh University 
Press, Edinburgh, 2009), p. 5 
2 Borgdorff, H. The Production of Knowledge in Artistic Research in The Routledge Companion to Research in 
the Arts (Routledge, Abingdon, 2011) 
3 Ibid. 
4 Voegelin, S. Listening to Noise and Silence (Continuum, London, 2010), p. 124 
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The overarching mode of working throughout the project was an iterative one, with a 

number of parallel threads – in part de-lineated by the research questions outlined 

below. Broadly, this process involved literature review, practice review, material 

collection/gleaning, experimental practice, composition of works, installation and 

performance, and critical reflection. These methods were deployed in different balances 

depending on the particular piece in question, its development, and in relation to the 

project’s research questions. These are: 

1. What constitutes Sonic Ghosting as a compositional principle? 

2. How can Sonic Ghosting works interrogate the non-linear, multilayered temporality of 

space/place/memory? 

3. What is the role of ‘multimodal sonic fracture’ as a creative and compositional concept 

in Sonic Ghosting works? 

4. What is the role of multimodality in the presentation of Sonic Ghosting works? 

 

These questions aim to encourage an articulation of the ‘how’ of Sonic Ghosting – how it 

is formulated compositionally in process and in the resulting works, how it engages with 

critical concepts around notions of space/place/memory, and how it contributes to the 

fields of critically informed musical composition and work that engages with place. They 

also help to shape reflection on creative process that is often, by necessity, multi-

threaded and at times meandering as “the researcher gropes her or his way forward, 

searching for a position to enable a next step”5. The function of the commentary, as 

home of the reflective review of the work in relation to these questions is, then, that it 

helps to “clarify the position the artist takes.”6 Throughout the individual commentaries 

in Chapters 2 and 3, smaller sub-questions are noted that were used to aid reflection on 

the development of the specific works in the broader context of Sonic Ghosting. In some 

places these are pragmatic, reflecting questions that I asked myself in relation to how I 

might form or present the works, and in others they are related to the higher level 

critical principles of Sonic Ghosting and how, or whether, the works in question engage 

with these concepts. 

 
5 Wesseling, J. and Zijlmans, K., Q and A: Towards a Practice of Artistic Research in Impett, J (Ed.), Artistic 
Research in Music: Discipline and Resistance (Leuven University Press, Leuven, 2017), p. 213 
6 Ibid. p. 216 
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It is important to note that both reflection in and reflection on practice7 formed key parts 

of my experimental practice and critical reflection methodologies. Although driven by 

engagement with the key research questions and with planned outcomes, examples of 

which will be outlined in following chapters, practice was approached in an open and 

experimental fashion, allowing for the creative process to twist and turn, responding to 

material, or accidents as necessary. Where Sonic Ghosting investigates critical concepts, 

listening experiences, or sonic materials (field recordings, sounding objects), it does this 

through practice, through composition, building on the idea John Young outlines that: 

…the only means to fully investigate the musical value of these sounds is 
through the creative practice of composition, since outside of a context 
developed compositionally, any sound we might realise stands as an object 
more of musical potential than musical function.8 

Sonic Ghosting is, as Young describes, creative practice through composition as an 

experiment in exploring musical conceptual space, working across multiple dimensions 

consisting of ‘materials’, ‘structures’ and ‘tools’9 and operating through a “symbiotic 

relationship with the development of theory”10. In Sonic Ghosting this relationship with 

theory is key, and it extends beyond what might be broadly considered as conventional 

compositional theory (form, structure, harmony, technological process) to develop a 

practice critical grounded in understandings of space/place/memory, temporality and 

sound.  

 

However, Sonic Ghosting, as a form of artistic practice, also exists in the artist and in the 

relationship of the artist to the ecological environment where the work is made. The 

research process engaged with here acknowledges that this is integral to the formation of 

Sonic Ghosting works, and as such recognises that underneath the overt critical 

knowledge and reflection lies a ‘web of artistic practice’11 that “becomes an explicit part of 

an artist’s practices and research”12. This is perhaps reflected best not in the main critical 

 
7 Schon, D.A. The reflective practitioner (Basic Books, New York, 1983) 
8 Young, J. Imaginary Workscapes: Creative Practice and Research through Electroacoustic Composition in 
Dogantan-Dack, M. (Ed.) Artistic Practice as Research in Music (Ashgate, Farnham, 2015) p. 149 
9 Ibid., p. 152 
10 Ibid., p. 151 
11 Coessens, K. The Web of Artistic Practice in Crispin, D. and Gilmore, B. (Eds.) Artistic Experimentation in 
Music (Leuven University Press, Leuven, 2014) pp. 69 - 81 
12 Ibid. p. 79 
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reflections of this commentary (though of course these do reflect in places on the 

interaction between my own personal knowledge and the working process, or embodied 

artistic know-how) but in the works themselves. An important part of what makes Sonic 

Ghosting original is the way in which it develops techniques that both reveal and 

construct, that distance the listener from an overt sense of place but refuse to remove 

the artist from the artwork, that focus on the subjective nature of poesis – undoubtedly 

grounded in my own tacit knowledge and experiences – rather than a specific message.  

This is, in part, an embodiment of the tacit nature of the ghosts of place in the work, and 

the research project is a journey towards developing ‘multimodal sonic fracture’ as a 

method for inserting “some strangeness into the existing environment, changing the 

previous possible focuses and backgrounds… exceeding the original spatio-temporal 

interpretations”13 and enabling this to “become an explicit part of an artist’s practices and 

research”14. 

 

Sonic Ghosting, then, is reflective of that fact that “the activity of musicians, then, is to 

engage on some level with the production of cultural knowledge”15 and that it is “through 

practice new knowledge might emerge that was inaccessible to conscious reflection prior 

to that process”.16 These points are particularly important in terms of articulating the 

originality of Sonic Ghosting, its contribution to knowledge and to compositional 

practice. What emerges at the end – and therefore what is articulated here through the 

commentary – is that the Sonic Ghosting project, by exploring the research questions 

above, by exploring a set of sonic and critical materials through composition, and by 

forming these into work that embodies the processes it employs, enables a new and 

original sonic perspective on perceptions of space/place/memory. 

 

Creative process overview 

My creative practice process typically comprises five key stages: 

 
13 Coessens, K. The Web of Artistic Practice in Crispin, D. and Gilmore, B. (Eds.) Artistic Experimentation in 
Music (Leuven University Press, Leuven, 2014) p. 78 
14 Ibid. p. 79 
15 Impett, J. The Contemporary Musician and the Production of Knowledge in Impett, J (Ed.), Artistic Research 
in Music: Discipline and Resistance (Leuven University Press, Leuven, 2017), p. 221 
16 Ibid. p. 230 
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1) Visiting a site and gleaning materials to work with: audio recordings, memories, 

photographs, text or other documentation. This process, in some cases17, would identify 

possible themes for the work related to the experiences on-site. 

2) Engaging with these materials through reflective listening, comparing them to the 

layered memories of my experience on site, and exploring them through initial 

compositional manipulation and in some cases, small-scale experimental works. This 

stage also involved considering how they can be worked with to investigate the main 

research questions, or concerns arising from critical reflection on previous Sonic 

Ghosting works, and identifying the format of the final work. 

3) Composing the work. In each work included here part of the compositional process 

involved deploying a concept of ‘multimodal sonic fracture’, achieved through warping, 

editing, manipulating and processing the sounds recorded on-site. The nature of how 

these sounds were used varied according to the individual work in question, as did the 

compositional methodologies used to achieve ‘multimodal sonic fracture’. 

4) The public presentation of the work. This variously involved installing the work, 

setting levels and tuning spatialisation, calibrating any site/presence-responsive sensors 

or live-processing elements, and any performance element. 

5) Critical and creative reflection to establish how the work in question has illuminated 

any of the research questions, what it contributes to the project, and what areas of 

inquiry or further research questions it suggests. 

 

Chapter 2 outlines the processes engaged in each of the works, describing the different 

elements involved in each, identifying how each one is unique within the portfolio, and 

the ways that they build developmentally on the preceding work. It also offers summary 

reflection on each of the works, identifying what they reveal with regard to the research 

questions, and what they suggest moving forward into other work. It should be noted, 

however, that the research methodology was in-fact multi-threaded, with literature 

review and practice review occurring in parallel to, and interweaving with, the 

experimental practice. This is particularly important as, although the critical context and 

creative process are dealt with here in different chapters, they should be seen as neither 

 
17 An example would be Ghosting the Periphery where the process of exploring the site, and in particular the 
archive, was significant in identifying ‘resonance’ as a theme in the work. See the commentary in Chapter 2 
for more details.  
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sequential nor in isolation. Reflection occurred, sometimes, at the same time as 

composition, with movement back and forth to artistic or critical readings, creative 

concepts, or to the original collected materials. The idea of a multi-threaded research 

process is also important in consideration of the research questions, each of which was 

investigated simultaneously through critical reading, the formulation of these ideas into 

a critical and conceptual approach, and through experimental creative practice to 

investigate what these concepts/approaches might mean for composing work. 

 

The final stage of the research project involved a summary exhibition and the drawing 

together of contextual materials and critical conclusions included in this commentary. 

The final exhibition, Sonic Ghostings, detailed in Chapter 3 was an attempt to collect the 

works together, offer an insight into the research process, and create a practice-based set 

of conclusions in the form of a new work, Fractures and Fragments. This involved the 

application of the Sonic Ghosting methodology, compositional and critical concept, and 

practical techniques to the project itself. This commentary, in some sense, does the same 

thing, contributing an extra layer to the multimodal “overlap of semantic fabrics”18 by 

reflecting on the works that make up this PhD employing both creative text and critical 

investigation. 

  

 
18 Kim-Cohen, S. In the Blink of an Ear: Toward a Non-cochlear Sonic Art (Continuum, London, 2009), p. xxiii 
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Chapter 1: Sonic Ghosting: a critical foundation 

 

What is there, in the ringing, resonating, and sounding silence? 

What is there in the walls? 

What is there in the layers of earth trodden and worn to create a new path? 

What is there on the tape? 

What is there in the naughts and ones, when they’re put back together? 

What is there in the noise? 

What could be there, in my mind, in my ears? 

Who’s there? 

 

 
…perhaps when you cut into the present, the future leaks out.19 

 

 

Or perhaps the past. Or perhaps one of many possible pasts, concurrent presents, 

potential futures. Or all of these, and none of these, at various intersecting moments. 

Each of them secondary, obfuscated behind the individual sonic experience of the 

present. Yet, their shifting combinations, resonances, reveal something beyond that 

primary experience, something hidden behind, in-between, and in doing so might 

reconfigure our perception of sonic pasts, presents, futures. Insights such as these, 

evoked by Burroughs, lead to the Sonic Ghosting concept, which interrogates the 

moment of this reconfiguring through its application in creative and compositional 

practice. 

 

The idea of Sonic Ghosting was something I first developed through a number of works 

made between 2011 and 2013, prior to the start of this PhD project. In the course of 

 
19 Burroughs, W. Break Through In Grey Room, (Sub Rosa, Belgium, 1986) 
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composing one these, ‘Ghosting Ruin’20, a working definition of what Sonic Ghosting 

constituted was formed and articulated as: 

…a creative act deliberately conjuring up, composing or making foreground 
secondary images, whereby the form of these ‘images’ is expressed using a 
combination of sound and music.21 

This chapter expands on this definition, exploring the critical, theoretical and artistic 

contexts relevant to establishing Sonic Ghosting as a concept, and as a compositional 

and performance practice. It investigates, in particular, the relationships between a Sonic 

Ghosting practice and space/place/memory, engaging with the concept of ‘multimodal 

sonic fracture’ as a means for bringing these relationships, resonances, and secondary 

images to the foreground. 

 

Critical nuclei 

Development, evolution, and analysis of the above definition throughout the project 

suggests that, though it is still adequate as a basic descriptive outline, it requires further 

elaboration. First, this is in how the definition understands the term ‘images’. The 

prevalence of this term in visual culture means that ‘image’, is often associated with, or a 

synonym for, ‘visual image’. It is generally linked to the act of seeing, and a fundamental 

part of understanding visual culture and phenomenological experience. John Berger in 

Ways of Seeing deals extensively with images, which he describes as “a sight which has 

been recreated or reproduced”22. Yet, the imagistic creeps into the sonic, or at least so far 

as to dominate language as a descriptor for experience, as Tim Ingold notes “we might 

describe memory even of spoken words in visual terms, as images of the mind”23 – 

emphasising the commonality of visual terminology to dominate the experience of the 

sonic, whilst simultaneously reinforcing the ‘visual’ nature of the term. Smalley examines 

this link between the visual, space and sound in some depth, broadening the conception 

to suggest a ‘transmodal perception’ where: 

Our sense of texture is learned through vision and touch as well as sound; our 
experience of the physical act of sound making involves both touch and 

 
20 Bright, D. Ghosting Ruin (2012), composition for 6 channels, first performed at Hochschule Darmstadt, 
Dieburg, Germany, 2012.  
21 Bright, D. Ghosting Ruin in The Global Composition: Conference on Sound, Media and the Environment 
Proceedings eds. Sabine Breitsameter & Claudia Soller-Eckert (Hochschule Darmstadt, Dieburg, 2012) pp. 440 
- 442 
22 Berger, J. Ways of Seeing (British Broadcasting Corporation and Penguin Books, London, 1972), p. 9 
23 Ingold, T. The Perception of the Environment (Routledge, Abingdon, 2000), p. 251 
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proprioception; spectral motion, and the movement and distribution of 
sounds in space relate to our own experience of physical motion and cultural 
and natural environments.24 

 

The deployment of ‘images’ in relation to Sonic Ghosting, then, acknowledges Smalley’s 

notion that “transmodal linking occurs automatically when the sonic materials seem to 

evoke what we imagine to be the experience of the world outside the music”25. It 

attempts to return to its looser etymological roots, without the implied ‘visual’ 

appendage, and without supposing to replace it with a ‘sonic’ prefix either. Instead, it is 

used to suggest something that simultaneously reaches towards the English root 

meanings of ‘likeness’, ‘counterpart’ or ‘mental representation’26, and the Latin ‘imago’: 

semblance, apparition, ancestral image, shadow, echo, or ghost.27 Where Berger ‘sees’ 

recreation or reproduction, the images heard or experienced in Sonic Ghosting works are 

more fluid, moving between an identifiable association with an ‘original’ - as could be 

exemplified by a sonification, musical counterpart, soundscape recording, or auditory 

likeness - and something more abstract, obscured, or slightly out of reach - the degraded 

echo, musical shadow, or sonic apparition. This is emphasised further when it is taken 

into account that the ‘images’ the process ‘ghosts’ are “present yet insubstantial… 

secondary rather than primary”28 – already one step removed from an empirically 

verifiable ‘original’, primary experience, or established narrative. In his discussion of the 

sensory experience of ruined space, Tim Edensor writes “…the visual is usually the 

dominant sense”29, yet there can also emerge “an awareness of a quite delicate 

soundscape” and “manifold opportunities to engage with the material world in a more 

 
24 Smalley, D. Space-form and the acousmatic image, in Organised Sound 12:1 (Cambridge University Press, 
2007), p. 39 
25 Ibid. 
26 ‘Image’, Oxford English Dictionary (OED Third Edition, 2009) 
27  Lewis, C. T, and Short, C. A Latin Dictionary (Clarendon Press, Oxford, 1879) available at 
http://www.perseus.tufts.edu/hopper/text?doc=Perseus:text:1999.04.0059:entry=imago (accessed 23/03/19) 
28 Blanco, M.d. P & Peeren, E. Eds. Popular Ghosts: The Haunted Spaces of Everyday Culture (Continuum, 
London, 2010), p. x 
29  Edensor, T. Creative Engagements with the Past, Aesthetics and Matter in Ruined Space, in The Post-
Industrial Landscape as Site for Creative Practice: Material Memory, ed. Heaney, G., (Cambridge Scholars 
Publishing, Newcastle upon Tyne, 2017), p. 18 
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playful, sensual fashion”.30 It is these more playful, explorative, less fixed modes of 

engagement that Sonic Ghosting works utilise. 

 

It is important to state at this point that the ‘sonic ghosts’ that the work seeks to conjure 

are neither real physical presence nor mystical spirits speaking from the underworld. The 

conception of ‘ghost’ or ‘phantom’ that is evoked here is not from the Romantic, Gothic, 

or mystical tradition, but has its roots in the ‘ghost’ of what has been called the ‘spectral 

turn’ in contemporary critical and cultural theory. Finding a significant point of genesis 

in Jaques Derrida’s ‘Spectres of Marx’31, and extension by numerous contemporary 

theorists across a range of subjects, the study of ‘spectralities’, ‘hauntology’ and the 

‘ghostly’ is one that seeks to reveal ‘multiple legacies’ and “make visible what is actually 

present”32. As Jameson notes: 

Spectrality does not involve the conviction that ghosts exist or that the past 
(and maybe even the future they offer to prophesy) is still very much alive and 
at work, within the living present: all it says, if it can be thought to speak, is 
that the living present is scarcely as self-sufficient as it claims to be... 
Derrida’s ghosts are these moments in which the present… unexpectedly 
betrays us.33 

In doing so it is possible that these phantoms, or spectres, operate in such a way as to be 

“beyond the opposition between presence and non-presence, actuality and inactuality, 

life and non-life”.34 Therefore, the active and deliberate creative process of conjuring 

them, ‘ghosting’ them, also works outside, or in-between, an established dialectic of 

rational and irrational, known and unknowable. It offers a way for the phantoms to 

momentarily break through into the present, and in doing so, rather than suggest an 

alternative ‘correct’ representation, points to a multiplicity inherent in the 

material/space/memory/history the work interrogates, as well as in the experience of its 

conjury. 

 
30  Edensor, T. Creative Engagements with the Past, Aesthetics and Matter in Ruined Space, in The Post-
Industrial Landscape as Site for Creative Practice: Material Memory, ed. Heaney, G., (Cambridge Scholars 
Publishing, Newcastle upon Tyne, 2017), p. 18 
31  Derrida, J. Spectres of Marx: the state of the debt, the work of mourning, and the new international 
(Routledge, London, 1994) 
32 Blanco MdP. The Spectralities Reader: Ghosts and Haunting in Contemporary Cultural Theory. Peeren E, 
editor. (Bloomsbury Publishing, London, 2013), p.6 
33 Derrida, J., Eagleton, T., Jameson, F., Negri, A., et al. Ghostly Demarcations: A Symposium on Jacques 
Derrida’s Spectres of Marx (Verso, London, first ed. 1999, this ed. 2008), p. 39 
34 Derrida, J. Spectres of Marx: the state of the debt, the work of mourning, and the new international 
(Routledge, London, 1994), p. 13 
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One key element in the formation of the Sonic Ghosting concept is in how this conjury 

of sonic phantoms is an exploration of the space in-between “presence and non-

presence”35. This is, perhaps, expressed most elegantly by Tim Edensor in regard to the 

‘ghosts’ that inhabit industrial ruins: 

In ruins, the linearity of narrating the past is upstaged by a host of 
intersecting temporalities which ‘collide and merge’ in a landscape of 
juxtaposed ‘asynchronos moments’ (Crang and Travloi, 2001: 161), a 
spatialisation of memory which involves ‘crossing, folding, piercing’ (ibid.) 
rather than sequential organization36 
 

Sonic Ghosting takes this idea and extends it into the sonic realm – exploring the 

multiple temporalities that can exist concurrently, reflecting the previous, present and 

future sonic states of the objects, material or spaces it interrogates. In the process of 

conjuring these sonic apparitions, there is a creative employment of ‘multimodal sonic 

fracture’: employing an “arrangement of technologies and bodies that is less about 

preservation than it is about complex forms of rearticulation”37 in order to ‘splice’, 

‘diffract’, ‘disarticulate’ and disrupt any notion of a singular, fixed and knowable sonic 

temporality. Thus, Sonic Ghosting, in its purposeful deployment of ‘fracture’, brings 

about the possibility of multiple sonic temporalities – which may occur concurrently, 

randomly, or not at all.  

Even individual strands, if they could be unwoven from the overarching plaid, 
would not lead us back to a first cause. Meanings are always the product of 
the patterns and shadings of the crosshatch… The game of meaning is not 
played in two dimensions, but in the layer-upon-layer overlap of semantic 
fabrics.38 

By breaking down the singular notion, the “linearity of narrating the past”39, Sonic 

Ghosting works to reveal, or foreground, the possibility of these additional sonic 

temporalities. It suggests, instead, a place where those who listen can become aware of 

the presence of sonic ghosts, live with them, benefit from their potentialities, and begin 

to question the ‘linearity’ of their own sonic pasts/presents. 

 
35  Derrida, J. Spectres of Marx: the state of the debt, the work of mourning, and the new international 
(Routledge, London, 1994), p. 13 
36 Edensor, T. Industrial Ruins: Space, Aesthetics and Materiality, (Berg, Oxford, 2005), p. 126 
37 Stanyek, J. and Piekut, B. Deadness: Technologies of the Intermundane in The Sound Studies Reader, ed. 
Sterne, J. (Routledge, Abingdon, 2012), p. 305 
38 Kim-Cohen, S. In the Blink of an Ear: Toward a Non-cochlear Sonic Art (Continuum, London, 2009), p. xxiii 
39 Ibid. 
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 ‘Conjury’ is a deliberate choice of action too. The process of ‘ghosting’, and particularly 

its volition to move away from a singular authenticity of experience, from knowledge-

making, and towards a secondary, elusive, obscured or echoed multiplicity, is one that 

utilises craft to achieve this. It is not mediumship – where the composer is chosen as the 

conduit for the actual voices of the ghosts, operating the musical Ouija board and 

reaching a state of sonic fervor. Nor is it a shamanic act, passed on by ancestral right and 

accessed through magic, a ‘gift’ or a state of altered perception. Instead it is the synthesis 

of aesthetic judgment, skill, process, tools and technology in combination with critical 

understandings, to make present what is otherwise hidden. The composer has, perhaps, 

more akin with the role of ‘alchemist’ – drawing on critical ideas, foundations in 

performative and compositional practice, and the use of technology, but combining 

them in new ways to reveal a potentiality there in ‘materials’ of the everyday. 

 

It requires a willingness to live with the ‘ghosts’, listen to them, and an 

acknowledgement of their “presence and non-presence”40 – possibly also an 

understanding of the implications they suggest for perception of temporality, history, 

legacy, heritage and space. But also an openness for experimentation, to be guided by the 

material, allow the happy accident, and enable the creative process to meander, creating 

layers that reticulate, move in and out of phase, “cross, fold, pierce”41. There is an 

element of the ‘ghosting’ process that is about unmooring the sonic 

phantoms/memories/echoes from their temporal and/or spatial constraints. Yet, 

somehow they still remain ‘grounded’ – possibly in their relationship to the composer, or 

the places where they reside.  

In the visual vernacular, concepts need to be brought to light. Thinking in 
terms of sound, in order to be recognized, ideas must be voiced, thoughts 
composed, strategies orchestrated.42 

In this sense the craft is also a ventriloquising of the material, where it can extend 

sonically beyond the narrative/spatial/temporal bounds of its normal existence. 

Importantly, by moving into the space in-between these bounds, the shadowy apparition 

 
40  Derrida, J. Spectres of Marx: the state of the debt, the work of mourning, and the new international 
(Routledge, London, 1994), p. 13 
41 Edensor, T. Industrial Ruins: Space, Aesthetics and Materiality, (Berg, Oxford, 2005), p. 126 
42 Kim-Cohen, S. In the Blink of an Ear: Toward a Non-cochlear Sonic Art (Continuum, London, 2009), p. xxii 
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reveals something about itself, and the listener/composer/performer’s relationship with 

it. 

 

Artistic and compositional geneses 

 
Music once gone leaves shadows of its sound, in echoes, in memory, in the 
silence that remains when the tones are no more. 
Shadows do not reveal the true shapes of things.43 

 

Inevitably, it is much more difficult to pinpoint a key launching point for the artistic and 

aesthetic influences that draw together to form the sound worlds of Sonic Ghosting 

works. In part, this is because they are a point on a much longer artistic, performative, 

and compositional musical journey, one that is wrapped up in my own broader life 

experience. In a sense, it is impossible to completely separate the PhD project here from 

myself as a musician, artist, performer, sounding human – just as in the works I am 

corporeally/sonically/aesthetically present, positioning a microphone, making footsteps, 

performing, resonating. This fact is not hidden, and Sonic Ghosting is neither objective 

nor human-less/composer-less. It acknowledges the aesthetic of the composer, the way 

that my corporeal presence alters and reconfigures the spaces that I engage with, record, 

folding this sensibility into the work. 

 

In part, as the research here is conducted through my artistic practice, the reflections on 

it are, therefore, auto-ethnographic. As much as I ghost the places I have been, the 

experiences I have had whilst making this work, I also ghost myself, and all the selves I 

have been, could be, will be. Nevertheless, the are some key markers that I will explore 

here that helped to shape the sonic approaches taken in developing the idea for, and the 

techniques and compositional/performance principles used in, the formation of Sonic 

Ghosting. I will analyse three examples from three different artists, exploring how each 

helps to outline the core areas of a Sonic Ghosting practice. The first is Jimi Hendrix’s 

rendition of ‘The Star Spangled Banner’ at Woodstock festival, August 1969.44  

 
43 Rothenberg, D. Sudden Music: Improvisation, Sound, Nature (The University of Georgia Press, Athens, 
2002), p. 67-68 
44 Hendrix, J. The Star Spangled Banner (trad. arr.) original composition by John Stafford Smith, 1773, performed 
at Woodstock Festival, White Lake NY, August 18th 1969, released on Woodstock: Music from the Original 
Soundtrack and More (Atlantic Records, 1970) 
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Although Jimi Hendrix has been a key artistic and musical influence for my work for 

many years – and certainly one of the ‘gateway’ artists in my exploration of experimental 

sound, electronic effects and improvisation – revisiting some of his work within the 

context of Sonic Ghosting has been particularly fruitful in identifying nuclei for the 

compositional and performative techniques I have sought to develop. These include the 

combination of conventional and less-conventional performance techniques, 

improvisation and ‘score’, the development of an electro-acoustic performance system, 

deployment of live effects manipulation, and a connectedness to social and cultural 

memory through exploratory performative engagement with space/place. Looking at the 

Woodstock performance of  ‘The Star Spangled Banner’ in particular reveals how these 

things come together, through Hendrix as potential sonic conjuror, to ghost the pasts, 

presents and futures of American culture by performing a “war between music and noise 

that was at once a supreme act of defamiliarization and a stunning political critique”.45 

 

Perhaps Hendrix’s “most famous rendition of the national anthem”46, his Woodstock 

performance is one of more than 60 performances of ‘The Star Spangled Banner’ that 

Clague argues is “more revealingly thought of as part of a simmering process of 

mourning, celebration, critique, and activism”47. Yet, it is also this particular 

performance that has been “ever more deeply inscribed in U.S. cultural memory”48. In 

part, as Clague points out, this is no doubt due to the commemoration and 

memorialisation of the event more broadly (as well as its somewhat ironic 

commercialisation), but it is also, for me, to do with the particular combinations of 

place, space, time, memory, creative and performative processes at play. It is exactly in 

relation to the event in which it occurred, the sense of place, and the many overlapping 

and intersecting temporalities associated with it – the experiences of the audience, the 

media representations, the recordings, documentary films, subsequent tributes, or 

 
45 Waksman, S. Black sound, black body: Jimi Hendrix, the electric guitar, and the meanings of blackness, in 
Popular Music and Society 23:1, (1999), p. 80 
46 Ibid. p. 79 
47 Clague, M. “This Is America”: Jimi Hendrix’s Star Spangled Banner Journey as Psychedelic Citizenship in 
Journal of the Society for American Music, Volume 8, Number 4, (2014), p. 436 
48 Ibid. 
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guitar-culture mythologising and technical geekery – that the weight of the performance, 

and its potential as a marker for Sonic Ghosting performance become clear. 

 

Over the course of three and a quarter minutes, Hendrix increasingly ruptures the 

integrity of the song with echoes of other perspectives, spaces, places and temporalities. 

At the beginning, the performance is relatively restrained and he offers “no 

foreshadowing of the violent sounds to come”49, but increasingly from 0:43 through to 

1:20 the performance cyborg of mind, body, instrument, effects pedals and amplifier slips 

further to a point in-between feedback and melody. Through deliberate manipulation of 

the instrument and audio processing Hendrix critically explores this in-between of 

music/noise, reverence/critique, peace and love/battlefield and bombs. He employs 

compositional technique – having crafted the song over a number of performances – 

instrumental technique, and knowledge of his own electro-acoustic performance system 

to reach a point at 3:00 where there is seamless movement between sonic environments, 

between noise/feedback/music/memory. The concept and use of feedback, in particular, 

is crucial here. Hendrix uses it to technologically deconstruct the sound of the guitar, 

and the melodies/harmonies/themes of the original composition, simultaneously linking 

back to his own prior experiences, to cultural memory of protest and the ‘ghosts’ of 

Vietnam, and iteratively reconfiguring the present with them. It also implies a feeding-

forward or anticipation of what is to come, perhaps, as these things hold a potentiality in 

regard to future conceptions of ‘America’, ‘protest’ or ‘peace and love’. In this moment 

we can, perhaps, recognise Hendrix the composer/performer as conjuror. 

 

I am not making the claim that Hendrix was actively attempting to conjure sonic 

phantoms in the critically informed manner that a Sonic Ghosting practice seeks to 

operate, however, there is certainly a core link between experience, process, memory and 

the resulting performance. Hendrix acknowledges this link, suggesting in an interview 

with Dick Cavett that to some extent the performance was “a flashback.”50 But 

importantly, for Sonic Ghosting, what is in evidence here is the effectiveness of 

performance – in particular, through the live combination of pre-prepared and 

 
49 Clague, M. “This Is America”: Jimi Hendrix’s Star Spangled Banner Journey as Psychedelic Citizenship in 
Journal of the Society for American Music, Volume 8, Number 4 (2014), p. 463 
50  Quoted in Clague, M. “This Is America”: Jimi Hendrix’s Star Spangled Banner Journey as Psychedelic 
Citizenship, p. 462 



Page 31 

improvised elements, composer/performer’s experience, electroacoustic cyb(org)netic 

feedback system51, and real-time sonic manipulation – to conjure up multi-layered sonic 

temporalities and provide audiences with an opportunity to hear the in-between of 

music/noise as past/present/future. In revisiting this iconic performance – a significant 

part of my artistic background as noted above – there is evidence of the importance of 

the “both culturally shared and idiosyncratic” 52 ‘web of artistic practice’ in shaping the 

way Sonic Ghosting has developed in relation to my own subjective experiences, and the 

nature of the project to generate knowledge through practice that “might emerge that 

was inaccessible to conscious reflection prior to that process”.53 There is a sense that as a 

result of forming the idea of Sonic Ghosting, through critical reflection and 

compositional practice, I am now ‘always-already’ listening in a Sonic Ghosting manner. 

 

Creating the concept of Sonic Ghosting thus enables an analysis of Hendrix that provides 

a model for the practice as it emerges in the works submitted here, revealing my own 

tacit understandings of Hendrix’s performance, and re-configuring them as 

compositional methods to “become an explicit part of an artist’s practices and research” 

54. The performance presents a model for some of the creative techniques, processes and 

approaches that Sonic Ghosting draws on in its methodology. This includes the necessity 

to explore the role of performance, and live electronic or electroacoustic sound and 

manipulation within it, as a potential modality by which Sonic Ghosting works can 

create fracture, and give a sense of in-between. Furthermore, it points to the fact that 

this in-between can be conjured through compositional and aesthetic sensibilities driven 

by the artist’s experience, and using performance systems that are both individual and 

constructed from combinations of customised and conventional components. 

 

 
51 The word play enacted here is used to suggest a combination of ‘cyborg’ and ‘cybernetic’. In turn, it evokes 
van Veen’s conception that Hendrix’s “use of feedback creates a “cybernetic system” between the guitar and 
the soundsystem” (van Veen, t. c., The Armageddon Effect: Afrofuturism and the Chronopolitics of Alien Nation 
in Afrofuturism 2.0, Edited by Anderson, R. & Jones, C. E. (Lexington Books, London, 2016), p. 76) and 
combines it with Sanden’s ‘performing cyborgs’ which elucidates the “blurry lines between various different 
categories of liveness” and “those between the categories of human and machine, performer and instrument, 
original and copy” (Sanden, P. Liveness in Modern Music: Musicians, Technology and the Perception of 
Performance, (Routledge, Abingdon, 2013), p. 136). 
52 Coessens, K. The Web of Artistic Practice in Crispin, D. and Gilmore, B. (Eds.) Artistic Experimentation in 
Music (Leuven University Press, Leuven, 2014) pp. 69 
53 Ibid. p. 230 
54 Ibid. p. 79 
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A second important artistic influence on the formation of Sonic Ghosting as a 

compositional practice is Robert van Heumen’s work, in particular his album ‘Fury’55 

released in 2008. The album collects two core works presented together, the first - ‘Fury 

(After Anger)’ split into 4 tracks – is a stereo version of a 5.1 channel composition 

commissioned in 2006 for the Sonic Circuits festival56, and the second is a “semi-

improvised”57 “derived version”58 performed live in 2007 at Brown University and the 

<TAG> Gallery in The Hague. The work responds to, in part, a collection of texts about 

Dust Bowl migrants in California in the 1940s, and includes samples of audio recordings 

of interviews from the Library of Congress American Folklife Center.59 The work, 

particularly when taken together as a collection of two versions of a core compositional 

response to the same stimulus, provides a number of key catalysts for Sonic Ghosting in 

terms of the historical and archive materials that it engages with, the ways in which it 

does so sonically but also conceptually, the compositional practices it involves, and the 

modes by which the work is presented to an audience. 

 

The first point of connection between ‘Fury’ and the development of Sonic Ghosting is in 

the nature of the materials that van Heumen engages with. van Heumen identifies ‘Fury’ 

as a work about: 

…the primitive in man. The hidden part of us that we try very hard to suppress 
or control, that boils within us and breaks through the surface only under 
extreme circumstances.60 

But, it is also a work about memory, history, the archive, and creative engagement with 

these things – both conceptually and sonically. In a sense they ‘break through’ the 

surface of the composition, coming to the fore sonically through the included samples 

and their manipulation, musically through the choice to use the acoustic guitar melody 

(heard in track 1 under the dialogue and at other points throughout), and conceptually in 

 
55 van Heumen, R. Fury (Creative Source Recordings, 2008) 
56 van Heumen, R. Fury (https://west28.nl/fury/) accessed 30/03/19 
57 van Heumen, R. Fury CD release on Creative Sources Recordings (Jan 29th 2008, 
http://www.west28.nl/hatlog/2008/01/fury_cd_release_on_creative_so.php) accessed 30/03/2019 
58 van Heumen, R. Fury (https://west28.nl/fury/) accessed 30/03/19 
59 van Heumen, R. Fury CD release on Creative Sources Recordings (Jan 29th 2008, 
http://www.west28.nl/hatlog/2008/01/fury_cd_release_on_creative_so.php) accessed 30/03/2019 
60 van Heumen, R. Fury CD release on Creative Sources Recordings (Jan 29th 2008, 
http://www.west28.nl/hatlog/2008/01/fury_cd_release_on_creative_so.php) accessed 30/03/2019 
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how the work creates a sense of multiplicity, moves between spaces, and temporalises 

memory. 

 

There is sensitivity in the way in which van Heumen treats the material that he works 

with. Not necessarily a sonic sensitivity – there are harsh sounds and heavily 

manipulated samples here – but a creative one. It feels as though there is respect for the 

histories and communities that the materials forge links to, whilst at the same time they 

can be explored experimentally to create a work that isn’t necessarily about 

memorialisation. It seems to me that van Heumen is not ‘recreating’ this past, but 

exploring the experience of engaging with it, and the ways in which the creative act of 

composition can interrogate the material’s wider connection to multiple overlapping 

presents and potential futures, to artist and listener. Partly this is in the way in which 

voice samples, musical phrasing, heavily processed and obfuscated samples, and 

synthesis create layers within the work. The digital processes, and their sonic artifacts, 

are not hidden from the listener, but appear up-front, in juxtaposition with the analogue 

artefacts of the audio recording, the sounds of space around the voices, and the guitar 

which is presented in an ambient sonic space. 

 

These layerings create digital and aesthetic fractures and fissures in the archive, in any 

sense of wholeness or singular truth that may seem evident from a perceived 

authenticity of the voice recordings, in the idea of history/memory as a re-creatable 

thing and sound as a medium for representing it. Yet, there is still a sense of place 

communicated in the composition, perhaps through the voice and its obvious accent or 

the slightly less obfuscated ambient recordings that lurk underneath the surface, but also 

through the spaces created for abstract sound and the way it is linked, compositionally, 

to sound that very evidently “indicates some place beyond itself”61. This helps the listener 

to recognise that, potentially, all sound does this, and that the place indicated may be 

geographical, temporal, or in the fractured ruins of memory. ‘Fury’ is neither 

documentary audio footage, soundscape composition, nor a work of acousmatic musique 

concrète, but operates in-between all of these modes. It “abstract[s] found sounds in 

 
61  Demers, J. Listening Through The Noise: The Aesthetics of Experimental Electronic Music, (Oxford 
University Press, Oxford, 2010), p. 116 
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order to recontextualize them”62 and simultaneously uses “footage in a reconstructive 

manner to convey what it feels like (or at least sounds like) in a given place”.63 The place 

‘Fury’ conjures up for its listener, though, is one beyond a fixed location, and is instead a 

multiplicity of ‘places’ “between presence and non-presence, actuality and inactuality, 

life and non-life”.64 

 

For the concept of Sonic Ghosting, the album ‘Fury’ provides an important artistic 

context – exploring, in many ways, similar materials and conceptual ground, but it was 

also influential in formulating a methodology for exploring the ways in which creative 

fracture can be deployed in relation to historical or archive materials. The following 

elements were all taken forward and explored as part of this research project: 

- The use of texts or archive materials as a conceptual starting point. 

- The use of analog and digital audio processing techniques rooted in musique 

concrète such as granular and spectral processing. 

- The layering of abstract with less abstract sonic or musical materials. 

- The juxtaposition of each of these elements to create a sense of multiplicity. 

There are points of departure – Sonic Ghosting works seek to blur the lines more 

thoroughly between archive and abstract, footage/soundscape and processed/warped 

electroacoustic musical material, and none of the portfolio works presented here feature 

identifiable voice – but undoubtedly ‘Fury’ played a significant role in creating a 

blueprint for what might feature as a part of the Sonic Ghosting creative process. 

 

One final aspect of ‘Fury’ that should be noted is the way in which the work is presented 

as something that is not necessarily fixed in a singular interpretation – where the 

iterative process of creating derived versions is part of the way the materials are 

explored. This is evident through the collection on this album of both a stereo version of 

what was originally a 5.1 channel composition (in tracks 1 – 4), and a second derived 

version that is a recording of a part-improvised performance working with the same 

concepts and materials. This notion, that the materials and critical concepts that form 

 
62 Ibid. p. 121 
63 Ibid. p. 121 
64 Derrida, J. Spectres of Marx: the state of the debt, the work of mourning, and the new international 
(Routledge, London, 1994), p. 13 
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the root of the composition, can be elucidated in different ways – through multichannel 

work, fixed media, performance, or the documentation of performance – is important. In 

this instance, van Heumen delineates these as separate pieces, but in collecting them 

together as ‘Fury’, using some of the same materials and making this derived nature 

evident in the various paratexts65 of the liner notes or online descriptions, they become 

part of a larger work. The nature of this approach: that materials can be explored and 

work presented in different ways, is taken forward as part of Sonic Ghosting. It identifies 

the value of multimodality in presentation or compositional iteration to creating 

additional layers of ‘multimodal sonic fracture’. There is a shifting temporality in the 

work as it folds back over itself, negating any singular authenticity of a piece, and instead 

creates a shifting moiré pattern as each piece, iteration, version or element of a work 

moves in and out of phase with the others. 

 

Looking back over these two examples, it is possible to see the roots of many of the core 

elements of Sonic Ghosting’s compositional practice – improvisation, performance, 

electronics - both analog and digital, processing and warping sounds, abstraction, 

obfuscation, working with archive materials, multimodality – but there is one particular 

part of the practice missing: the use of field recordings. It is extremely difficult, if not 

impossible, to pinpoint one particular point of genesis for the use of field recordings in 

Sonic Ghosting, or in my work in general. There are a number of sources of inspiration 

that I have engaged with over the course of this research project – including Hildegard 

Westercamp’s ‘Kits Beach Soundwalk’66 and recordings from the World Soundscape 

Project, pieces by Jez Riley French, Leah Barclay, Eric Leonardson, Max Neuhaus, and 

Janet Cardiff – but working with field recordings as raw material has also been a feature 

of my compositions pre-Sonic Ghosting, and formed part of my work in theatre sound 

design (taking inspiration from Hans Peter Kuhn’s work with Robert Wilson, for 

example) as well as music production more generally. Some of these artists, alongside 

 
65 The conception of ‘paratexts’ here is co-opted from Gérard Gennette’s work on literary paratexts (Genette, 
G. Paratexts: thresholds of interpretation (Cambridge University Press, Cambridge, NY, 1997)). Gennette 
suggests that, in the published text, material such as the title, preface or other ‘boundary materials’ occupy a 
“zone between text and off-text” and have an influence on the public perception of the core text. That idea is 
applied here to the public artwork, suggesting that the paratexts of sound/music work (the installation 
information, performance programme, album artwork or liner notes, for example) can add layers to its 
multimodality. 

 
66 Westercamp, H. Kits Beach Soundwalk, 1989 (Released on the Transformations album, 1996, empreintes 
DIGITALes) 
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other relevant examples, will be discussed below and in the individual commentaries for 

the portfolio works in Chapter 2. However, it is also vital to understand the use of field 

recordings as a core part of Sonic Ghosting in general. One artist who serves as an 

important influence on the project is Chris Watson. His work illustrates both the ways 

that Sonic Ghosting engages with field recording as raw material, medium, and 

instrument, and the ways in which it rejects the potentiality of authenticity in 

phonographic soundscape work. 

 

Watson is known both as an exceptional field recordist – ‘capturing’ sounds from all over 

the world, especially the sounds of ‘nature’ – and as an artist, creating soundscape works 

and installations from his field recordings67. One particular example of his work that 

combines both of these modes of working is the album El Tren Fantasma68. The album, 

which is constructed from recordings made in 1999 whilst working on the BBC 

programme ‘Great railway journeys’, combines field recording and compositional 

reordering to depict a journey on “a ‘ghost train’: a spectral echo, a nostalgic and 

melancholy memory”.69 The compositions are, in many ways, removed from their 

original environments, landscapes, moments of experience/recording by temporal 

separation – the years between recording and re-purposing as composition, by the ‘lens’ 

of the microphone – altering and shaping the sounds, sometimes creating impossible 

perspectives - and collapsing these times and perspectives together through editing and 

layering.  

 

Watson’s experience of the journey is one filtered through “layers of memory [in which] 

past and present mingle to produce contingent time”.70 For the listener perhaps the 

recordings he uses evoke a sense of place, or Watson’s memory of a place, directly, 

through their potential authenticity as ‘captured’ environment – especially given the 

fidelity of the recordings. But also what is created is a memory that is unknown, or could 

 
67 Revill, G. El tren fantasma: arcs of sound and the acoustic spaces of landscape in Transactions of the Institute 
of British Geographers (2013, n.p.) p. 337 
68 Watson, C. El Tren Fantasma, (Touch, London, 2011) 
69 Revill, G. El tren fantasma: arcs of sound and the acoustic spaces of landscape in Transactions of the Institute 
of British Geographers (2013, n.p.) p. 337 
70 Voegelin, S. Sonic Possible Worlds: Hearing the Continuum of Sound, (Bloomsbury, London, 2014), p. 20 - 
21 
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never have been known, in so far as it is a product of “Watson’s technique of condensing 

sounds recorded over a longer time span, producing a distinctively distilled documentary 

sense of archival preservation, memory and loss”71 and “the complex sense of space and 

time produced by the over dubbing of events recorded variously close and distant”72. 

Watson identifies this too, suggesting that: “It's a collage. It's like a tone poem.”73 This 

collage of material, a compositional reordering, layering and overdubbing condenses 

time, moves the listener within space to different perspectives, until they exist in 

multiple times and spaces. 

 

There are moments of clear musical rhythm – the track ‘El Divisadero’ creates 

manipulated rhythms from the sounds of the wheels on the track – and these are 

complemented by tones and textures from drawn-out and distant sounds filtered 

through tunnel reverberation. There are also sections of the work that feel much more 

like an attempt to recreate the landscape through which the ‘ghost train’ runs – ‘Los 

Mochis’, for example. Through the combination of these elements though, Watson 

moves between potential representational authenticity – the past/present newness of 

materials presented as ‘field recording’, where manipulation and 

temporal/spatial/conceptual condensing is less obvious, and as listeners we can believe 

that we know the sounds of the landscape by listening – and the ghostly traces of “a 

nonexistent train that announces itself through a hollow call diffused into an imaginary 

landscape it does not pass through anymore.”74 As such, Salomé Voegelin suggests that 

“El Tren Fantasma produces a sonic environment built from time: from the plurality of 

time of now and then, and all the times in-between”75. 

 

Temporality, and the way Watson constructs a sense of space in the listeners’ conceptual 

journey through layered temporalities of compositionally reordered field recordings, is 

clearly an important part of how the work operates. It also suggests that working with 

 
71 Revill, G. El tren fantasma: arcs of sound and the acoustic spaces of landscape in Transactions of the Institute 
of British Geographers (2013, n.p.) p. 338 
72 Ibid. 
73 Masters, M & Currin, G. The Outdoor: The world of field recordings with Chris Watson, Ernst Karel, and Art 
Rosenbaum (Pitchfork Media, 2011, available at https://pitchfork.com/features/the-out-door/8692-field-
recording/?page=4, accessed 31/01/2019) 
74 Voegelin, S. Sonic Possible Worlds: Hearing the Continuum of Sound, (Bloomsbury, London, 2014), p. 19 
75 Ibid. p. 18 
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field recordings can provide material both located in and outside of time – it can allow 

the condensing of time through reordering and editing, a process that Sonic Ghosting 

identifies as ‘multimodal sonic fracture’ – especially when combined with 

warping/manipulating/processing techniques that go beyond a simple reordering and 

engage more with electroacoustic technique, as suggested in van Heumen’s work. In 

both of these cases there is a sense of ‘transcontextuality’76 where the subjective 

meanings/interpretations of the sounds, when brought within the composition, “change 

the space in which they are placed”77. These same techniques can also be employed in 

Sonic Ghosting to explode out the fleeting moment where the present “unexpectedly 

betrays us” (Jameson 1999)”78, offering listeners a glimpse of the phantoms that lie in-

between the mesh of past, present, future and memory. The use of field recordings 

brings with it a set of in-built connections – to place, space, site, location, and thus to 

concepts of landscape/soundscape. Drawing on these connections, Sonic Ghosting 

engages with “transcontextual working as a method by which the extrinsic meanings of a 

sound can have a profound impact on their musical surroundings.”79 As a result, it 

creates another set of multiplicities too – between the spaces/sites/locations of the 

recording, of the artistic process/studio, of the ‘virtual’ or imagined world of processed 

sound or artistic concept, and of the listening environment. These multiplicities are, to 

some extent, brought into focus in ‘El Tren Fantasma’ through Watson’s creative layering 

of different recordings, and through the use of recordings taken from a perspective that 

the ear cannot occupy – close to a train wheel, for example. In these cases the imprint of 

the recordist’s aesthetic choices are more obvious and the listener is faced with a 

soundworld beyond the real.  

 

 
76 Field, A. Simulation and reality: the new sonic objects in Music, Electronic Media and Culture ed. Emmerson, 
S. (Ashgate, Aldershot, 2000) 
77 Ibid. p. 52 
78 Bright, D. Conjuring the Ghosts of Industrial and Post-Industrial Spaces, in The Post-Industrial Landscape as 
a Site for Creative Practice, ed. Heaney, G., (Cambridge Scholars Publishing, Newcastle-upon-Tyne, 2017), p. 
46  
79 Field, A. Simulation and reality: the new sonic objects in Music, Electronic Media and Culture ed. Emmerson, 
S. (Ashgate, Aldershot, 2000), p. 36 
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There are moments in Watson’s work, ‘El Tren Fantasma’80 and others81, however, where 

collage is much less obvious, and there is more in common with the soundscape 

recordings of acoustic ecology, or with field recording as ‘phonography’ - standing in for 

the camera of landscape photography to ‘capture’ the ‘soundscape’ for enjoyment at 

home, in the gallery or concert hall. In these moments there is the possibility that the 

recording, through listening, becomes synonymous with a sense of heritage 

documentation, that Watson is ‘preserving’ or ‘capturing’ the places and times he 

records, and presenting them in a way that means we can know them. Through the 

work’s relation to soundscape recording, and by extension the critical conceptions of 

soundscape, it is also linked to “ideological attributes” of landscape, which Bennett Hogg 

argues “are carried over as residual ideologies into soundscape”82. This includes the 

possibility that landscape, and thus soundscape, can be ‘captured’ at all, or that the 

documentation of a space/place/time can offer an authentic representation of it. This 

potential for singular authenticity, of a ‘knowable’ time/place where the artistic and 

aesthetic choices of the recordist can be temporarily forgotten, is problematic. 

 

In Sonic Ghosting works, the intention is to have the opposite effect, drawing attention 

to the nature of the work as artistically and conceptually framed, as an interpretation of 

an artist’s experience in a time and place, and as a wholly incomplete and continuously 

evolving mesh of layers. At times Watson straddles these two worlds, of soundscape 

recording and creative collage, and in sections of ‘El Tren Fantasma’ the juxtaposition of 

places, times, and perspectives brings the nature of the artwork as a “spectral echo”83 of 

Watson’s own memory into relief. However, at others this sense of remove is lost, and 

the sounds can appear much more documentary. For Sonic Ghosting this indicates two 

things, firstly, the importance of field recording as a way of gleaning material for creative 

manipulation. The nature of field recordings to indicate times, spaces, sites, locations, 

 
80 Sections of a number of the tracks are presented in such a way as to appear to be unedited, or may involve 
sections of unedited/single layer audio recordings. Examples include large portions of Track 3, Sierra 
Tarahumara, and the opening of Track 2, Los Mochis. 
81 Examples include recorded materials such as Stepping Into The Dark (Touch, 1994), and installations such 
as Trent Falls to Spurn Point (Hull, 2017) or Whispering in the Leaves (Royal Botanical Gardens in Kew, 
London, 2010)  
82  Hogg, B. Weathering: perspectives on the Northumbrian landscape through sound art and musical 
improvisation in Landscape Research 43:2 (Routledge, 2018), p. 238 
83 Revill, G. El tren fantasma: arcs of sound and the acoustic spaces of landscape in Transactions of the Institute 
of British Geographers (2013, n.p.) p. 337 
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and deliberately conjure up conceptions of landscape, memorialization, and heritage is 

important. It allows Sonic Ghosting works to critique these things – through the 

‘transcontextual’84 rearticulation”85 created by ‘multimodal sonic fracture’ – and subvert 

the singularity of experience that can sometimes be presented in relation to contested 

spaces through “attempts to banish ambiguity and order the history of places”86. At the 

same time the recordings provide links to the spaces/places that Sonic Ghosting works 

engage with, and to my own experiences/memories of exploring them.  

 

As such, the second thing that Watson’s work indicates, is that in order to avoid 

‘transparent representation’87 in which “the subjectivity of the observer is effaced”88 the 

creative process of making Sonic Ghosting works must be aware of this possibility and 

strive to avoid presenting gleaned materials in a way that they can be heard to hide their 

subjectivity, or the artistic/aesthetic ear behind them. In part this can be achieved 

through combining the compositional and performative approaches identified above as 

exemplified by Hendrix, van Heumen, and Watson into a multimodal compositional 

practice. It can also be achieved through the use of layering – spaces, times, recordings, 

score, improvisation – and the deliberate deployment of ‘multimodal sonic fracture’ as a 

creative concept that de-combines and re-combines materials in time and space through 

technological process. This undermines any singular authenticity in the work (of the 

recording, the performance, any particular layer within the work) and of any ‘correct’ 

way of hearing it. Multimodality in presentation and in process thus enables Sonic 

Ghosting to create an encounter where music encourages space for shadow, where the 

phantom of one’s own experiences can slip through the re-configuring and re-tuning 

moiré pattern that is conjured up. 

 

 
84 Field, A. Simulation and reality: the new sonic objects in Music, Electronic Media and Culture ed. Emmerson, 
S. (Ashgate, Aldershot, 2000) 
85 Stanyek, J. and Piekut, B. Deadness: Technologies of the Intermundane in The Sound Studies Reader, ed. 
Sterne, J. (Routledge, Abingdon, 2012), p. 305 
86  Edensor, T. Creative Engagements with the Past, Aesthetics and Matter in Ruined Space, in The Post-
Industrial Landscape as Site for Creative Practice: Material Memory, ed. Heaney, G., (Cambridge Scholars 
Publishing, Newcastle upon Tyne, 2017), p. 21 
87  As outlined in Hogg (Weathering: perspectives on the Northumbrian landscape through sound art and 
musical improvisation), via Voegelin & Ingold, and also in Voegelin (Listening to Noise and Silence), & Demers 
(Listening Through The Noise: The Aesthetics of Experimental Electronic Music). 
88  Hogg, B. Weathering: perspectives on the Northumbrian landscape through sound art and musical 
improvisation in Landscape Research 43:2 (Routledge, 2018), p. 238 
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Practice contexts 

The review of Hendrix, van Heuman and Watson above articulates the artistic genesis for 

the Sonic Ghosting practice outlined here, whilst giving some key contextual references. 

It also sets Sonic Ghosting works apart from those examples in a number of ways 

emphasising how the practice builds on the concepts and techniques they employ, 

creating an original practice through the synthesis of these things with my own artistic 

and aesthetic interpretation of the experience of space/place/memory. It is important, 

though, in making a claim for the originality of Sonic Ghosting – as a practice and as a 

set of works – to place it within the broader context of related contemporary artistic 

research and practice, in particular in relation to composers and sound artists whose 

work engages with concepts of ‘place’. I will therefore explore briefly how Sonic Ghosting 

relates to the work of Cathy Lane, John Levack Drever, Peter Cusack and Hildegard 

Westerkamp. 

 

As mentioned briefly above, one of these artists – Hildegard Westerkamp – serves as 

both a useful contemporary context and early influence on the development of the Sonic 

Ghosting project. Her piece ‘Kits Beach Soundwalk’89 in particular was an important 

marker in my early explorations of soundscape composition and acoustic ecology. This 

work is fundamentally based on phonography yet also evidences compositional 

manipulation of the field recording as raw material. Through this, and the voiceover, it 

retains a position within the work for the subjective view of the artist. Westerkamp’s 

narrated manipulation of the soundscape, which utilises filtering and signal processing, 

creates layers within the work – her descriptions of what she hears bringing the audience 

into her imagination, and constructing alternative fictive versions of the soundscape that 

has been recorded. The work also makes clear its links to electroacoustic composition 

through the extracted samples of Xenakis’ ‘Concret PH’90 and her application of some 

similar techniques when, at the end of the piece, she returns to the city to re-evluate her 

sonic relationship with it, ‘playing’ with its sounds. In a sense Westerkamp is creating a 

multilayered version of sonic space through her narrative imagination and the 

application of creative compositional technique. 

 
89 Westercamp, H. Kits Beach Soundwalk, 1989 (Released on the Transformations album, 1996, empreintes 
DIGITALes) 
90 Xenakis, I. Concret PH, 1958 
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Sonic Ghosting works do this too, although there are some key critical differences. 

Firstly, in the way that ‘Kits Beach Soundwalk’ grounds the composition in a 

phonography of place – beginning and returning at points to un-processed, or at least 

seemingly unprocessed, recordings – which perhaps suggests the initial recording as a 

‘true’ representation of sonic place. Sonic Ghosting works do not present field recordings 

in unprocessed states, always obfuscating to some extent the sonic materials, distancing 

the listener from the idea that they could be ‘there’. The second major point of departure 

is in Westerkamp’s use of narrative voice. It is through this presence of the composer’s 

voice, and her description of how she imagines the sounds she has recorded or 

composed, that an alternative sonic ‘reality’ is constructed. In Sonic Ghosting works the 

compositional conjury aims to construct a fictive ghost of the composer’s subjective 

experience of multilayered ‘timespace’, but in doing so it also aims to reveal for the 

listener the existence of these layers and suggest that they might find their own. In Sonic 

Ghosting the construction of alternative sonic spaces/places/memories is in the fabric of 

the work itself, and in its listening, and accepts that it may be heard in many different 

ways, or not at all. As a consequence, Sonic Ghosting works avoid the use of narrative 

voice, with voice occurring instead in poetic textual form, as another modality, further 

employing the use of creative fracture to distance the listener from the sense that they 

can know how the work should be heard. 

 

One of Westerkamp’s most recent works, 2016’s ‘Beads of Time Sounding’91, performed 

subsequent or contemporarily to the portfolio works contained here92, explores closer 

aesthetic and conceptual ground. The composition, a collaboration with Teri Hron, 

explores the process of “roaming through places of childhood memories and landscapes 

of significance”93 and is realised through performance for electroacoustic soundtrack and 

live recorder. There are interesting connections between this work and Sonic Ghosting 

works such as Chalk Pit, which also features both soundtrack and live performance. 

Westerkamp’s soundtrack clearly features electroacoustic processing of the raw field 

 
91 Westerkamp, H. Beads of Time Sounding, 2016 
92 The work is subsequent or contemporary to a number of the portfolio works included here (Chalk Pit in 
2014, Ghosting the Periphery and Branch Lines in 2015, and the remaining works in 2016) 
93 Westerkamp, H. Beads of Sounding Time 2016, 
(https://www.hildegardwesterkamp.ca/sound/comp/1/beads/) accessed 22/01/2020 
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recordings (derived from collaborative exploration of various places and including 

recorder performance as well as ambient sound), and the piece often moves between 

abstract sonic textures and more identifiable birdsong or recorder sounds. The piece also 

creates a sense of layered memory, as Westerkamp notes, the composition:  

“is perceived as a meditation on soundscape and music in general but as 
represented specifically through the soundscapes and musical instrument 
sounds reminiscent of and harkening back to memories of home and 
childhood pasts.”94 

This sense of reminiscence, and layering of memory and present, runs through the piece 

as it moves sonically between ambient sound, electroacoustic soundtrack, 

recorded/processed recorder and live recorder. As a result, the work perhaps hints at the 

layered temporalities in our experience of place through the interaction of instrument 

and soundtrack, a commonality with Chalk Pit, and with Sonic Ghosting works more 

generally. Yet, Sonic Ghosting works with its materials, conceptual and sonic, differently, 

aiming not at creating sense of reminiscence through sonic meditation, but instead 

attempting to construct a sense of the multiple pasts and potential futures haunting the 

present soundscape. As noted in relation to ‘Kits Beach Soundwalk’, the field recordings 

used in the practice of composing Sonic Ghosting works are always in some way 

processed, warped and fractured, to distance them from a specific representation of 

place, but also to deconstruct notions of place, space, memory and temporality through a 

critically founded compositional practice. 

 

Another example of a sound artist whose work has a connection to the exploration of 

place, and provides useful context for Sonic Ghosting, is John Levack Drever. A 

proportion of his work, for example his ‘Phonographies’95 projects, is rooted in the 

practice of field recording, its role in contemporary sound art, and compositional 

explorations of notions of soundscape. The works included in ‘Phonographies of 

Glasgow’96 are good examples of this, featuring both field recordings and electroacoustic 

composition, working with the recordings as raw materials that are then “mixed, re-

framed and re-presented”97. The result is “an electroacoustic soundscape oscillating 

 
94 Westerkamp, H. Beads of Sounding Time 2016, 
(https://www.hildegardwesterkamp.ca/sound/comp/1/beads/) accessed 22/01/2020 
95 Levack Drever, J. Phonographies: Glasgow, Frankfurt, Exeter (7 Songs, 2003) 
96 Ibid. 
97 Gruenrekorder, John Levack Drever, (no date) available at: https://www.gruenrekorder.de/?page_id=184 
(accessed 15/12/19) 
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between abstract and everyday worlds.”98 In working with the combination of field 

recordings and ‘re-framed’ processed versions of them to create an experience of abstract 

and everyday soundscape, Drever is applying creative practice to explore notions of 

place. Sonic Ghosting shares ground with this approach, both in terms of the use of 

signal processing and the application of electroacoustic techniques, and in its movement 

between more and less abstract soundworlds. Both practices use these broadly similar 

compositional techniques to work with a sense of ‘place’, to create a layered sonic 

experience of it. However, I would argue that both the critical compositional approach, 

and the resulting work, differs. A useful comparison would be between ‘Phonographies 

of Glasgow: Underground’99 and Underdrift as both works are in the recorded form 

(rather than as installations) and both use field recordings made by the composers in 

urban environments100.  

 

Drever’s piece opens with a relatively unprocessed field recording of the Glasgow 

Subway, before slowly introducing electroacoustic materials, which get gradually more 

prominent, until they occupy most of the soundscape by about 3:30 to 3:45 minutes into 

the composition. For me, this grounds the work in a sense that the field recording 

represents the everyday soundscape, and Drever takes us on a journey into an abstract 

electroacoustic exploration of it as sonic material. There are moments where layers can 

be heard, and the processed materials sit alongside the unprocessed – abstract and 

everyday overlap – but there are also moments where we are in entirely one sonic world. 

In contrast, Underdrift does not feature any unprocessed field recordings, and it uses 

signal processing as a method of distancing the listener from an overtly explicit 

connection to place, instead attempting to conjure up the sense that the everyday is 

always already haunted by the ghosts of multiple pasts, presents and futures. It does not 

move between sonic interpretations of place, but layers them together in an attempt to 

undermine notions of linear temporality, achieving this through the synthesis of critical 

understandings of space/place/memory with the compositional practice of multimodal 

sonic fracture as outlined throughout this commentary. 

 
98 Gruenrekorder, John Levack Drever, (no date) available at: https://www.gruenrekorder.de/?page_id=184 
(accessed 15/12/19) 
99 Levack Drever, J. Phonographies: Glasgow, Frankfurt, Exeter (7 Songs, 2003) 
100 Drever’s work uses field recordings made on the Glasgow Subway and Underdrift uses field recordings made 
in and around Rochdale. 
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Finally, I would like to make brief reference to two other artists: Cathy Lane, whose work 

‘The Hebrides Suite’101 explores personal and historic connections to place; and Peter 

Cusack, whose work ‘Sounds from Dangerous Places’102 explores examples of ruined and 

post-industrial spaces. In both cases there are similarities to works contained in this 

portfolio that engage with post-industrial and/or ruined spaces/places (Chalk Pit, for 

example), or with a personal or historical connection to place (Thrumming Halls). In 

both cases the artists engage with place through a combination of listening and field 

recording – a fundamental part of the Sonic Ghosting practice – and they use this to 

form the basis of their work. 

 

Cathy Lane asks the question “How does history – past lives and past events- leave sonic 

traces and how can we hear them?”103 attempting to answer this “through the medium of 

composed sound”104 by combining field recordings with interviews and oral history 

material. The result is a work that explores similar questions and concepts to Sonic 

Ghosting – Lane’s idea of creating a practice that can enable us to hear the sonic traces of 

‘history’ – but that does so in a completely different way. It works with similar materials 

– field recordings, memory, archive materials – but where constructs from these 

materials without processing them, the act of listening bringing the audience closer to a 

sensation of the ‘traces of history’, Sonic Ghosting uses critical and creative distance to 

conjure the ghosts of place through abstraction and obfuscation, through a more overt 

compositional practice – placing the subjective experience (and ‘voice’) of the composer 

at the forefront. 

 

Cusack’s work also explores similar ground to Sonic Ghosting in some ways – places that 

have a political or cultural significance, that are ruined or post-industrial – but again 

does so through different artistic means. Cusack positions his work here as something 

 
101 Lane, C. The Hebrides Suite (Gruenrekorder, 2013) 
102 Cusack, P. Sounds from Dangerous Places (ReR Megacorp, 2012) 
103 Gruenrekorder, The Hebrides Suite, (no date) available at: https://www.gruenrekorder.de/?page_id=10760 
(accessed 10/12/19) 
104 Ibid. 
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closer to “Sonic Journalism”105 with field recordings employed as both a method to 

document a place, but also to utilise listening as method of interrogating conceptions of 

place. Sonic Ghosting, of course, mobilises the act of critical listening – both as part of 

the creative practice and in encouraging a ‘listening-out’ for the ghosts of 

space/place/memory in its audiences. Yet, it achieves this through fundamentally 

different means, setting it apart from Cusack’s work, as an alternative way of engaging 

with place through sound. 

 

These artists all provide important context for Sonic Ghosting, exploring similar 

places/spaces, investigating similar conceptions of history and sonic traces, and 

employing similar techniques – working with field recordings, signal processing, 

performance – to achieve work that engages with abstract sound and the everyday. 

However, Sonic Ghosting stands apart from each of the practices in a number of ways. 

Fundamentally Sonic Ghosting synthesises critical concepts of space/place/memory with 

multimodal sonic fracture as a method for creating critical and aesthetic distance that 

avoids an overtly explicit connection to place, in particular through excluding the use of 

unprocessed field recordings. Simultaneously it works to reveal a sense of multiple 

temporalities to the listener through the subjective realisation of their existence as it 

appears to the composer. In this way it is an original contribution to the field of practice, 

offering a different way of interrogating sonic space/place/memory. 

 

Interrogating space/place/memory 

 
Haunting can be seen as intrinsically resistant to the contraction and 
homogenization of time and space. It happens when a place is stained by 
time, or when a particular place becomes the site for an encounter with 
broken time.106 

 

The previous sections of this chapter have outlined the core theoretical principles and 

artistic influences that formed the starting point for establishing a Sonic Ghosting 

 
105 Gruenrekorder, The Sounds from Dangerous Places, (no date) available at: 
https://www.gruenrekorder.de/?page_id=9070 (accessed 5/1/20) 
106 Fisher, M. What is Hauntology? in Film Quarterly 66:1 (University of California Press, 2012) 
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practice, expanding on the initial definitions formed in earlier writing107, situating Sonic 

Ghosting within a critical and artistic context, and identifying the roots of the creative 

and compositional principles that it employs. Before moving on to explore the portfolio 

works in more depth, it is pertinent to outline the ways in which Sonic Ghosting as a 

method will interrogate space/place/memory, as well as the contexts of those terms in 

which it operates. 

 

The conception of ‘ghosts’ that Sonic Ghosting engages with, as clearly outlined above, is 

one that is rooted in Derrida and Jameson’s conception of ‘spectrality’, the idea that the 

ghost deconstructs the relationship between history, memory and the present, creating 

“temporal disturbance”108and revealing the in-between of  “presence and non-

presence”109. However, as Blanco and Peeren note, Derrida insists on “haunting as a 

temporal, rather than spatial, phenomenon, where the ghost is not tied down to an idea 

of physical location.”110 Sound, of course, is temporal too – it cannot be heard other than 

‘in time’ – a static wave is a non-sounding wave. But sound is also spatial. It propagates 

within space acoustically, interacting with the “composite of numerous surfaces, objects, 

and geometries… [to create an] …aural architecture”111 resonating, both with this ‘aural 

architecture’ as a sounding board which shapes its timbre, but also allowing us – through 

listening, sounding, and creative practice – to ‘tune-in’ to the ways we experience space, 

a process Sabine Vogel identifies as part of a creative engagement with landscape 

through sound and music112. 

‘Tuning-in’ is connecting to the outside world, but for me it has also as much 
to do with connecting to inward landscapes and spaces: my resonating inner 
self, intuitions, emotions, and learned practices.113 

 
107 Bright, D. Ghosting Ruin in The Global Composition: Conference on Sound, Media and the Environment 
Proceedings eds. Sabine Breitsameter & Claudia Soller-Eckert (Hochschule Darmstadt, Dieburg, 2012) pp. 440 
- 442 
108 Blanco, M.d. P & Peeren, E. Eds. Popular Ghosts: The Haunted Spaces of Everyday Culture (Continuum, 
London, 2010), p. xvii 
109 Derrida, J. Spectres of Marx: the state of the debt, the work of mourning, and the new international 
(Routledge, London, 1994), p. 13 
110 Blanco, M.d. P & Peeren, E. Eds. Popular Ghosts: The Haunted Spaces of Everyday Culture (Continuum, 
London, 2010), p. xi 
111 Blesser, B. & Salter, L-R. Spaces Speak, Are You Listening? (MIT Press, Cambridge, 2007), p. 2 
112 Vogel, S. Tuning-in in Contemporary Music Review 34:4 (Routledge, 2015), pp 327-334 
113 Ibid. p. 327 
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Sonic Ghosting follows along a similar path, ‘tuning-in’ to the times and spaces that it 

explores, cognizant of the fact that “I am always part of a landscape”114, but also that 

landscapes are “dynamic processes”115 that engage “with metaphysical concerns such as 

spirit of place, non-material presences, history, memory, and imagination.”116 It is a 

practice that draws on the phenomenological experience of the artist/composer/listener, 

channeled through critical concepts, to inform the development of a process that aims to 

interrogate space/place/memory through sound/music/noise – calling forth their nature 

as both spatial and temporal. 

 

This exploration of space is one linked to the simultaneous exploration of temporality, 

where the multiple intersecting spaces, memories and times of the experience of place in 

Sonic Ghosting works, draw attention to their nature as conjurors of a sense of 

“timespace”117: 

The interrelationship between time and space in sound challenges the 
possibility of a dialectic definition that purports their autonomous discussion 
and pretends them as stable absolutes… Sound prompts a re-thinking of 
temporality and spatiality vis-à-vis each other and invites the experience of 
ephemeral stability and fixed fluidity.118 

In challenging this dialectic, as Voegelin argues, “listening builds, trashes and connects 

places in time, and tracks and diverts times in space”119 and thus, it allows the possibility 

to hear that which lies in-between dialectic binaries of time/space, life/non-life, 

sound/ghost. Sonic Ghosting attempts to engage with this notion in an active way, 

deliberately conjuring the in-between through the deployment of creative and 

compositional process, questioning a fixed sense of place, space, or temporality. In this 

sense Sonic Ghosting is both ‘revealing’ and ‘constructive’. It deconstructs conventional 

notions of temporality by constructing a sonic interpretation of the artists experience of 

the moment where “the living present is scarcely as self-sufficient as it claims to be”120. 

 
114 Vogel, S. Tuning-in in Contemporary Music Review 34:4 (Routledge, 2015), p. 327 
115 Hogg, B & Samson, M. Perspectives from Practice in Contemporary Music Review 34:4 (Routledge, 2015), p. 
260 
116 Ibid. 
117 Voegelin, S. Listening to Noise and Silence (Continuum, London, 2010), p. 124 
118 Ibid. 
119 Ibid. p. 125 
120 Derrida, J., Eagleton, T., Jameson, F., Negri, A., et al. Ghostly Demarcations: A Symposium on Jacques 
Derrida’s Spectres of Marx (Verso, London, first ed. 1999, this ed. 2008), p. 39 
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The “temporal disturbance”121 that Sonic Ghosting deploys is also the spatial disturbance, 

or even the ‘timespace’ disturbance, that can encourage a listening out for the “dynamic 

processes”122 of our experience of a “spirit of place”123 – of the ghosts that “are a 

ubiquitous aspect of the phenomenology of place.”124 

 

This interrelationship between time and space, which sound is so well positioned to 

explore, can be especially obvious in our experiences of ruined spaces, re-purposed 

places, or the post-industrial landscape. In the experience of these spaces we come into 

direct contact with the ‘ghosts’ of their past as a contingent part of their present state, 

which is, undeniably, different to what it might once have been. We see, smell, feel the 

difference between present state and past states – the rusty machinery, the discarded 

work boots, the cable housings that indicate copper harvesting, the graffiti, or the small 

plaque, marker, or empty space that signifies a “set of temporal and historical 

paradoxes”125, even where “the ruin in question is often no more than the name itself and 

the memories that adhere to it or have been erased there”126. The experience of ruin, 

then, is one of the collapsing together of time and space, or multiple times and multiple 

existences or experiences of space such that “space-times are always accompanied by 

their phantoms, which rehearse ‘the active presence of absent things’ …because nearly all 

spaces bear the freight of their past”127. As such, some of the works that form part of this 

project engage with space in various states of ruination, seeking to interrogate how 

working with such spaces as compositional material can inform ideas about Sonic 

Ghosting, as well as establish what a Sonic Ghosting practice can reveal about our 

relationship to the sonic nature of those places. 

 

 
121 Blanco, M.d. P & Peeren, E. Eds. Popular Ghosts: The Haunted Spaces of Everyday Culture (Continuum, 
London, 2010), p. xvii 
122 Hogg, B & Samson, M. Perspectives from Practice in Contemporary Music Review 34:4 (Routledge, 2015), p. 
260 
123 Ibid. 
124 Meyerfeld Bell, M. The Ghosts of Place in Theory and Society 26:6 (Springer, 1997), p. 813 
125 Dillon, B. Ruins: Documents of Contemporary Art (Whitechapel Gallery & MIT Press, London, 2011), p 11 
126 Ibid. p 18 
127 Thrift, N. Non-Representational Theory: Space, politics, affect (Routledge, Abingdon, 2008), p. 120 
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Sonic Ghosting does not limit itself to engaging with ruined spaces, though, and a core 

part of this research project is about looking more broadly at how Sonic Ghosting 

interrogates space/place/memory beyond the places where the ‘phantoms’ may be more 

obviously near the surface of visible or sense-able history.  The spaces and places that 

this portfolio of compositions works with range from: a modern city centre to an art 

gallery in a nineteenth century building to a National Union of Mineworkers building, a 

disused chalk pit to a public park that is home to a restored Grade I listed railway arch. 

As such, Sonic Ghosting strives to establish a critical compositional practice which 

recognises that “ghosts are much of what makes a space a place”128, and deserve to be 

listened to whether that place is one that seems on a surface level to be haunted or not. 

In fact, Sonic Ghosting recognises that “there is no place that is not haunted by many 

different spirits hidden there in silence”129, that “everyday life is haunted by implicit 

‘others’, who supposedly live outside the ordinary, the everyday”.130 It is also important to 

note that the ghosts that Sonic Ghosting seeks to conjure, whether heard in the 

reverberant quiet of a ruined factory or the milieu of a shopping street, are not 

necessarily always uneasy. When de Certeau suggests that “haunted places are the only 

ones people can live in” 131, this is because the ghosts are always there, and must 

sometimes exist in a supportive and familiar way: 

Ghosts in this broader sense may be unsettled and scary, but they can also be 
rooted, friendly, and affirming and they are never dead, although they may be 
of the dead, as well as of the living. The ghosts of place may seem uncanny at 
times, but they are nevertheless a familiar and often homey part of our lives.132 

As such, Sonic Ghosting listens out for ghosts in all spaces/places, whether of unsettled 

histories, trauma, political heritage, or of everyday work and play. 

 

Nevertheless, the concept of ruin – that in a sense all places are, as sometime peopled 

and inhabited spaces, layered with ghosts of the everyday – also helps to draw out the 

links between space, place and memory. The experience of place, ruined or not, is 

certainly linked to memory. This can be particular, on a personal or individual level, to 

 
128 Meyerfeld Bell, M. The Ghosts of Place in Theory and Society 26:6 (Springer, 1997), p. 815 
129 de Certeau, M. The Practice of Everyday Life trans. Rendall, S. (University of California Press, Berkeley, 
1984), p. 108 
130 Highmore, B. The Everyday Life Reader quoted in Blanco, M.d. P & Peeren, E. Eds. Popular Ghosts: The 
Haunted Spaces of Everyday Culture (Continuum, London, 2010), p. xiii 
131 Ibid. 
132 Meyerfeld Bell, M. The Ghosts of Place in Theory and Society 26:6 (Springer, 1997), p. 815 
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do with the corporeal and phenomenological experience of being somewhere that we 

have been before, or think we have; or the attempt to recall that sense of being 

somewhere, perhaps with the aid of a photograph, story, sound or a piece of music, that 

links place to experience to time. But it can also be a more universal sense of collective 

memory – cultural, social, communicative, or a sense of shared history – a memory that 

exists outside of our particular experience and instead resides in a connection, whether 

we are conscious of it or not, between the site’s pasts, presents and potential futures. 

This space in-between the dialectic of particular and universal is where the ghosts can 

break through. In ruined spaces this in-between is, perhaps, more obvious – or at least 

closer to the surface – because “in the strange combination of receding history and the 

romance of decay, these spaces take on a liminal quality.”133 Sonic Ghosting explores this 

idea, using it as a starting point, and taking advantage of the indeterminate nature of 

these places, the sensorial overlay of history and present, the decayed memory that is 

evident in our experience of them. It uses this as a model for compositional method – 

creating a sensation of decaying and fragmented memory from the sounds of the sites as 

resonated by my own presence in them, a “spatial acting-out of place”134, by reordering, 

layering and fracturing them in time and space – but also for Sonic Ghosting’s approach 

to temporality more broadly. 

Ruins stand as reminders. Memory is always incomplete, always imperfect, 
always falling into ruin; but the ruins themselves, like other traces, are 
treasures: our links to what came before, our guide to situating ourselves in a 
landscape of time.135 

 

What Solnit suggests here has a dual implication for Sonic Ghosting. Firstly, it highlights 

the nature of memory as “imperfect”136, flawed, and unreliable. Memory suggests to us 

truth but in actual fact is filtered, obfuscated, always changing, as it ‘falls into ruin’. It is a 

‘derived version’ of an experience, conditioned by “the way we experience place and 

time.”137 Secondly, it proposes the ruins themselves as something to be valued for the fact 

 
133 Friz, A. Vacant City Radio in In the Place of Sound: Architecture | Music | Acoustics, eds. Ripley, C., Polo, 
M. and Wrigglesworth, A. (Cambridge Scholars Publishing, Newcastle, 2007), p. 21 
134 Friz, A. Vacant City Radio in In the Place of Sound: Architecture | Music | Acoustics eds. Ripley, C., Polo, M. 
and Wrigglesworth, A. (Cambridge Scholars Publishing, Newcastle, 2007), p. 20 [emphasis in original] 
135 Solnit, R. Storming the Gates of Paradise (university of California Press, Berkeley, 2007), p. 355 
136 Ibid. 
137  Truax, B. Listening and Memory: Introduction, in The Routledge Companion to Sounding Art, eds. 
Cobussen, M., Meelberg, V., & Truax, B. (Routledge, Abingdon, 2017), p. 172. 
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that they provide a link to “what came before”138, like a ‘trace’ or palimpsest, and provide 

us with a place (existing, imagined, or ‘in name only’) where we can experience the 

intersecting temporalities that collide, cross, fold, pierce, to create a landscape of 

asynchronous time.139 Sonic Ghosting folds these ideas into its practice through 

employing the concept of ‘multimodal sonic fracture’. It takes the notion of memory as 

incomplete, falling into ruin, and aspires to create work that embodies that principle. 

The works themselves are, in a sense, posited as memories, in that they are an artistic 

memory of an experience of place and time, reimagined as sound. They are incomplete 

and do not claim to be a singular true representation of a place/space/memory, but one 

layer in the landscape of asynchronous time that is the work, its documentation, the act 

of listening to it, and the different ways/spaces/places in which it is presented. It also 

seeks to listen out to places, whether obviously ‘in ruin’ or not, as material that might 

allow us to “hear not just echoes of the past, but the social and cultural context that 

inflected them”140, the multiple voices that can be conjured through their 

ventriloquisation, and the potential futures they could inhabit: 

The sonic memory exists not in bones and stones but in its material trigger 
and the thick duration it carves in the present, and the future it prophesies. 
The audible holds the past without being named by it, and the inaudible 
sounds the future without yet designating what that might be.141 

 

Multimodal sonic fracture 

In drawing on these critical and artistic contexts and by working with 

sound/music/noise and space/place/memory as materials for interrogation, Sonic 

Ghosting constitutes a substantial original contribution to the field of composition. As 

we have seen, it does this by establishing a new practice that deploys a set of critically 

informed creative processes, through the filter of the composer/artist as aesthetic 

presence within the work, and synthesizes them to produce a range of original 

sonic/musical/performative outputs. 

 

 
138 Solnit, R. Storming the Gates of Paradise (university of California Press, Berkeley, 2007), p. 355 
139 This is a cut-up of Edensor Industrial Ruins: Space, Aesthetics and Materiality, p. 126 and Solnit Storming 
the Gates of Paradise, p. 355 
140  Truax, B. Listening and Memory: Introduction, in The Routledge Companion to Sounding Art, eds. 
Cobussen, M., Meelberg, V., & Truax, B. (Routledge, Abingdon, 2017), p. 172. 
141 Voegelin, S. Sonic Possible Worlds: Hearing the Continuum of Sound, (Bloomsbury, London, 2014), p. 164 
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Sonic Ghosting does this by employing a range of critically informed compositional 

approaches and techniques that can be brought together to form the concept of 

‘multimodal sonic fracture’. For me, this collection of terms offers a way of classifying 

how Sonic Ghosting works with its materials – critical, aesthetic, raw or otherwise. Sonic 

Ghosting draws together a series of techniques with roots in the artistic contexts 

outlined above. It uses field recordings and gleaned sonic materials as inspiration, but 

also as raw material for manipulation: ‘fracturing’ them in time and space through 

layering, multiplicity, audio processing, editing, warping and manipulation. These 

techniques function as a strategy to distance the final outcome of the work from an 

overtly explicit connection to place, to ‘fracture’ any sense that the work attempts to 

represent a specific knowable place mimetically. Instead, by obscuring the field 

recordings and attempting instead to conjure the fictive ghosts that exist in the shadowy 

gaps between ‘timespaces’, the work draws attention to what might be always already 

there in our everyday experience of sonic place. Simultaneously whilst ‘fracture’ 

distances the listener from the raw materials of the work, and thus from explicit 

representations of place, it brings them closer to the composer, and my own experience 

of the moment where the multiple spacetimes of sonic place are revealed. It serves as a 

tactic for retaining the ghost of the artist within the work, and thus the subjective nature 

of poesis that is of central significance to Sonic Ghosting. 

 

Sonic Ghosting combines sounds from different spaces, different times, and filters them 

aesthetically to give a sense of the “falling into ruin” 142 that occurs as my own memories 

of the space/experience are layered with those created in the realisation of the work, or 

someone else’s experience of listening to it. It employs the “temporal disturbance” of the 

‘ghost’ to deconstruct the present space/place, utilising the inherent ‘rhizophonia’ of 

sound as a technological medium that is “fundamentally fragmented… where sounds and 

bodies are constantly dislocated, relocated, and co-located in temporary aural 

configurations.”143 ‘Multimodal sonic fracture’ employs compositional method and 

electroacoustic technique in order to ‘splice’, ‘diffract’, ‘disarticulate’ and disrupt any 

notion of a singular, fixed and knowable sonic temporality. It then reconstructs, through 

creative practice, a new sense of space/place/memory – one that acknowledges its own 

 
142 Solnit, R. Storming the Gates of Paradise (university of California Press, Berkeley, 2007), p. 355 
143 Stanyek, J. and Piekut, B. Deadness: Technologies of the Intermundane in The Sound Studies Reader, ed. 
Sterne, J. (Routledge, Abingdon, 2012), p. 308 
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instability and its own multiplicity, creating “shapes of broken mappings that invite 

fantasmic interpretations.”144 There is a tension here, between the idea that Sonic 

Ghosting ‘reveals’ what is “hidden there in silence”145 but does so through the process of 

de-construction and disruption, then constructing, or re-constructing a sense of sonic 

space/place/memory that is fictive, where the composer’s subjective experience of this 

‘revealing’ bubbles up to the surface. Yet it is important to consider these terms together 

- Sonic Ghosting works seek to reveal to the listener what might hidden in the everyday 

through the construction of an imagined version of what that sounds like through the 

aesthetic filter of the composer. In the space between ‘revealing’ and de-construction/re-

construction is where things are always “falling into ruin” 146 

 

It is multimodal in that the works attempt to layer different versions, mediums, forms, 

processes together in order to undermine the possible perception of any one work as 

representative of a ‘complete’ idea of Sonic Ghosting. There is also the multimodality 

that exists within the composition, the different techniques used, the combination of 

abstract and recognisable sounds, musical materials and noise, score and chance, 

improvisation and calculated action. Across the different portfolio works there is 

installation, site/audience responsive technological mediation, acoustic and techno-

musician-cyb(org)netic performance, fixed media, score, text, improvisation and semi-

generative process. This multimodality of presentation has the aim of investigating how 

each of these elements might enable Sonic Ghosting to best conjure up the ghosts of 

space/place/memory. Or establish if the shifting phase created by their existence 

together as a constantly evolving mesh is necessary, so that multimodality creates 

further ‘fracture’, which folds in upon itself, ghosting the artistic process, and creating 

multimodality. Through this meta-modal ‘fracture’ it explodes out the singular moment 

of realisation that ghosts may be there, under the surface and invites “the notion and 

experience of a plurality of things and worlds, generated in listening”.147  

 

 
144 Voegelin, S. Listening to Noise and Silence (Continuum, London, 2010), p. 145 
145 de Certeau, M. The Practice of Everyday Life trans. Rendall, S. (University of California Press, Berkeley, 
1984), p. 108 
146 Solnit, R. Storming the Gates of Paradise (University of California Press, Berkeley, 2007), p. 355 
147 Voegelin, S. Sonic Possible Worlds: Hearing the Continuum of Sound, (Bloomsbury, London, 2014), p. 119 
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The following individual commentaries will establish how each of the works has 

contributed to this process of establishing Sonic Ghosting, interrogating 

space/place/memory through iterative critical practice research. They will explore how 

the works relate to the concepts, critical and artistic contexts as outlined here and how 

each, as well as how the research project as a whole, has come to understand 

‘multimodal sonic fracture’ as a compositional concept. Through the process of making 

the work, documenting it, and reflecting on it here, Sonic Ghosting is itself multimodal, 

‘fracturing’ its own temporality, its own spaces. It exists in the ‘timespace’ of each layer of 

each work, site, performance, installation, listening; in the present moment of its 

writing/reading; and in the potential futures into which it might unfold resonating as a 

mesh of phantoms. Ultimately, then, Sonic Ghosting is a movement beyond a simple 

dialectic opposition of now/then, memory/reality, space/time, rational/irrational – it is a 

deliberate, active and crafted rupture of a fixed, singular, rationally or empirically 

knowable temporality or sonic narrative. In its conjury of the ‘second’, apparition, echo, 

‘imago’, it opens up a fractured sonic space in-between stale binaries, and in doing so 

attempts to reveal the existence of ‘sonic ghosts’ and interrogate their relationship to the 

material/space/legacies it works with. As a result: 

…The shadowy apparition reveals something about itself or, perhaps, the 
listener/composer/performer’s relationship with it. After all, the sounds that a 
sonic ghosting practice produces are only one more intersecting temporality – 
a hint of what it might be to catch a glimpse of one’s own sonic ghosts – and 
most importantly, an invitation to listen to them.148 

 

 

  

 
148 Bright, D. Conjuring the Ghosts of Industrial and Post-Industrial Spaces, in The Post-Industrial Landscape 
as a Site for Creative Practice, ed. Heaney, G., (Cambridge Scholars Publishing, Newcastle-upon-Tyne, 2017), 
p. 51 
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Chapter 2: Reflective commentaries 

 

This chapter outlines each of the portfolio works in turn, with an overview of their 

creative and compositional process. In each case it reviews what the piece contributes to 

the project, establishing how it is unique within the portfolio, what it develops from 

previous pieces or from core concepts and methodologies, and what it reveals – both in 

terms of moving forward into following works, and in relation to establishing Sonic 

Ghosting as a creative and compositional practice. With each of the works, links will be 

made to documentation included in the appendices of this portfolio, and to materials 

and techniques involved in the compositional process. Where appropriate, the chapter 

will engage with critical and artistic contexts relevant to the specific pieces, and link 

these back to those established in Chapter 1. 

Chalk Pit 

Walking 

Windy 

My feet crunch the chalky ground underneath me. My ears are enclosed in soft 

cushions of sound. 

I wander around, not really knowing what I’m looking for, what I’m listening out 

for, other than something in the gaps between wind, birds, stones, footsteps. 

I am in my studio, remember-listening. 

I can’t find the moment when a pheasant, disturbed by my movement, clatters up 

into the air, sending my heartbeat high and making me fumble with my recorder. 

The bit-crushed sound of wind is almost it. But not quite. There is white dust on 

my shirt from holding the lumps of chalk. 

I can’t seem to wash it away. 

 It stains me. 

   It stains my ears. 

       I try to make that sound. 
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Overview 

Chalk Pit is an installation and performance work based on a series of experiences in 

ruined and disused post-industrial sites in Sussex, England. The piece was first 

installed/performed at the WTF Arts Festival, Falmer, East Sussex, on 30th August 2014. It 

consists of a combination of core elements: a thirty-one minute two-channel sound work 

presented as a continuous loop over seven hours; a twenty-minute improvised 

performance interruption using samplescapes149, guitar, live electronics, and processed 

amplified bowed stone/chalk; a text/image/map assemblage; and an arrangement of 

chalk from local sites. 

 

Creative process 

Chalk Pit developed over four main creative stages:  

- The exploration of chalk-industry related post-industrial sites in Sussex, and the 

gleaning of materials  

- The composition of the two-channel sound work and preparation for 

performance 

- Creation of the text/image assemblage and realisation of the installation on-site 

- The performance interruption. 

 

The first stage involved the identification of potential sites related to the chalk industry 

in Sussex, and visiting these to collect materials from which to create the work. Two key 

sites were identified: Offham Chalk Pit, located behind what was then called the Chalk 

Pit Inn, Lewes, East Sussex150, and Cocking Chalk Quarry151, West Sussex. Cocking Chalk 

 
149 I use the term ‘samplescape’ here as a portmanteau of sample and soundscape. This indicates that it involves 
the deliberate creative action of ‘sampling’ combined with the construction of sounds employing field 
recordings, pertaining to the concepts of soundscape/landscape as outlined in Chapter 1. 
150 I visited the site in August 2014. The establishment has since changed ownership and is now called Curry 
Cottage, but is operated from the same site off the A275, between Lewes and Offham, East Sussex. The chalk 
pit was active through the 18th and 19th centuries, with use ending around the time that the associated lime 
kilns ceased operation in 1890 (South Downs National Park Authority, 2015, 
https://learning.southdowns.gov.uk/wp-content/uploads/sites/2/2015/08/Offham-Chalk-Pit-Information.pdf 
accessed 29/03/19) 
151 Cocking Chalk Quarry, which was used to feed Cocking Lime Works, beside the A286, Cocking, Midhurst, 
West Sussex.  Documents of earthquake deaths (see below, Musson, R. M. W., Fatalities in British Earthquakes, 
in Astronomy & Geophysics, 44:1 (2003)) suggest the site was in operation in the early 1800s, and according to 
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Quarry was visited first, Offham second.152 In both cases, I recorded my explorations of 

the sites using a Zoom H4n from the moment of arrival, recording around 15 minutes of 

continuous audio as I walked around the sites.  At Cocking, this meant exploring a 

relatively large site incorporating a chalk quarry, some footpaths leading off and around 

the quarry, and a number of pieces of disused machinery.  

 

 

 

I recorded as I walked, gleaning153 the sounds that surrounded me – wind, birds, distant 

traffic – and the sounds of my presence within the space, predominantly my footsteps. I 

did not have a particular plan when I arrived at the sites and instead let my exploration 

dictate what I recorded. I think this is important to note as, with a number of other 

Sonic Ghosting works, I did not aim to ‘capture’ certain sounds, but instead allowed 

myself to wander the spaces, exploring through listening – sometimes on headphones via 

the recorder’s microphones, and other times with my ears open to the world around me 

– “feeling places”154 and creating links between outward and inward landscapes.155 Of 

course, this resulted in some artifacts of the process being captured, and my footsteps 

can be heard on much of the audio as well as wind noise and some audio level peaks 

where my attention was drawn away from the act of recording and to the place in which 

 
Martin (Martin, R. Cocking Lime Works in Sussex Industrial History: Journal of the Sussex Industrial 
Archeology Society, Issue 33, (n.p. 2003), pp. 23 - 31), work at the sites ceased between 1993 and 2003. 
152 Cocking was visited 12th August 2014, and Offham on 23rd August 2014. 
153 I use the terms ‘glean’ and ‘gleaning’ to suggest the gathering and/or obtaining of sonic materials through 
exploration. This can either be by wandering around the space, guided by listening, or through a sense of 
musical ‘play’ in sounding surfaces or materials. In either case it distinguishes itself from sonic ‘capture’ which 
might suggest a more dedicated approach to fidelity, and the embedded ideas explored in chapter 1.  
154 Vogel, S. Tuning-in in Contemporary Music Review 34:4 (Routledge, 2015), p. 327 
155 Ibid. 

Figure 1 & 2: Cocking Chalk Quarry. Photo by the author. 



Page 59 

I was present. I did not try to avoid this – Sonic Ghosting is a practice that does not hide 

its subjectivity, and embraces the presence of the composer as aesthetic agent, as noted 

in chapter 1. 

 

I undertook the same process at Offham, recording as I explored the site, sometimes 

staying still for a while, other times moving around. The Offham site was smaller, and I 

also spent some time looking at and interacting with the materials around me, recording 

the stones and the chalk in my hands in an attempt to acknowledge both my 

investigation of the place and my presence within the recordings. This being the second 

site I recorded at, there was more of a playful interaction with the idea of ruined space as 

one with “manifold opportunities to engage with the material world in a more playful, 

sensual fashion”.156 Exploring through listening, touch and movement fed into ideas, 

which were starting to develop, of taking ‘material’ from the site with me and 

incorporating this into the performance element of my work. 

 

 

As a result, I decided that it was important to collect some physical materials from 

Offham as well as recordings, bringing home some lumps of chalk and stone. These were 

 
156  Edensor, T. Creative Engagements with the Past, Aesthetics and Matter in Ruined Space, in The Post-
Industrial Landscape as Site for Creative Practice: Material Memory, ed. Heaney, G., (Cambridge Scholars 
Publishing, Newcastle upon Tyne, 2017), p. 18 

Figure 3: Offham Chalk Pit. Photo by the author. 
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combined, in the finished work, with chalk collected from a local aggregate supply firm, 

Robins of Herstmonceux,157 who still quarry their chalk in Pyecombe, Sussex. Together 

these materials were used to create the physical chalk arrangement that formed a part of 

the installation. 

 

Alongside the visits to the sites, I conducted research into their history, attempting to 

find out when they were in use, for what purpose, and when they fell into disuse, 

alongside any other interesting information. As part of this research I discovered an 

article by Ron Martin on ‘Cocking Lime Works’158 that detailed some of the available 

historical documentation, including a 1861 census reference to a ‘tramp’ sleeping in a 

local lime kiln, the quantities of chalk produced from the Cocking quarry, and a range of 

maps and plans of the sites. I also discovered details of an 1833 earthquake in the local 

area, where a man working in the quarry was killed.159 This information was later 

incorporated into the text/image assemblage that became part of the work160, alongside 

my own words and photograph. 

 

The next stage of the creative process evolved in the studio, beginning by listening back 

and reflecting on the sounds recorded in relation to my memory of the experience of 

being in the spaces/places in question. This was a particularly important part of the 

process, and has since become a key part of Sonic Ghosting’s compositional 

methodology in general, as noted in the Research Process Overview above. It provides an 

opportunity to consider the temporal layerings discussed in Chapter 1 – of the site’s 

histories, the recordings, experience, memory of the experience, and the times spent 

crafting the compositions in the studio. This evokes Voegelin’s concept of ‘timespace’161: 

that the “interrelationship between time and space in sound”162 breaks down the dialectic 

of time/space, and implies a potential in-between that Sonic Ghosting attempts to 

conjure, through ‘multimodal sonic fracture’.  

 
157 Robins of Herstmonceux (no date, https://robinsofherstmonceux.co.uk/location/) accessed 30/03/2019 
158 Martin, R. Cocking Lime Works in Sussex Industrial History: Journal of the Sussex Industrial Archeology 
Society, Issue 33, (n.p. 2003), pp. 23 - 31 
159 Musson, R. M. W., Fatalities in British Earthquakes, in Astronomy & Geophysics, 44:1 (2003) 
160 See Appendix 1, part III 
161 Voegelin, S. Listening to Noise and Silence (Continuum, London, 2010), p. 124 
162 Ibid. 
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Layers of time/space/memory/history that become evident through reflective listening 

can then be interrogated through the practical methodology of arranging and working 

with the recorded materials. To create the two-channel composition163 that formed the 

main element of the installation I edited the recordings, building up layers of small 

fragments, loops, and longer sections to create a shifting mesh of sounds – material from 

Cocking weaving in and out of material from Offham. These edited materials were 

processed in a range of ways – including some corrective treatment to remove noise from 

the recording device, but fundamentally to warp and manipulate the timbral, temporal 

and spatial nature of the materials.  This shifting around of materials in space and time – 

a deconstruction/reconstruction through technological process – breaks down any sense 

of wholeness. It creates multiplicity through ‘fracture’, and establishes the concept of 

‘multimodal sonic fracture’ as a collection of these compositional/sonic techniques 

within the practice of Sonic Ghosting. 

 

Figure 4, below, shows the arrangement of the different sonic materials, fragments, and 

processing over the duration of the piece. It also shows how the relative levels of the 

tracks, send levels to convolution reverberation164, and the parameters of some of the 

processors (such as the feedback and density of the GRM Shuffler applied to the Offham 

recordings seen in figure 6), were changed over time to create a shifting sense of 

temporality and sonic space. Figure 5 and 6 show examples of the processing techniques 

used to manipulate and warp the ‘raw materials’ of the audio recordings, adding 

additional modes of ‘fracture’ to those already ‘temporally disturbed’165 through editing 

and reordering. 

 

 
163 See appendix 1, part I 
164 Altiverb by Audioease was used with convolutions of a tin can, 30 foot industrial tank, and a gas holder in 
Sneek, Netherlands, with a 40 second reverb tail. 
165 Blanco, M.d. P & Peeren, E. Eds. Popular Ghosts: The Haunted Spaces of Everyday Culture (Continuum, 
London, 2010), p. xvii 
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All of the audio used in the composition was, in some way, manipulated and altered 

post-recording, and in each case this was done as an aesthetic choice. The artifacts of 

pitch-shift and digital encoding are juxtaposed with reverberant spaces, short granular 

samples, and creatively re-ordered temporality in an attempt to combine some of the 

techniques employed in Chris Watson’s use of recorded sonic materials, and Robert van 

Heumen’s use of processing.   

Figure 4: Arrangement for the soundscape composition, showing automation to alter effects 
levels and processing parameters over the duration of the piece. 

Figure 5 & 6: Examples of some of the processing used. Left (fig. 5) shows spectral contrast 
applied to one of the layers of Cocking recordings. Right (fig. 6) shows temporal fracture 
created by passing the Offham audio through GRM’ Shuffling processor. 
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The realisation of ‘Chalk Pit’ for a public audience involved the two final parts of the 

creative process: the construction and exhibition of the installation, and the performance 

interruption. The presentation of the installation involved mounting the two-channel 

sonic composition, creating the text/image assemblage, and creating a space for the 

installation and performance. One important element of how this was conceived, and an 

additional layer in the connections between work and the Sussex environment is the fact 

that the work was presented outside in the gardens of a large house in Falmer village, 

situated in the East Sussex Downs. The sound element of the installation was played 

back on two speakers hidden in bushes within the gardens of the house, at a loudness 

level where the usual sounds of the nearby duck-pond, fields, and mid-distant dual 

carriageway would mingle with it, neither sound world seeming to dominate. This was a 

deliberate creative and critical choice, aiming to illustrate the nature of Sonic Ghosting 

work as a degraded echo of the spaces it engages with, sitting alongside their current 

state of being, as an attempt to offer a way to hear the ghosts “hidden there in silence”166 

that accompany our everyday experience of place. 

 

The installation also featured a physical arrangement of rocks, stones and chalk gleaned 

as part of my site visits, or quarried locally (fig. 7 below). This was constructed in the 

shape of the Cocking chalk quarry as per the 1874 Ordinance Survey map found in 

Martin’s article167 and with a view to offering another ‘echo’ of the space. This shape 

surfaces again in different forms as part of the image/text assemblage168, which is 

constructed using a reproduction of the 1874 map merged with a photo I took on-site, 

where the shape of a disused excavator mirrors that of the map.  

 
166 de Certeau, M. The Practice of Everyday Life trans. Rendall, S. (University of California Press, Berkeley, 
1984), p. 108 
167 Martin, R. Cocking Lime Works in Sussex Industrial History: Journal of the Sussex Industrial Archeology 
Society, Issue 33, (n.p. 2003), p. 31 
168 See Appendix 1, part III 
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The physical arrangement featured two large pieces of chalk and a large piece of flint 

that I collected from the Offham site, which were then used as materials in the 

performance interruption. 

 

The performance interruption169 constituted the final element of the Chalk Pit, and was 

performed alongside the main installation without altering the level of playback of the 

soundscape – and without deliberately announcing the start of the performance – thus 

blending in and becoming another layer in the texture of the work. This can be heard in 

the opening of the performance recording, for example, from 02:30 through to 04:50, 

where the processed sounds of bowed stone weave in and out of the installation 

soundscape alongside the ambient noise of the road, wind, and children attending the 

festival.  

 
169 See appendix 1, part I 

Figure 7: Physical arrangement of stone/chalk/flint as part of the installation. Photo by the author. 
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The performance was improvised using processed percussion samples, guitar with delay 

and looping pedals,170 live processed vocal microphone, and contact microphone (which 

was attached to the flint/chalk). The contact microphone was processed using granular 

pitch-shifting delay171, controlled via MIDI, and the vocal microphone (used to capture 

breath sounds and scratching/surface sounds), was processed using resonators and 

delay172. The percussion sample sounds were also processed using resonators and pitch 

alterations. These tools enable different modes of ‘fracture’ to be employed in the 

composition: either temporally by delay/sampling, or timbrally through pitch 

manipulation, feedback and the creation of accentuated resonances. In Chalk Pit all of 

the original source sounds were manipulated and fractured. The aim was to embody the 

critical ideas of temporal layering and ‘multimodal sonic timespace-fracture’173, using the 

processing and manipulation of these sounds to draw attention to the multiplicity of 

memory within the experience of space, installation, and performance. 

 

 
170 A Digitech Hardwire Delay/Looper and a Dod 585-B Analog Dual Delay were used. 
171 Ableton 8 plugin: Grain Delay 
172 Ableton 8 plugins: Resonators and Ping-pong Delay 
173 This phrase synthesises Voegelin’s notion of ‘timespace’ evoked in Chapter 1 with the concept of ‘multimodal 
sonic fracture’ that encompasses Sonic Ghosting’s compositional methods used to deconstruct/reconstruct 
space/time/memory.  

Figure 8: Chalk Pit performance interruption. You can see the manipulation of the vocal 
microphone with the right hand, and bowing the chalk with the left. Photo by Kassia Zermon. 
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Performing alongside the installation also meant that it was possible to concentrate on 

particular sounds, as the main sonic bed of the work was playing back alongside the 

performance. You can hear this with the guitar entering at around 7:20, building into 

analog delay feedback at 11:30 and continuing with manipulation of the analog delay line 

through to 14:20, then the main sound bed mixing with vocal microphone and contact 

microphone elements from 15:20. As can be heard in the recording174 (which continues 

on after the end of the performance), although there is applause at the end of the 

performance, the installation continues without a break. 

 

Reflections on Chalk Pit  

Chalk Pit was the first major work completed as part of this PhD project, and as such, 

confirmed the importance of a number of techniques within the research that had 

hitherto been tested as part of previous work outside the scope of the project. The use of 

layering, the types and methods of audio processing – especially using convolution, 

granular and spectral processing, and the combination of recorded materials with 

compositional techniques – had been part of previous works such as Ghosting Ruin175, 

Subterranean Sound Tunnel176, and Hot Work177. In Chalk Pit these techniques were used 

as part of the compositional approach in an attempt to reflect on their value as part of an 

engagement with ruined space. It was also important to bring them within the scope of 

this research project, and engage with them in relation to the deeper understanding of 

Sonic Ghosting that the project has undertaken (as outlined in Chapter 1). As a result, 

Chalk Pit establishes a base-point from which future work undertaken within the project 

can build on these techniques, test their realisation through other modalities, as well as 

how they work with other materials and spaces. It also unites these methods/techniques 

in the concept of ‘multimodal sonic fracture’ – including the layering and reordering of 

recorded materials and processing/warping to create ‘fractured’ temporalities, spaces, 

and timbres (alongside the multimodal realisation of ‘fracture’ through overlapping 

present soundscape/installation/performance/text outlined below). Chalk Pit utilises 

‘multimodal sonic fracture’ – through the techniques this includes outlined above – as a 

 
174 Appendix 1, part I 
175 Bright, D. Ghosting Ruin, composition for 6 channels, first performed at Hochschule Darmstadt, Dieburg, 
Germany, 2012 
176 Bright, D. Subterranean Sound Tunnel, installation, MAGNA, Rotherham, UK, 2013 
177 Bright, D. Hot Work, installation and performance, Creativity Zone, University of Sussex, UK, 2013 
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strategy to create distance between the listener and any overt sense of place, instead 

presenting a fictive construction of my own experience of the places the work engages 

with, and a compositional exploration of the related sonic materials. 

 

The second element that Chalk Pit brings within the scope of this research, which I have 

explored in some of my previous work (including Hot Work178), is the use of creative text 

and text/image. In Chalk Pit this took the form of the text/image assemblage created by 

cutting together some of the historical information discovered through research on the 

Cocking quarry site, my own creative text, and a layered image containing a photograph 

and section of a map179 of the site. The creative text element features poetic formatting 

and the use of fractured grammar, misplaced capitalisation and word-page-space to echo 

the creative fracture that Sonic Ghosting employs sonically – perhaps altering the way 

the text is read, or heard. The layering of the images also attempts to map some of the 

critical methodologies onto the way in which Sonic Ghosting deals with its paratextual 

materials, which often form a key part of the public exhibition and publicity of works. It 

brings them within the creative framework, and thus positions them as extra layers, 

contributing to the ‘multimodal fracture’ within the work. The use of creative text in 

particular has become a key part of Sonic Ghosting, both creatively, and as part of the 

critical writing associated with it. It has been used in further works (see Ghosting the 

Periphery below, which incorporates both text assemblage and image layering), and been 

folded into critical writing as a secondary voice allowing the interweaving of poetic 

reflection with critical commentary, evident throughout this thesis and in other 

publications180.   

 

Within the core portfolio works181, Chalk Pit has a number of unique characteristics that 

should be noted. Firstly, it is the only work to feature myself as performer, and the only 

 
178 Bright, D. Hot Work, installation and performance, Creativity Zone, University of Sussex, UK, 2013 
179 Martin, R. Cocking Lime Works in Sussex Industrial History: Journal of the Sussex Industrial Archeology 
Society, Issue 33, (n.p. 2003), p. 31 
180  See Bright, D. Conjuring the Ghosts of Industrial and Post-Industrial Spaces, in The Post-Industrial 
Landscape as a Site for Creative Practice, ed. Heaney, G., (Cambridge Scholars Publishing, Newcastle-upon-
Tyne, 2017, pp. 45-46 
181 I am excluding here, and throughout the rest of this chapter, the re-worked versions of the portfolio pieces 
as realised in the final exhibition, (Sonic Ghostings, Attenborough Centre for Creative Arts, October 2016), as 
these will be discussed in Chapter 3. 
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work to feature both installation and performance interruption. It is also the only work 

to feature the guitar and any use of voice, although the use of voice here as part of the 

performance is not something overt – there are no words or sung melodies, only breath 

sounds or glossolalia. As such, this piece raises the question as to whether Sonic 

Ghosting must, or indeed can, contain composer as performer and provides a 

counterpoint for the later piece, Branch Lines, which is scored for performers other than 

the composer. 

 

The use of guitar, and myself as performer, is something that has been a core part of my 

work for a long time, stretching back beyond the seeds of Sonic Ghosting, as recognised 

by revisiting Jimi Hendrix as performer/conjuror in Chapter 1. It is used in Chalk Pit to 

provide a musical interface through which to express my personal performative 

reflections, explore the idea of layered memory, and explore ‘multimodal sonic fracture’ 

by combining the instrument with live effects processing and manipulation. It affords 

the opportunity to compose live through improvisation, and to engage with an 

electroacoustic performance system akin to Hendrix, suggesting my role in the 

performance as cyb(org)netic conjurer182 – a role I can only achieve here through 

mediated sonic performance. It also provides a stimulus to ask the question of whether 

Sonic Ghosting requires technological mediation in performance, drawing on the 

‘rhizophonia’183 of recorded sound, or if ‘multimodal sonic fracture’ can be compositional 

and performed on acoustic instruments, which Branch Lines hopes to answer. 

 

Chalk Pit is also the only work in the portfolio that engages with multiple sites across a 

broad geographical area as part of the creative process, seeking to bring these together 

under a thematic connection – in this case the chalk industry in which they are 

implicated. Reflecting on this I think it is clear that by layering the different 

sites/memories/materials together and presenting them without named references to 

individual locations, Chalk Pit explores the idea of spaces related to a theme. This 

establishes that Sonic Ghosting works with space/place/memory in a way that allows for 

there to be some separation between site and work, and that sites can be, to a certain 

 
182 See chapter 1 for a more in-depth explanation. 
183 Stanyek, J. and Piekut, B. Deadness: Technologies of the Intermundane in The Sound Studies Reader, ed. 
Sterne, J. (Routledge, Abingdon, 2012), p. 308 
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extent, unmoored from their specific geographies in an attempt to conjure ghosts in a 

more broad sense. It is worth noting, however, that there is the possibility of this process 

becoming totalising were it expanded too far. I think it is important that Chalk Pit is still 

driven by the experience of the sites, and material recorded/gleaned from them, and/or 

worked up into a performance that reflects on them in an identifiable way. Chalk Pit also 

presents the installation work in a space that is not one of the sites, but is related to 

them. This perhaps, begs the question of whether Sonic Ghosting works must be site-

specific, created for the places where they are exhibited, and how their 

performance/installation in other contexts reflects back on their ability to critically 

engage with the spaces they explore without seeking to represent them. 

 

Chalk Pit is the only work in the portfolio that uses gleaned physical materials as part of 

the installation, attempting to ventriloquise these materials by amplifying them, 

processing the sound, and using this as an instrumental element in the performance. In 

this way, it establishes the idea of material resonance in Sonic Ghosting in its broadest 

sense – the sonic materials of the spaces are resonating in the work, as well as the 

physical materials of the spaces. Both are important, but perhaps in that both are filtered 

through the compositional aesthetic I have imparted on the work, as well as the 

processing techniques and compositional methods applied to them. Neither the 

recordings nor the sounds of the materials are presented in such a way as to suggest they 

represent a true experience of the sites they are gleaned from, and only work together as 

elements in a larger multi-temporal multi-spatial mesh of interweaving sonic phantoms. 

So Chalk Pit establishes one interpretation of ‘working with materials’, by using physical 

materials from the site about which the work is made, alongside sonic materials. But it is 

the use of materials in general, which are then ‘transcontextualised’184 through 

‘multimodal sonic fracture’ that is important. As such, the following works all seek to 

achieve this without the direct ‘sounding’ of gleaned physical materials, and instead 

concentrate on sonic and conceptual materials. This is central to the idea of Sonic 

Ghosting – that the compositional methods the work employs – signal processing, live 

performance, warping and editing the field recordings – that come to form the concept 

of ‘multimodal sonic fracture’ draw focus on the subjective poesis of the work rather 

than creating a specific message to be ‘understood’ by the listener. 

 
184 Field, A. Simulation and reality: the new sonic objects in Music, Electronic Media and Culture ed. Emmerson, 
S. (Ashgate, Aldershot, 2000) 
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In summary, Chalk Pit has an important role in this portfolio as the first major work of 

the project. It establishes some base-points that offer suggestions for how practice based 

research might answer the core research questions identified in the introduction: the 

composer reflects on the experience of multitemporal space/place/memory through 

his/her work, synthesising critical concepts and creative practice through the concept of 

‘multimodal sonic fracture’ to deconstruct/reconstruct the “moments in which the 

present… unexpectedly betrays us.185 It does this through the use of layering and editing, 

the processing and warping of sonic materials recorded on-site, and multimodal 

layerings of present soundscape/installation/performance. It also asks questions that the 

following works must address with regard to the use of text/image, the necessity of site-

specificity, whether Sonic Ghosting works must involve technological mediation in 

performance, and how they will deal with exhibiting work in spaces unrelated to those 

the work investigates. 

  

 
185 Derrida, J., Eagleton, T., Jameson, F., Negri, A., et al. Ghostly Demarcations: A Symposium on Jacques 
Derrida’s Spectres of Marx (Verso, London, first ed. 1999, this ed. 2008), p. 39 
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Ghosting the Periphery 

Walking 

Past the student shop 

Past the front desk 

Footsteps 

Wish I’d worn different shoes 

--- 

Reading 

Reading sounds 

Reading the names of people who once made sounds 

Not hearing them 

--- 

Looking 

At a wall 

Full of crap 

--- 

Remembering 

Who’s sounds are they? 

 

Overview 

Ghosting the Periphery is an installation work reflecting on the spaces and histories of 

The Hatton Gallery in Newcastle-upon-Tyne. It comprises a four channel sound work 

composed from manipulated, fractured and processed site recordings made in the gallery 

spaces; a footfall/presence responsive186 layer of real-time processing that samples and 

 
186 I use the term responsive rather than interactive throughout this commentary in order to acknowledge that 
they way in which the mechanisms are set-up (and the results heard) makes two-way ‘interaction’ unlikely, 
and in-fact, it is not intended. The audience does not experience a direct interaction in a way that they can 
then attune to its effects/affects in order to control that interaction. Hence, the works respond to their 
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alters granular fragments of the soundscape composition; and a printed text assemblage 

linking the experience of researching and composing the work to fragmented, cut-up 

remnants of the gallery’s archive materials. The installation was exhibited in The Hatton 

Gallery from 7th January 2015 to 28th January 2015. The work involved three key stages: 

working on site exploring the gallery spaces, recording sonic materials to use in the work 

and conducting research in the gallery archive; working off-site to compose the four 

channel sound piece, write the patch for the footfall driven live processing and create the 

text assemblage; and finally realising the installation by doing spatialisation of the multi-

channel sound elements in the gallery during installation. 

 

Creative process 

The first part of the creative process for Ghosting the Periphery involved visiting the 

Hatton Gallery to explore the spaces there and record sounds for later use in composing 

the work. Whilst on site I had access to a range of spaces, these included: the exhibition 

galleries when they were open for visitors and whilst they were closed for an exhibition 

installation; the foyer and surrounding spaces; the art store; the offices and staff areas; 

the un-used mezzanine (see fig. 9 below) above one of the galleries; and the gallery 

archive, where I was able to spend time recording and conducting research. Whilst 

exploring and recording in the various galleries and peripheral spaces – the storeroom, 

archive, mezzanine, and offices – I became particularly interested in the nature of the 

Gallery as a site that is ‘witness’ to many simultaneous activities and experiences. The 

galleries themselves play host to art that is to be ‘considered’ or ‘appreciated’, but they 

are also a space that people spend their everyday lives in. The gallery staff who sit on the 

reception desk, the security staff, the staff brought in to assist with exhibition 

installation, the people who run art classes for children, all occupy these spaces and the 

walls/floors resonate with the traces of their lives as much as with the art that they 

house. 

The building was not always a gallery and so has alternate histories too. It is associated 

with the art school that is now part of the University of Newcastle and houses regular 

student exhibitions, and the building was used as additional wards for the 1st Northern 

 
environment, and I suppose interact with them sonically, but this is not intended as an ‘interactive’ 
relationship in the musical sense.  
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General Hospital during the First World War187. Yet these are perhaps less obvious in the 

experience of the average visitor than the layered histories of the ruined and post-

industrial sites of Chalk Pit. 

 

 

 

Spending time in the Hatton’s archive led to further discoveries that compounded my 

interest in the idea of a gallery which ‘resonates’ with the ideas, creative works, images of 

previous exhibitions, alongside the sounds of the people for whom it is their everyday. 

These included photographs of construction workers building the mezzanine and central 

gallery spaces (see fig. 10 and 11 below) alongside exhibition materials and 

correspondence.  

 
187 Boyd, A. The Hatton Gallery during the First World War, (Tyne & Wear Archives & Museums, 2015) 
https://blog.twmuseums.org.uk/the-hatton-gallery-during-the-first-world-war/ accessed 20/03/19. 

Figure 9: Hatton Gallery mezzanine. Photo by the author. 
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Of particular interest was documentation of the ‘Eye Music’ exhibition in January and 

February 1987 (see fig. 12 below). This exhibition explored musical score as graphic art, 

exhibiting graphic scores of predominantly post-war modern musical compostion. It 

Figure 10: Building works at the Hatton Gallery. Original photographer and date unknown. 
Photo by the author. 

Figure 11: Building the mezzanine at the Hatton Gallery. Original photographer and date 
unknown. Photo by the author. 
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featured works by John Cage, Brian Eno, David Tudor, and Karlheinz Stockhausen, 

amongst others. The exhibition ‘resonated’ with me as a composer as many of those 

featured are artists whose works I have studied and who consequently have an influence 

on my work as radical reinventors of sonic worlds, but also because the exhibition was 

‘silent’. The works were exhibited as graphic images – acknowledging, so some extent, 

their agency as instruction for making or organising sound – but without audible 

examples. In fact, in conversation with the Hatton’s Keeper of Art, it became apparent 

that the gallery had not, to her memory, hosted an exhibition of sounding or sonic art, 

and certainly never commissioned any. As such, my commission would be the first 

opportunity to draw on the many layers of previously unheard sonic presences within 

the spaces: the unperfomed modern graphic and instructional scores, the reconfigured 

spaces, and the peripheral everyday spaces of the gallery workers.  

 

 

 

 

As well as recording my journey around them, akin to my recording method during the 

making of Chalk Pit, I also explored with the idea of resonant space/material/memory in 

mind – recording a close-up of the handrail up to the mezzanine, the sound of the power 

screwdrivers of installation workers reverberating through the different spaces, my 

Fig 12: Eye Music exhibition publicity materials from the Hatton archive. Photo by the author. 
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footsteps in the different corridors, the deadness of the humidity controlled art store. 

This provided me with a range of materials to utilise, sonic and conceptual, as I moved 

into the compositional and creative stages of the process. 

 

Building from what is established in the composition of Chalk Pit, and outlined in the 

core methodology in the Research Process Overview in the introduction of this 

commentary, the first part of this process was reflective: I listened to approximately 

ninety minutes of sound recorded on-site and considered these materials in relation to 

my memories of experiencing the spaces, as well as the conceptual theme of ‘resonance’. 

The relationship that became evident between the spaces, the archive materials and their 

everyday use provided a crucial interface with the idea of Sonic Ghosting as a practice 

that amplifies the ‘resonances’ of space/place/memory residing below the surface, 

“between presence and non-presence, actuality and inactuality, life and non-life”188. It 

juxtaposed my experience on-site with my memory of it, and synthesizing this through 

the idea that space/place/memory is always “falling into ruin”189 suggested that the 

concept of ‘multimodal sonic fracture’ could be employed to reveal the 

incompleteness/imperfection of our experience of space/place/memory. This listening 

exercise suggested the compositional methods and techniques of Chalk Pit’s ‘mulitmodal 

sonic fracture’ as a model to be built upon. In order to work with the idea of space and 

spatial ‘fracture’ in more depth than in it application Chalk Pit, I decided the final piece 

would be multichannel190 – both in terms of the core sound composition, and by using 

live procssing to add additional layers of temporal and spatial fracture.  

 

The main compositional stage of Ghosting the Periphery’s creative process, then, revolved 

around the construction of three core elements: 

- The four channel sound work191 that provides a bed for the installation 

 
188 Derrida, J. Spectres of Marx: the state of the debt, the work of mourning, and the new international 
(Routledge, London, 1994), p. 13 
189 Solnit, R. Storming the Gates of Paradise (university of California Press, Berkeley, 2007), p. 355 
190 I use the term multichannel to indicate, as per Curtis Roads and Dennis Smalley, the use of configurations 
of more than two channels. 
191 See appendix 2, part II 
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- The footfall/presence sensor and accompanying software patch192 that 

contributes real-time processing,  

- The creative/archive text assemblage and layered image193 that would be printed 

on cards for exhibition visitors to take away. 

 

One of the few things that is heard consistently day-to-day in the gallery spaces are 

footsteps sounding on the various floors: wooden in gallery one where Ghosting the 

Periphery would be installed, metal and concrete in other places. In the moments 

between the noises of exhibition installation, my strongest memory was also of footsteps, 

my own as I walked between places, and those of the staff and visitors, trying not to be 

‘loud’ whilst looking at the art. This provided a point of inspiration for the piece – both 

as a starting point for the multichannel composition, and also to create the site-

responsive patch to generate live processing elements. The composition begins with 

footsteps (my own recorded as a walked around the gallery spaces), though these are 

processed and layered even at the beginning. It uses two ‘steps’ tracks containing 

different processing which are then automated to create shifting spectral and timbral 

resonances between them. Figure 13 (below) shows the automation of the levels and 

processing parameters of the tracks, as well as the stacked processing used on one of the 

tracks. 

 

 
192 See appendix 2, part IV 
193 See appendix 2, part III 
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As noted above, the initial reflective listening session suggested that Ghosting the 

Periphery would build on the techniques used for working with sonic materials 

established in Chalk Pit by working with the concept of ‘multimodal sonic fracture’ as a 

collection of techniques and methodologies filtered through the ‘rhizophonic’194 

‘transcontextuality’195 facilitated by recorded sound. As such, the composition worked to 

‘fracture’ the recorded materials through the application of editing, layering, temporal 

re-ordering, processing, sonic abstraction and manipulation. Sounds were edited, 

chopped and arranged to create a morphing multi-layered sound world to accompany 

the day-to-day sounds of the gallery space. Ghosting the Periphery employed techniques 

tested in Chalk Pit – using the GRM Tools196 to create temporal fracture by shuffling 

granular samples in time, or Grinder197 which splits the signal into frequency bands, then 

reconsitutes it as sine waves similar to a vocoder. Signal processing functions here, as in 

Chalk Pit, as a compositional method for critically distancing the listener from the raw 

field recordings, and thus from a representational sense of sound recording as locum for 

the experience of being in a place. Through this distancing the listener is instead 

presented a fictive soundscape, filtered through the subjective lens of my own experience 

of being in the gallery spaces, and the nultiple pasts/presents/futures I experienced. 

 

Over the duration of the composition (20:17) the arrangement builds in and out layers of 

sonic material – some longer and some cut into small percussive fragments (see fig. 14 

below).  

 
194 Stanyek, J. and Piekut, B. Deadness: Technologies of the Intermundane in The Sound Studies Reader, ed. 
Sterne, J. (Routledge, Abingdon, 2012), p. 308 
195 Field, A. Simulation and reality: the new sonic objects in Music, Electronic Media and Culture ed. Emmerson, 
S. (Ashgate, Aldershot, 2000) 
196 GRM Tools, (Ina GRM, Paris, no date.) 
197 Grinder, GRM Tools (Ina GRM, Paris, no date.) 

Fig 13: Automation and processing of the Steps tracks, based on recordings of my footsteps in 
the Hatton’s gallery spaces. 
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The different elements, layers, are fragmented in time and space, in an attempt to avoid 

representing a coherent timescale of my explorations, or a journey through the gallery 

spaces in any linear narrative fashion. Instead, they are a journey through the layers of 

space/place/memory that resonante with the ghosts that “are a ubiquitous aspect of the 

phenomenology of place.”198 These sonic moments of resonance also occur 

methodologically by ‘resonating’ the recordings made on site through convolutions of 

spaces and materials – metal tanks, underground caves, and megaphone speakers – 

building on the techniques employed in Chalk Pit.  

 

In addition, Ghosting the Periphery makes more use of spectral resonance tools; in 

particular the collection produced by Michael Norris199, employing them to create 

spectral drones and textures fed from the fragmented and editing recordings, or draw 

out the echoes of the in-between through harmonisation. The first group of timbral 

resonances can be heard entering at 1:02 as the footsteps start to degrade into 

 
198 Meyerfeld Bell, M. The Ghosts of Place in Theory and Society 26:6 (Springer, 1997), p. 813 
199 SoundMagic Spectral (Michael Norris, 2015) 

Fig 14: Outline of the arrangement of Ghosting the Periphery’s multi-channel sound 
composition. 
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increasingly obvious temporal fracture. Further layers are added gradually (for example 

at 2:26 and again at 3:10 and 3:32) creating chord-like multilayered timbres built from 

processed recordings. These descend into a more simplified section at 8:25 before 

building back up again by 11:00. There is a similar process in the end section, building 

from quiet high frequency sounds at 17:15 to filtered and layered noise, which sweeps 

almost back into something like a ‘real sound’ before ending to leave the natural sound 

of the gallery space200. Over the duration of the piece, the gallery is ghosted in different 

ways, each time discrete harmonies and resonances coming to the foreground. 

Sometimes these are created by the processing used to conjure ‘multimodal sonic 

fracture’, or between the sound work and the acoustics of the gallery, and other times 

through the conceptual ‘resonance’ of the work with the site’s layered sonic histories. 

The layers weave in and out of each other to create a sense of multiplicity, a constantly 

shifting interlacement that crosses, folds, pierces201.  

 

One of the ways that Ghosting the Periphery builds on this idea is in its use of a footfall-

responsive layer of live processing, generated by a software patch that runs the 

installation (see fig. 15 below). The patch uses a generative process to create random 

audio samples derived from the soundscape composition. These samples are then 

processed through a granular delay202, and the resulting output is assigned, again 

randomly, to one of the four output channels. A simple footfall trigger was created using 

a contact microphone attached to the wooden floor of the gallery – as people walked 

through, the microphone picked up the footsteps sounding/resonating through the 

room. The amount of movement controlled the density of the granular delay, so the 

more people moving in the gallery, the more of the extra layer of processed sound could 

be heard. Furthermore, a number of the delay parameters (delay time, time variation, 

feedback, grain reversal percentage, and resonance) were also randomised, together with 

 
200  Allowing here for any footfall generated processing, which may or may not be present in addition 
depending on audience numbers and movement. 
201 A paraphrasing of Edensor Industrial Ruins: Space, Aesthetics and Materiality, p. 126 
202 +bubbler, (SoundHack, Pacific Beach California, no date) 
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the randomisation of the sampling process203 and the output channel assignment of the 

delay204. 

 

 

 

Randomisation is used here as another example of a distancing strategy, adding layers of 

obfuscation between the sonic materials of the work and the listener. It is important to 

reinforce the fact that what is being produced here is a work and not an instrument – the 

intention is not for the audience to become active participants, able to control a directly 

mapped interactive element of the work and thus become knowing performers.205 

Randomisation helps to position the live processing as part of the composition by adding 

a layer of ‘fracture’ to its operation, and adding to the way it embodies the critical 

concepts of Sonic Ghosting as filtered through my own aesthetic and compositional 

practice. 

 
203 Both the channel number, and the length of time between switching which channel of the soundscape is 
used to feed the delay were randomised. 
204 Both the output channel number that the delay was routed to, and the length of time between switching 
the output channel to a new assignment, was randomised. 
205 See note 185 above for an explanation of the use of the term ‘responsive’ rather than ‘interactive’ in the 
description of the footfall sensor. 

Fig 15: The Max patch that runs the installation. The presence/footfall sensor can be seen in the 
lower left panel. 
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Together these processes created a generative element to the installation, where 

depending on the number of people in the gallery and how they moved, the installation 

would feed itself into another layer of audio processing, adding further temporal fracture 

to the sonic materials through delay, and spatial fracture by moving these fragments 

around the space. 

 

The final element of the compositional process was the creation of the text assemblage 

and layered image, printed on cards and included as part of the installation.206 The 

creation of this element was influenced by discoveries in the archive: of photos of 

previous construction works, and of correspondence relating to a number of 

exhibitions207, none of which had been on public display before, but that typify the 

nature of the spaces as playing host to layers of experience beyond those normally 

celebrated. This element of Ghosting the Periphery builds on the use of text and image 

evident in Chalk Pit, seeing it as an opportunity to further test the viability of this 

medium within the concept of ‘multimodal fracture’ that Sonic Ghosting deploys. It also 

draws on some key influences, such as Kurt Schwitters, William Burroughs and Brion 

Gysin. Kurt Schwitters’ work, in particular, was influential in bringing the idea of text 

assemblage to fruition in Ghosting the Periphery. In part, this is related to the Hatton’s 

history of exhibiting his work, and my discovery of materials pertaining to an exhibition 

in 1959, but also due to the fact that the Hatton Gallery currently houses what remains of 

Schwitter’s unfinished Elterwater Merz Barn208, where I made audio recordings during 

the first stage of the creative process.  

 

Schwitters is an important consideration here, as it could be argued that his work is 

multimodal, moving across the mediums of sculpture, collage, poetry and sound. It also 

embraces notions of fracture, the Merz constructions breaking through conventional 

notions of architecture/space/sculpture with trash to create “environmental 

 
206 See appendix 2, part III. The cards were contained within the space of the installation for visitors to take 
away. Gallery staff estimated that approximately 500 were taken during the exhibition.  
207  In particular, the Eye Music exhibition (Hatton Gallery, 1987) and an exhibition of Kurt Schwitters 
Paintings, Reliefs, Drawings, Collages and Sculpture (Hatton Gallery, 1959). 
208 Schwitters, K, Elterwater Merz Barn (1947), originally constructed at Ableside, relocated to The Hatton 
Gallery, Newcastle-upon-Tyne in 1966.  
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assemblages”209. In a sense, Schwitters ghosts the spaces his work occupies with the 

materials that go otherwise un-seen: the trash, junk, cast-offs, and detritus of the 

everyday.  His work with text – both as poetry210 and as sound211 – can be seen to do 

something similar and, as a form that approaches assemblage/collage/montage, relies on 

“metaphor and juxtaposition to create layers of meaning”212. William Burroughs’ cut-up 

technique builds on this, and again connects text to sound with work such as Break 

Through in Grey Room213. It incorporates sonic ‘fracture’ by applying the cut-up process 

to audiotape, and in it Burroughs implies the possibility of cut-up work to rupture 

temporality suggesting that “…perhaps when you cut into the present, the future leaks 

out.”214 As a result of these influences – and consideration of the nature of the work of 

Schwitters and Burroughs as simultaneously ‘multimodal’ and deploying notions of 

‘fracture’, juxtaposition and layering to create meaning beyond a surface reading of the 

everyday – Ghosting the Periphery harnesses the possibilities of text to create extra strata 

of ‘multimodal sonic fracture’ within itself. The text assemblage mixes writing in poetic 

form that reflects on my experience of the spaces of the Hatton and my research 

uncovering its multiple pasts, with cut-up of fragments of text from the gallery archive215. 

It creates multiple voices through the text that have a sonic potentiality – somewhere in-

between the un-heard texts/ scores of ‘Eye Music’, sounding in the minds of the visitors 

that read them. 

 

The final stage of the creative process was the installation and realisation of the work in 

the gallery. This involved two key elements: firstly, the positioning of speakers and 

setting of loudness levels, and secondly the final mixing and spatialisation of the multi-

track composition. Following the principle trialed in Chalk Pit, and as can be heard in 

 
209 Whiteley, G. Junk: Art and the Politics of Trash (I.B. Tauris, London, 2011), p. 38 
210 An example would be Schwitters, K. To Ableside, 1945 in Morton, C. The Merzbook: Kurt Schwitters poems 
(Quarry Press, Kingston Ontario, 1987). This poem cuts together common song/idiom, sometimes parodied, 
with poetic reflection.  
211 Usronate (1922–1932) is a good example, having a textual element in the score and sonic in the performance 
and recording of its reading. 
212 Whiteley, G. Junk: Art and the Politics of Trash (I.B. Tauris, London, 2011), p. 33 
213 Burroughs, W. Break Trough In Grey Room, (Sub Rosa, Belgium, 1986) 
214 Ibid. 
215 The text fragments are taken from a letter talking about a review of the Scwitters exhibition in 1959 (the 
blue text in quotations) and a telegram about publicity copy (blue text in capital letters) 



Page 84 

the documentation216, loudness levels were set so that the installation would work with 

the natural sounds of the gallery. It would not be loud enough to continuously drown 

out noise from the foyer or adjacent gallery spaces, or indeed the footsteps of the visitors 

to Ghosting the Periphery, but enough so that at times where the levels peaked, it would 

break through the ambient sounds of the gallery and create a new soundworld. The 

process of mixing and spatialising the sounds over four channels on-site also meant that 

the composition could tune to the ‘resonances’ of the particular space, acknowledging 

the fact that “the real world is pluriphonically spatial on every timescale”217, and adding 

layers of ‘multimodal sonic fracture’ to the experience of space and time within the work. 

 

 

 

Reflections on Ghosting the Periphery  

Within the core portfolio works presented here, Ghosting the Periphery contributes some 

unique elements. Firstly, it is the only work to be presented originally in a multichannel 

format. In this regard, it explores the possibility of spatial fracture in a more direct sense 

 
216 See appendix 2, part I, recordings made in the main gallery space whilst the installation was running. 
217 Roads, C. Composing Electronic Music: A New Aesthetic (Oxford University Press, Oxford, 2015), p. 281 

Fig 16: Ghosting the Periphery in gallery one at The Hatton Gallery. The fourth speaker is out of 
shot to the right, and the printed text/image cards are centre on the rear wall between the 
speakers. Photo by the author. 
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than Chalk Pit. Both works use processing, in particular convolution and delay, to 

deconstruct the sense of space associated with recordings made on-site. Both pieces 

articulate sounds through different spaces within the duration of the composition, and 

often simultaneously as overlapping layers, but Ghosting the Periphery expands this to 

move sound around the listener in four channels. In a sense, the performance 

interruption that was part of Chalk Pit was multichannel too, in so far as there was a 

guitar amplifier in addition to the two-channel stereophonic composition. I would argue 

that sound propagation in space (particularly open or reverberant spaces as in both 

works here) often defies the normal directionality suggested by conventional stereo 

sound in the studio: the sounding bodies of myself, my instrument, the rocks, or the 

footsteps of the visitors in the gallery adding their own spatialisation to the sound world. 

However, Ghosting the Periphery investigates the possibility of multichannel 

spatialisation within the electroacoustic composition, exploring spatial warping of 

recorded materials, and suggests that this can add to Sonic Ghosting’s potential to 

generate moments where the listener questions whether their perception of “the living 

present is scarcely as self-sufficient as it claims to be”218. 

 

The second unique opportunity that Ghosting the Periphery affords is to investigate how 

Sonic Ghosting can engage with a public-facing heritage institution and its archive. 

Although later works explore notions of heritage and institution219 in relation to place, 

Ghosting the Periphery is the only work where there was the possibility of accessing 

archive materials, and bringing  these within the composition. It also provides an 

opportunity to challenge “attempts to banish ambiguity and order the history of 

places”220 that can “tend to proliferate at designated heritage sites.”221 Edensor is referring 

here to the possibilities generated by creative interaction with ruined places, but Sonic 

Ghosting takes this further, and, by listening out for the ghosts that reside in spaces of 

the everyday (ruined or otherwise) and creatively engaging with them, suggests that the 

 
218 Derrida, J., Eagleton, T., Jameson, F., Negri, A., et al. Ghostly Demarcations: A Symposium on Jacques 
Derrida’s Spectres of Marx (Verso, London, first ed. 1999, this ed. 2008), p. 39 
219 Thrumming Halls is a work based on experiences in the NUM Headquarters at Barnsley, and Underdrift 
reflects, to an extent, on the relationship between the Co-Operative movement and its home town of Rochdale. 
220  Edensor, T. Creative Engagements with the Past, Aesthetics and Matter in Ruined Space, in The Post-
Industrial Landscape as Site for Creative Practice: Material Memory, ed. Heaney, G., (Cambridge Scholars 
Publishing, Newcastle upon Tyne, 2017), p. 21 
221 Ibid. 
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sonic history of any site, especially a ‘heritage’ one, is ambiguous and fragmented. 

Ghosting the Periphery is unique within the portfolio in that it presents these 

interrogations in the space it ghosts, using the materials of the archive alongside its 

everyday existence to draw attention to its overlapping temporalities, to the ghosts of 

students, gallery workers, artists and artworks who resonate the walls of the gallery and 

ask to be heard.  

 

Ghosting the Periphery builds on a number of techniques, compositional methodologies 

and critical concepts that are explored in Chalk Pit. It demonstrates that these can be 

ported across to other spaces/experiences, and in particular, that they can work outside 

of the context of ruined or post-industrial spaces. Although, as explored in Chapter 1, the 

multiply layered histories of space and place are, perhaps, more evident in ruined spaces, 

Sonic Ghosting seeks to establish that “ghosts are much of what makes a space a 

place”222, and recognises that “there is no place that is not haunted by many different 

spirits hidden there in silence”223. Ghosting the Periphery is the first Sonic Ghosting work 

to establish this through experimental practice, and provides a springboard to move 

forward to making other work that engages with non-ruined spaces. It shows that Sonic 

Ghosting can be applied to spaces of different kinds, and that ‘multimodal sonic fracture’ 

can be deployed to conjure the ghosts of place, unmooring them from their 

temporal/spatial bounds in-between multiple presents, pasts and futures. 

 

Ghosting the Periphery also confirms the importance of text/image that was tested in 

Chalk Pit. It develops how such materials can be constructed, engaging with the work of 

Schwitters and Burroughs, and directly integrating gleaned materials from the Hatton’s 

archive with my own experience of the spaces that house them in a sound-text-poem-

cut-up. As such, it verifies the need for Sonic Ghosting works, identified in Chalk Pit, to 

consider the paratextual elements of public presentation as part of the multimodal 

nature of the work, producing possibilities for additional layers of fracture. Ghosting the 

Periphery extends this concept by bringing the text/image material into the space of the 

 
222 Meyerfeld Bell, M. The Ghosts of Place in Theory and Society 26:6 (Springer, 1997), p. 815 
223 de Certeau, M. The Practice of Everyday Life trans. Rendall, S. (University of California Press, Berkeley, 
1984), p. 108 
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work, allowing people who experience the work to take an element of it away, to 

potentially resonate outside the ‘timespace’ of the exhibition. 

 

One final, yet important, area of reflection relates to how Ghosting the Periphery engages 

with concepts of performance, improvisation, and liveness. Where Chalk Pit does this 

through performance intervention by the composer, Ghosting the Periphery operates 

differently, and aims to test whether these techniques can be harnessed within 

compositional methodologies and/or through a technologically mediated performer-

audience, sounding the space with their footsteps. In the first instance, this is by 

integrating improvised performance into the composition. Whilst composing the multi-

channel sound element of the installation I constructed a sample instrument using a 

sample derived from the on-site recordings (see fig. 17, below). I then improvised, 

playing this instrument along with the multi-layered composition built from fragmented 

and processed field recordings. This allowed me to embed an element of improvisational 

response – artistic interpretation channeled through a cyb(org)netic performance system 

inspired by Hendrix224 – into the fabric of the composition. 

 

 

 

 
224 This term is expanded in chapter 1. 

Fig 17: Sample instrument 
created using field 
recordings made at the 
Hatton Gallery. 
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The second part of this experiment was using the installation control patch, along with a 

footfall sensor, to create an additional layer of generatively controlled live processing. 

This was particularly important in relation to both the concept of the work that emerged 

during its construction – the idea of critical, sonic and everyday ‘resonances’ – and in 

terms of developing a method of bringing the audience into a performative yet 

‘fractured’ and indirect relationship with the work. The presence sensor and associated 

processing re-configures the audience as performer and the space of the installation as 

resonating instrument, with both as part of the ‘ensemble’ of the work. The inclusion of 

randomisation in the patch additionally generates a distance between 

audience/performer and sonic material, avoiding the positioning of the work itself as an 

interactive instrument, and instead creates an opportunity for the audience to reflect on 

their role in creating – fictively, subjectively and physically – their sense of sonic place by 

hearing an interpretation of my own. 

 

In summary, Ghosting the Periphery is crucial in validating the techniques and 

methodologies established in Chalk Pit. It reflects on these and develops them in a 

number of ways:  

- Extending the possibilities of spatial fracture by utilising a multichannel setup, 

- Exploring ways in which improvisation and performativity can be brought into 

work that doesn’t involve performer-audience co-present performance 

- Developing how Sonic Ghosting can utilise audience responsive real-time 

generative processing 

- Engaging with archive materials in addition to contextual research 

- Working with spaces that are neither ruined nor post-industrial 

- Realising multimodal presentation in the space that the works seeks to ghost.  

 

Between these two relatively large-scale works a set of compositional approaches that 

allow Sonic Ghosting to achieve ‘multimodal sonic fracture’ – as installation and/or 

performance – have been tested, reflected on, and substantiated as part of an iterative, 

critically reflective process. In both cases, Sonic Ghosting clearly interrogates 

conceptions of space/place/memory in relation to the spaces/people/ghosts it engages 

with, deploying ‘multimodal sonic fracture’ to do this. 
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However, reflecting on Ghosting the Periphery and Chalk Pit also suggests three 

important further questions:  

- How can Sonic Ghosting works operate without any warped/processed/fractured 

field recordings, electronics or live processing being heard by the audience, for 

example as acoustic performances? 

- How important are the present soundscapes of the sites where Sonic Ghosting 

works are installed/performed as a layer within the work? 

- How can Sonic Ghosting achieve the same level of ‘multimodal sonic fracture’ 

when presented as fixed media electroacoustic compositions? 

The remaining three works in the portfolio each seek, in turn, to address these 

questions, thus testing the bounds of Sonic Ghosting practice that have been established 

by Chalk Pit and Ghosting the Periphery, and exemplify the iterative and reflective 

creative practice methodology the project undertakes. 

Branch Lines 

My hand makes a movement, edits a clip, turns a virtual dial. The sounds that 

result are for me. They are my process. They are me. 

They are me in that place, in this place, in the next place. 

They are me in a virtual place, which was a place somewhere else, and also many 

other places, to other people, at other times. 

I think about walking along the path, in the woods, by the river, headphones on, 

recorder on, listening. 

I remember hearing a strange sound, caused by the current of the water running 

over the riverbed. I take my headphones off. Then and now. It is gone. Is it in the 

recording, or my memory? Or neither? 

I attempt to bring about the feeling of not really knowing if something is there or 

not by making sound. But this time it will not be heard, it will be re-heard. 

Remembered. By someone else. 

My pen makes a line   _________ 

Someone will follow it? 
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Overview 

Branch Lines is a 4’20” composition, written for an ensemble of clarinet, violin, cello and 

piano that responds to the experience of visiting, recording and listening at Causey Arch 

near Tanfield in County Durham. It employs graphic score, part of which is a 

spectrogram of an electroacoustic composition created using recordings made on-site, in 

an attempt to investigate how Sonic Ghosting can engage with score and acoustic 

performance to create multimodal sonic fracture within the concert hall. The piece was 

written for the New Music Players225 and was initially performed on 24th September 2015 

at The Meeting House, University of Sussex, and on 25th September 2015 at The 

Warehouse, Waterloo. The composition of the work involved two distinctly separate 

stages: firstly a visit to Causey Arch in County Durham where source material was 

recorded, and secondly the process of creating the score in the studio. Unlike the two 

previous works considered here, at the time of visiting and recording at Causey Arch, I 

had not identified a particular output format or work concept. 

 

Creative Process 

As noted above the two core stages of the creative process – exploring Causey Arch and 

gleaning audio material from recordings made on site, and composing the final work – 

were not initially linked. I visited Causey Arch in November 2014, and although I planned 

to explore, listen and record at the site with a view to, perhaps, using this material in a 

Sonic Ghosting work, I did not, at the time, have any idea what that work would be. This, 

perhaps, meant that I was more open with the materials and spaces I recorded on-site, 

and also in terms of letting my experiences guide these listening/recording explorations. 

I spent one day at Causey Arch, exploring and recording in various spaces around the 

area now demarked as a public park, along the river, along the rail lines that operate as 

Tanfield ‘heritage’ railway, and on and underneath the railway arch226. I took photo 

documentation of the visit (see figures 18 & 19 below), including of the information 

boards on-site, and of the places I recorded, and made around 50 minutes of recordings 

in locations across the site. These materials were then set-aside whilst I worked on 

 
225 The New Music Players chamber ensemble is contemporary music ensemble founded and directed by Ed 
Hughes. See https://www.newmusicplayers.org.uk/ (accessed 23/03/19) for more information. 
226 Causey Arch is identified as the “World’s Oldest Surviving Railway Arch” on information boards on-site. 
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Ghosting the Periphery. After reflecting on Ghosting the Periphery, as outlined above, it 

became clear that an important consideration with regard to Sonic Ghosting was how, 

and indeed whether, it could realise ‘multimodal sonic fracture’ with acoustic 

composition alone. The possibility of having a piece performed by the New Music Players 

provided an ideal opportunity to revisit the Causey Arch materials and write a new 

composition for acoustic ensemble that investigated how Sonic Ghosting can engage 

with this format. 

 

 

 

As such, the questions that drove the compositional process for Branch Lines were: 

- How can Sonic Ghosting works employ ‘multimodal sonic fracture’, derived in 

other work primarily from the manipulation of recorded sonic materials, if 

performed exclusively by acoustic musicians? 

- How can the medium of the score be used to suggest multiple layered sonic 

temporalities? 

Branch Lines sought to address these concerns by experimenting in three areas: the 

formulation of the score, whether working with recorded materials could feature in the 

work despite its acoustic realisation, and whether extended instrumental technique 

could provide sonic timbres akin to the warped and manipulated sounds of electro-

acoustic Sonic Ghosting works. 

 

The first part of the process – in line with the core Sonic Ghosting practice methodology 

outline in the introduction – involved re-visiting the recordings made on-site, and 

looking over the photo documentation. Listening to the recordings and conjuring up 

memories of my experiences on-site highlighted some interesting timbres – mainly 

Fig 18 and 19: Causey Arch (left) and Tanfield Railway line (right), branching off into the station. 
Photos by the author.  
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caused by the movement of air and water around the site. These included high frequency 

air and wind sounds, an echo-like sound of the river comb-filtered by the arch, and the 

rhythmic tapping of branches/bubbling of water. In combination with the photo-

documentation it became clear that one of the particularly interesting elements of the 

site was the tension between its status as restored industrial heritage site, and ‘nature’ 

park – the tapping wood and bubbles, perhaps, echoing the rhythms of workers digging 

out the culvert to build the railway embankment by hand, or the picks of the miners 

digging the coal that the wagons would carry. The task, then, became to find a way to 

conjure these ghosts through instrumental performance using score and create, if 

possible, a sensation of multiple overlapping temporalities.  

 

Reflecting back on Sonic Ghosting as it has been established in Chalk Pit and Ghosting 

the Periphery and the methods that were deployed in creating a sense of ‘multimodal 

sonic fracture’ – editing, warping, layering and processing audio recorded on-site – it 

seemed that one possible way of moving forward was to create an electroacoustic 

composition first. This could embed the practices into the composition of a work for 

acoustic instruments by using it as a method to explore the notions of 

space/place/memory by juxtaposing memory with recording, and both of those with the 

resulting sonic materials. It also meant that the score could then be built either directly 

from these materials, or by attempting to inscribe instrumental action into the score that 

would produce a fractured version of them. To add further links between method and 

Sonic Ghosting’s conceptual framework, this compositional process would allow 

multiple temporalities to be explored within the work by filtering the experience and 

recorded materials through my own studio-based compositional approach. Scoring this 

in a way that would allow the performers to add a layer of interpretation by responding 

to indeterminate performance instruction, produces a work in which no one 

performance is ever the same. This creates an opportunity to layer the present of the 

performance with the multiple pasts/presents of the works inspiration/creation, and the 

futures of other interpretations. 

 

Through the process of working with the recorded materials – attempting to create 

fragments of sound, layers and textures akin to the experience of exploring Causey Arch, 

or the memory of that experience – it became clear that writing the score would 
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essentially split into two parts. The first would be a predominantly graphic score, which 

would make up the first three minutes of the piece for all instruments, and the second 

would be a spectrogram derived from the electroacoustic composition to be interpreted 

as a graphic score by the piano for the remainder of the piece (the other instruments 

continuing with graphic/notated score). As I worked with the recordings in the studio, 

they suggested a number of timbral areas to be explored in the score. These included: 

granular and resonant drones, shifting against each other to create a moving sense of 

tuning and resonance; a tapping/percussive sound with possible pitched elements and a 

sense of drifting in and out of some identifiable pattern or rhythm; the quiet sounds of 

air, and the filtered white-noise-esque sound of water. In order to ascertain how these 

sounds may be approached I looked at the possibility of extended technique – 

specifically sounds that would create quiet shifting air/noise-like textures, sound that 

may appear percussive or involved tapping/striking the instrument, and the use of 

microtonal notation to suggest small pitch change or very slow temporally warped 

vibrato.  

 

 

 

 

Fig 20: Drafting the score for Branch Lines. Photo by the author. 
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After some time researching extended technique, primarily via Andrew Hugill’s ‘The 

Orchestra: A User’s Manual’227, I identified three techniques for creating the air/water 

sounds – the use of non-pitched air notes and extreme pianissimo ‘echo tone’ on the 

clarinet, and bowing the tailpiece on the violin and cello. These techniques can be seen 

in the score228 (and heard in the performance recording229) from the beginning of section 

A. Echo tone appears on the clarinet part at B, then each instrument drops out gradually, 

first with the clarinet at around 0:55, the violin at 1:35, and the cello at 2:10. After this 

opening section the three instruments move into three different sound worlds, before 

coming back together in section E at around 3:10. The clarinet moves into a section of 

interpretive graphic score to be played using a combination of conventional technique 

and multiphonics. The use of tapping is used in the violin part from section C in an 

attempt to create sounds somewhere between pitched and percussive notes that bubble 

up from the bed created by the cello to create a sense of timbral ‘fracture’. The tapping 

begins densely and with little obvious pattern, and then gradually settles into a more 

clearly repeated action throughout the duration of section D. Meanwhile, the cello 

creates a drone bed for the other instrumental parts, playing a muted low b and then 

varying the tuning of this microtonally for the duration of the piece, with some 

additional dynamic variations to add texture.  

 

Graphic performance directions are used throughout the score: to suggest dynamics in 

sections A, B and C; to indicate how the tapping section should be performed by the 

violin, with some suggest pitch areas; and to provide a set of ‘branch lines’ for the 

clarinet to move along/between through sections D and E. The graphic marks also utilise 

colour as an additional parameter, outlined in the performance notes230 to be interpreted 

by the performer as “possible tonal or energy difference”231. Inspired primarily by the 

work of composers such as John Cage, Karlheinz Stockhausen, Earle Brown, Krzysztof 

Penderecki and Brian Eno, graphic score is used in Branch Lines for its indeterminacy, 

and the way that it encourages interpretation and improvisation by the performers. This 

 
227 Hugill, A, The Orchestra: A User’s Manual (2004 and 2015, available at 
http://andrewhugill.com/OrchestraManual/ accessed 20/03/2019) 
228 See appendix 3, part II 
229 See appendix 3, part I 
230 See appendix 3, part II 
231 Ibid. 
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adds a step of removal between composer and listener, and compounds the temporality 

of each performance as a new layer within the fabric of the work, in turn suggesting to 

the audience the multiple temporalities of the experience of space/place/memory. 

 

The piano part works slightly differently to the other instruments in Branch Lines, it 

breaks through the quiet sounds of the other instruments, and, hopefully, shakes the 

listener out of any complacence to interpret the work as representational of ‘peaceful 

nature’. It does this with the violent interruption of the cluster chord around 2:05 in the 

score, played with the forearms, sustain pedal, and fortissimo. There are then temporal 

‘echoes’ of this action, at around 2:35 – played more softly and without sustain – then 

again at around 2:50, each suggesting some of the processes that are applied to field 

recording fragments as part of the composition in works such as Chalk Pit or Ghosting 

the Periphery. The final time the cluster chord is also fractured in time, performed as a 

glissando, but again with the forearms, making a smooth controllable progression of 

notes difficult.  

 

The final section of the piano part, from section E to the end, incorporates another 

experiment – this time using a spectrogram created from a sound composition using the 

reordered/processed recordings of my Causey Arch visit. During the process of working 

with these materials as a way of generating ideas for the score, it became clear that 

whilst one possibility was interpreting the sounds of the deconstructed/reconstructed 

recordings in notated and graphic score, another was to create a graphic to be read as 

score from the material. As part of my broader experimental research, and during the 

process of engaging with a project232 looking at questions around the idea of a ‘digital’ 

score, I created piece called ‘In The Wires’233. This work involved the live generation of a 

spectrogram using warped/processed field recordings and electronics, to be performed 

as a graphic score by other musicians. From this, I understood that interpretation of a 

spectrogram as score could be fruitful, and decided to attempt to include this in Branch 

Lines. 

 
232 The Digital Score was a project run at Sussex and Goldsmiths exploring the nature of ‘digital’ scores. 
233 Bright, D. In The Wires (2014), performed at The Creativity Zone, University of Sussex, 29th March 2014, 
and Pure Gold Festival, Goldsmiths, London, 17th May 2014. See 
http://bogstandardaudio.co.uk/InTheWires.html (accessed 15/03/2019) for more details. 
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As such, I continued to work with the recordings, using a selection of them, editing, 

layering and processing them, and creating a short soundscape234. The arrangement for 

this can be seen below (figure 21), which shows the use of automation to creating shifting 

textures, building on the techniques established in Chalk Pit and Ghosting the Periphery. 

Similar processing techniques were also used including convolution, granular and 

spectral processing. The resulting spectrogram of this composition then became the 

piano score for section E of Branch Lines. 

  

 

Finally, it is worth noting that as the piano starts to come in with its spectrogram score, 

the three other instruments slowly come back together to create a gradually shifting and 

morphing chord/drone alongside it. This sets the piano apart in the final section, 

creating two distinct layers – one of droning stretched out notes, and the other an 

indeterminate selection of fractured melodies and sounds, interpreted by the performer. 

 

Reflections on Branch Lines 

Having set out to establish, and confirm, the base compositional and creative techniques 

that enable Sonic Ghosting works to interrogate space/place/memory through 

‘multimodal sonic fracture’ in Chalk Pit and Ghosting the Periphery, Branch Lines asks a 

 
234 See appendix 3, part III 

Fig 21: The arrangement for the composition used to generate the spectrogram in the Branch Lines 
score. 
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more specific question: how can sonic ghosting principles be enacted in works for 

exclusively acoustic musical ensembles? If part of the core creative process for Sonic 

Ghosting involves working with field recordings – processing, warping, editing and 

layering them to create spatial and temporal ‘multimodal sonic fracture’ – Branch Lines 

attempts to bring these methods into the process of making a scored work. It does this 

by conducting reflective listening and exploring how the electroacoustic application of 

‘multimodal sonic fracture’ can reveal the hidden ghosts in the recordings of Causey 

Arch. However, rather than forming this into the sonic element of the final work, it 

employs other compositional techniques to enable the performers to ‘ghost’ the 

composer’s experiences, guided by the score. 

 

The formulation of on-site recordings, through ‘multimodal sonic fracture’, into a 

spectrogram for interpretation by the pianist, directly applies the Sonic Ghosting 

approach to the creation of a score for performance. It positions the performer as 

interpreter, and creates a layer of removal – temporally and artistically – between the 

composer and the audience. This was the reason for the decision not to play the 

electroacoustic composition created as part of the compositional process to the 

performers – I was concerned with the conceptual experiment of how far ‘fracture’ can 

be employed, including between performer, score, and the sonic experiences it reflects, 

rather than the direct mimetic imitation of an electroacoustic composition by acoustic 

performers. This layer of removal encourages a sense of ‘fractured’ ‘timespace’235 by 

ensuring each performance is different, the work itself appearing to tune itself to the 

space/performers/audience that hear it. This idea is further enhanced by the use of 

graphic ‘notation’ and performance marks in the score, creating a composition that is 

indeterminate, dependent on interpretation, positioning the score (and thus the work) 

as occupying a space in-between composer/performer/audience, between an experience 

of place/the construction of that experience electroacoustically/the performance, 

between “life and non-life”.236 

 

 
235 This links Voegelin’s notion of ‘timespace’ evoked in Chapter 1 with the concept of ‘multimodal sonic 
fracture’ that encompasses Sonic Ghosting’s compositional methods used to deconstruct/reconstruct 
space/time/memory, as also noted in the discussion of Chalk Pit, above. 
236 Derrida, J. Spectres of Marx: the state of the debt, the work of mourning, and the new international 
(Routledge, London, 1994), p. 13 
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Branch Lines also explores how extended technique and instrumental effects can be used 

to conjure up the sonic timbres evident in electroacoustic Sonic Ghosting works. In a 

sense, it sees these techniques as a way of ‘processing’ the acoustic instrument, breaking 

the bounds of its normal musical existence, in a similar way to how 

editing/warping/manipulating recorded sound breaks it from its spatio-temporal 

bounds. These techniques, then, deconstruct the conventional sound world of the 

instrument using ‘multimodal sonic fracture’, whilst concurrently attempting to give a 

sense of the timbres/textures/layers created as part of the electroacoustic compositional 

process. They express my sense of how, in the experience of space/place/memory, 

intersecting temporalities ‘collide, cross, fold, pierce, to create a landscape of 

asynchronous time’.237 

 

However, there is also a sense that Branch Lines does not, entirely, succeed. This is 

perhaps because it does not achieve multimodality in the same way that Chalk pit or 

Ghosting the Periphery do. In the space of the concert hall, without the context of a 

related site or the ‘transcontextual’ grounding of warped and fractured sound recordings 

the work cannot utilise the “the extrinsic meanings of a sound” 238 to re-configure their 

“musical surroundings”239.  It, therefore, seems as though it could be easy to fall into the 

trap of presuming that the musical actions are meant to ‘represent’ the spaces they 

interrogate. The techniques that Branch Lines employs – graphic score to create 

indeterminacy, using extended technique, working recorded materials into spectrogram 

interpreted as score – go some way to addressing this, and definitely embed ‘multimodal 

sonic fracture’ into the work as they set out to do. Yet, the resulting work doesn’t quite 

present this to the audience in the same way. There is the possibility that conceptual 

obfuscation has been pushed too far and that in the resulting work there is a loss of 

friction between sonic layers. The ensemble give a coherence to the sounds they create 

through by the fact they are performed together, which in turn gives a sense of a 

particular musical ‘message’ rather than the subjective nature of the poesis evident in 

other Sonic Ghosting works. It is still clear that Branch Lines is a work of Sonic Ghosting, 

 
237  See Chapter 1 for further context. This is cut-up of Edensor Industrial Ruins: Space, Aesthetics and 
Materiality, p. 126 and Solnit Storming the Gates of Paradise, p. 355 
238 Field, A. Simulation and reality: the new sonic objects in Music, Electronic Media and Culture ed. Emmerson, 
S. (Ashgate, Aldershot, 2000), p. 36 
239 Ibid. 
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and perhaps with further experimentation, and time to develop these ideas alongside 

performers collaboratively, it could be more fully realised. 

 

Moving forwards, this suggests that the key for Sonic Ghosting is in the combination of 

performance and installation, or the combination of instruments, acoustic, electronic, 

and processed sounds, or perhaps in the grounding of the work – either through the 

inclusion of warped source materials, or through site-specific presentation alongside the 

soundscapes that the work ghosts. It also suggests that the juxtaposition of this work 

alongside other portfolio pieces which feature these elements, and thus within a broader 

context of Sonic Ghosting practice, may help to illuminate the ‘multimodal sonic 

fracture’ it achieves through acoustic performance. These are ideas that the final 

exhibition of works, outlined in Chapter 3, explore through the positioning of Branch 

Lines alongside other Sonic Ghosting works, and by bringing elements of it as material 

into the final composition Fractures and Fragments. 

 

Thrumming Halls 

I am listening to the sound of something, that isn’t really anything. It could be 

the sound of the heating system. It could be the sound of the man talking 

downstairs. It could be the sound of the ghost of a hundred votes, taken in the 

hall below. Maybe I’m not listening right. 

I notice the smell. 

It is my Grandma’s carpets in her house in Killamarsh. 

Then all I can remember is her blackened hands stoking the boiler with coke. 

Possibly made at the coking plant nearby. At Orgreave. Where the pictures on 

the wall here were taken. 

 

Overview 

Thrumming Halls is a sound, movement, and presence-responsive installation for 

listening on headphones. It explores the experience of visiting the National Union of 

Mineworkers Hall in Barnsley, South Yorkshire, and deploys ‘multimodal sonic fracture’ 
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to manipulate recordings made in the hall, surrounding building, peripheral spaces and 

streets, as well as elements of electroacoutic composition. The work was first installed at 

the Central United Reformed Church Hall, Sheffield, 6th January 2015. Following the 

core practice methodology outlined in the introduction, it involved a number of stages: 

exploring the site and recording, reflective listening to these materials, the composition 

of the work and creation of the installation patch, and the public presentation of the 

installation. Developing on from the previous portfolio works, the main aims of the piece 

within this context were to establish:  

- How can Sonic Ghosting installations create a sense of layered multiple 

temporalities when presented in sites unrelated to those they explore? 

- How important is the present soundscape in which Sonic Ghosting works are 

presented as a layer within the work? 

- When presented at sites other than that which the work explores, how can the 

work re-configure itself to the spaces and people it engages with? 

 

Creative Process 

As with previous works reviewed here, the first stage of the creative process revolved 

around a visit to the NUM Miners Hall in Barnsley, South Yorkshire. Whilst on-site I 

recorded in the main hall, as well as in a number of the surrounding spaces (see fig. 22, 

23, and 24 below), and outside the building.  

 

 

Figures 22 & 23: NUM Miners Hall front (left), and rear (right) showing some of the banners and 
reliefs. Photos by the author. 
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Exploring, the spaces held a particular significance for me, having grown up in South 

Yorkshire, with a number of family members working in the mining industry, and many 

involved in union politics during the 1970s and 1980s. This ‘resonance’ was emphasised 

when recording in the committee room (fig. 24 above) – the likely location of many 

important conversations about political tactics during the 1984 Miners’ Strike, which 

would ultimately have a considerable impact on my life and surroundings. This event, 

and the following de-industrialisation of the coalfields, also contributed significantly to 

my early artistic explorations of sound and ruin, subsequently arriving at the concept of 

Sonic Ghosting explored here. 

 

These connections echoed clearly and strongly as I went through the second part of the 

creative process – critical and reflective listening to the recorded material, with a view to 

considering how it should be treated, and how I might formulate a work that would 

allow me to approach the questions highlighted above. As with Ghosting the Periphery, 

the idea of ‘resonance’ became a driving theme. In the case of Thrumming Halls, this was 

felt more strongly, and more personally in my exploration of the spaces at the NUM Hall. 

My personal connection to this place (though I had never been there before), 

compounded by moments of memory bubbling up from my childhood and ‘fracturing’ 

my experience of the place, gave me the impetus to attempt to fold this experience into 

the composition of the work. So, in order to create a work that can be exhibited outside 

of the place that it engages with – and that can be experienced individually on 

headphones isolated from the surrounding soundscape, yet still ‘resonate’ with the 

listener to create a sense of multiple overlapping times/spaces – I decided to build on the 

methods used in Ghosting the Periphery. As stated above, one of the core themes of that 

Figure 24: The NUM committee room. Photo by the author. 
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work was resonance, borne out in the installation by combining spatialised composition, 

generative process, and audience-responsive live processing. Thrumming Halls extends 

these methods, creating a more complex system of calibration and tuning, to allow the 

installation to create more elaborate relationships with the places and people it engages 

with. 

 

The first stage of this process, as with previous works included here, was to create the 

main sound composition by applying ‘multimodal sonic fracture’ (through editing, 

layering, manipulation, and processing, as outlined previously) to the recorded materials 

gleaned from the site visit. Although following the methodology established in Chalk Pit 

and Ghosting the Periphery, there were two important areas of development in 

Thrumming Halls. The first was that, intending the final work to be heard on 

headphones, I decided to use the opportunity to employ binaural mixing techniques240 

(see fig. 25 below). This would allow some of the sensation of spatial fracture achieved 

with a four-channel system in Ghosting the Periphery to be attempted in the immersive 

sound-space of a binaural headphone mix for Thrumming Halls. The second area of 

development was the decision to create the sound composition in three parts241 – one 

main composition and two additional layers – and then in the final installation create a 

system that would move them out of phase with each other on each repeat. The 

additional layers of composition were less complex than the main composition, but seen 

as small groups of textures that would form part of the composition as a whole, slipping 

further out of time and phase the longer that the installation was running. 

 

 
240 Predominantly using the binaural panning functionality of Apple’s Logic Pro X, which simulates head 
related transfer function. 
241 See appendix 4, parts II, III, and IV 
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The installation patch was where most of the development work took place, building on 

the principles set out in Ghosting the Periphery and extending them to create multiple 

ways of tuning the installation to the audience and space it was exhibited in. As noted 

above, the first part of this process was making a system to generate temporal slippage 

between the layers of the composition. Each layer of the composition was created to be a 

different length242. At the end of the layer it would loop back to the beginning, however 

the main layer was set to delay its repeat by 30 seconds, the first extra layer to loop 

straight away, and the second extra layer to loop after a 45 second delay. This created a 

constantly shifting sonic composition, each layer re-tuning to the others as they move in 

and out of phase. 

 

The second area of development in the compositional process was working on the live 

processing, and the sensor systems driving it. The simple footfall sensor built into the 

installation of Ghosting the Periphery certainly contributed to the work’s ability to 

connect, through the concept of ‘resonating’, with the people visiting it. However, in 

order to create a more elegant sense of ‘resonating’ – a ‘thrumming’243 – I decided to add 

sonic tuning to the sensor system, as well as improve the capacity of the presence sensor 

to track movement. The sound/noise sensor was created by placing a large diaphragm 

 
242 The main layer is 5:24, the first extra layer is 4:44, and the second extra layer is 4:15. 
243 As used in the title of the work, the word is taken from the text assemblage in Ghosting the Periphery (see 
appendix 2, part III) and phrased as a constant active action, rather than a singular action. 

Figure 25: The mixer for Thrumming Halls main sound composition, showing some of the binaural 
panning. 
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condenser microphone244 near the installation and routing its output into the controlling 

software patch. In the patch the fiddle~245 external object was then used to estimate the 

pitch of the ambient noise within the space of the installation. The patch then streamed 

the two additional layers of composition into two granular delays246, and mapped the 

estimated pitch of the noise to the pitch shift of layer 1’s delay, and the amplitude of the 

noise to the pitch shift of layer 2’s delay. The nature of the pitch estimation processing, 

and the way in which the sound of the installation area was picked up by the 

microphone, meant that there wasn’t an obvious mapping of sound in the space to the 

sound of the delay (which was at a 50% mix with the composition layer feeding it). This 

meant that Thrumming Halls could tune itself to the sound in the room with the pitch of 

the live processing, to a certain extent, tracking the ambient noise, although the 

inaccuracy of the pitch detection, in fact, worked to the installations advantage, making 

the relationship somewhat opaque. 

 

As with Ghosting the Periphery, I decided to map audience movement/presence to the 

density of the granular delay. To test whether an improved fidelity in the level of 

movement detection would be enable the work to embody the idea of ‘resonance’ or 

‘thrumming’ more deeply, I decided to base the movement sensor on camera detection. 

This was a system where a feed from the internal webcam on the computer running the 

installation, or an external USB camera, was analysed for frame-to-frame pixel difference. 

The amount of pixel difference gave a rough estimation of the amount of movement, and 

with some smoothing (to create a delay making mapping less obvious) this was then 

linked to the granular density of the delays. The movement amount was used to control 

delay layer 1, then a delayed feed of the movement amount (by 5 seconds) to control 

delay layer 2. Again, this added an extra step of removal, making the mapping less 

obvious and building temporal disruption into the methodologies at play. As with 

Ghosting the Periphery the aim of this element of the work, and the added layers of 

obfuscation between input and action programmed into the patch, was not to create a 

recognisably performable instrument, but a work that creates an opportunity for the 

 
244 An AKG C414 was used in the first iteration of the work. 
245 Fiddle~ (Puckette, M. 1999 – MSP port by Ted Apel, David Zicarelli, 64 bit version by Volker Böhm, 2015) 
see https://github.com/v7b1/fiddle_64bit_version/releases for the current version (accessed 20/03/2019) 
246 The patch uses +bubbler~ (SoundHack, Pacific Beach California, no date) to generate pitched granular 
delay, as in Ghosting the Periphery. 
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audience to reflect on their role in creating – fictively, subjectively and physically – their 

sense of sonic place. Finally, a presentation view was created for the patch displaying a 

short description of the piece247, and the installation was installed and left to run for a 

number of hours. 

 

 

 

 

Reflections on Thrumming Halls 

Thrumming Halls set out to test how important the site-specificity of Sonic Ghosting 

works is by installing the work in a place not connected to those that it ghosts. It also 

experimented with what changes could be made to the compositional process, and the 

techniques therein, to enable Sonic Ghosting work to re-configure itself to the spaces 

 
247 See appendix 4, part V 

Figure 26: Thrumming Halls set up at its first installation in Sheffield, January 2015. Photo by the author. 
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and audiences it engages with, especially when not heard alongside the sounds of the 

space where it is installed. As a result, the work deploys techniques unique within the 

portfolio to achieve a sense of ‘multimodal sonic fracture’, whilst being experienced in a 

personal soundspace on headphones, and experienced in a place unconnected to that 

about which the work is made.  

 

Firstly, it uses layered elements of sound composition that are played back with 

gradually shifting temporal relationships to each other. This creates a generative element 

to the composition, ensuring that in the duration of its installation it will not sound the 

same, despite being built with short loops. This generativity is compounded by the use of 

additional live processing of the layers, mixing this back in with the rest of the 

composition. 

 

Secondly, it employs a movement sensor and real-time pitch and amplitude analysis of 

the ambient noise around the installation to further control the live processing of the 

layers of composition. Like Ghosting the Periphery, this brings the audience of the work 

within it, tuning to them, ‘resonating’ with their sonic presence. In part, this was driven 

by my own experience of ‘resonating’ with the spaces of the NUM Miner’s Hall. I wanted 

to try and create a more in-depth link between Sonic Ghosting when presented as an 

installation, and the people who experience it. Conceptually, I think Thrumming Halls 

achieves this as a result of the link between audience and installation being 

obfuscated248. It is not experienced as a one-to-one mapping of sound and movement but 

as a fractured and multimodal sonic resonance. This element of the installation creates 

an opportunity for the audience to experience a fractured relationship between the 

people in the space around them, and the resulting sense of sonic place. The audience 

(or space of the installation) imprint upon the work, and are aware of this, yet cannot 

control it, breaking down any sense of there being a singular/correct version of the work 

(or of the soundscape they experience) by constantly generating some level of change. As 

such, the installation folds each new temporality, each new space, into itself, 

 
248  The installation patch told audience members that that this ‘tuning’ was occurring, but the system 
programming and delays, as well as the placement of the microphone, meant that they would find it difficult 
to have an identifiable impact on the sounds. 
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emphasising the multiplicity of our experience – whether private or social – of 

space/place/memory. 

 

At the core of the work, Thrumming Halls works with the principles of ‘multimodal sonic 

fracture’ set out in Chapter 1, and developed through the previous portfolio examples. It 

continues to deploy the same base of compositional technique – building further on the 

importance of re-configuring and ‘transcontextualising’ recorded materials, as well as of 

‘performance’ on some level (by musician, composer or audience) – and as such confirms 

the capacity of these techniques to create ‘multimodal sonic fracture’. It also explores the 

nature of space/place/memory with relation to the NUM Miner’s Hall and my experience 

of being there, exploding out the fleeting sense of ‘intersecting temporalities’, and 

offering, through creative practice, the possibility to question everyday experience and 

listen out for the ghosts “hidden there in silence”249. 

 

Underdrift 

Uncover 

uNcover 

unCover 

uncOver 

uncoVer 

uncovEr 

uncoveR 

  That which drifts underneath 

 

 

 

 
249 de Certeau, M. The Practice of Everyday Life trans. Rendall, S. (University of California Press, Berkeley, 
1984), p. 108 
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Overview 

Underdrift is a 5’08” stereophonic fixed media250 sound work composed using warped, 

fragmented and manipulated site recordings made in/around the Pioneer's Museum, 

Town Hall, and streets of Rochdale, Greater Manchester. The piece also included some 

elements of electroacoustic musical instrumentation, allowing me to encapsulate a 

performance modality into the composition, and some compositional sound design. The 

piece was initially distributed via SoundCloud251, and then subsequently included in a 

listening session as part of Transitions Sonores, Semaine des Arts at Paris 8 University, 

23rd March 2019252. Following on from the previous portfolio works, Underdrift’s main 

function within the research process was to explore how Sonic Ghosting works can 

interrogate space/place/memory through the application of ‘multimodal sonic fracture’ 

when the final output is a fixed media electroacoustic work rather than a 

performance/installation. As such, Underift attempts to address further concerns, 

including: 

- How can Sonic Ghosting works embed a sense of performance in a non-live fixed 

media work? 

- How is ‘multimodal sonic fracture’ achieved in fixed media electroacoustic 

compositions? 

- How important is liveness or indeterminacy in the composition of Sonic 

Ghosting works? 

 

Creative process 

As with the other portfolio works, Underdrift followed the general creative methodology 

outlined in the introduction to this commentary. The first stage of this was recording 

sonic materials for use in the piece. This was done during a visit to Rochdale, the initial 

idea being to explore its heritage as one of the birth-places of the Co-Operative 

 
250 I use the term fixed media as a shortened version of ‘fixed media audio recording’. It may also suggest an 
‘acousmatic music’ context, as the work is composed for listening on speakers or headphones, but the intention 
is to avoid the possible implication that it would be realised through live multi-speaker diffusion. Where this 
is the case in the Sonic Ghostings exhibition and performances, it is discussed specifically. 
251 See https://soundcloud.com/bog-sta/underdrift-rochdale (accessed 10/03/2019) 
252 Transitions Sonores, Semaine des Arts, Paris 8, Paris, 22nd – 24th March, 2016. See http://www-artweb.univ-
paris8.fr/?Transitions-sonores-2056 (accessed 10/03/2019) 
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movement253 and home of the Rochdale Pioneers Museum (see fig. 27, below). Rochdale 

is also home to a grandiose Grade I listed Victorian Gothic Town Hall, and between the 

two, perhaps self-identifies with its prosperous industrial heritage.  

 

 

However, Rochdale also has significant levels of poverty254, and in 2016 (when I was 

writing the piece) was noted in national news primarily for child sexual abuse 

investigations255, including the failure of the Greater Manchester Police to act on 

information and allegations, and the resulting community tensions. Considering this, I 

also expanded my visit to record around the main town centre streets and alleyways. 

During these explorations I discovered that works were ongoing in the town to uncover 

the River Roch (see fig. 28 below), covered over in the twentieth century, and to restore 

the old bridges. The sounds of this archeology/restoration permeated the recordings I 

made, and seemed like an interesting parallel to the ‘uncovering’ going on as part of 

Rochdale’s recent history, as well as in Sonic Ghosting. 

 
253 The Rochdale Society of Equitable Pioneers was founded in Rochdale in 1844. 
254  Halliday, J. Poverty and pebble-dash on Rochdale 'sink estate' – but is bulldozing the answer? (The 
Guardian, 2016) available at https://www.theguardian.com/society/2016/jan/11/rochdale-falinge-estate-
demolition-council-housing (accessed 20/03/2019) 
255 Perraudin, F. Rochdale grooming case: nine men jailed for up to 25 years each (The Guardian, 2016) available 
at https://www.theguardian.com/uk-news/2016/apr/08/rochdale-grooming-case-10-men-sentenced-to-up-
to-25-years-in-jail (accessed 20/03/19) 

Figure 27: The Pioneers Museum in 
Rochdale. Photo by the author. 
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Following the visit to Rochdale, and recording materials around the town centre, the 

second stage of the creative process involved, as per the core creative methodology, 

listening to the recordings and reflecting on their relationship to the place, my memory 

of it, and also to the potential theme of ‘uncovering’. This theme, or perhaps the idea 

that, in essence, Sonic Ghosting aims to ‘uncover’ the ghosts of space/place/memory, led 

to Underdrift’s creative process involving an extra step. As part of the listening process, 

and through into the early stages of composing the work, I did a number of spectral 

analyses of the audio recordings made on-site. This was not necessarily with a view of 

using these to dictate structure or form in the piece – but as a tool to ‘uncover’ the 

timbral structures of the sounds of Rochdale that are not, necessarily, easily identifiable 

by ear. These spectrograms were then used loosely, as a guide, to inform how I would 

‘perform’ some of the sounds in the composition made by electroacoustic sample-based 

virtual instruments. 

Figure 28: Sign outlining the river recovery project in Rochdale town centre. Photo by the author. 
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Broadly speaking, the compositional process employed the core techniques established 

in previous works to create ‘multimodal sonic fracture’ with relation to the recorded 

materials. These included layering, editing, warping, manipulating and processing the 

sounds (see fig 30, below, for an overview of the arrangement) using convolution, pitch 

and timbre manipulation, granular and spectral processing. The main areas where 

Underdrift diverged from the techniques used in Chalk Pit and Ghosting the Periphery is 

in its more extensive use of ‘performed’ layers, electroacoustic instrumentation, and in 

the use of creative sound design, which is unique within the portfolio. 

Figure 29: Spectral analysis being used during the composition of Underdrift. Photo by the author. 
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The composition employs three different types of instrument, all sample-based. The first 

uses a sampled Vako Orchestron256 played at a very low pitch (in the octave between C0 

and C1) with added spatial reverberation. This can be heard sporadically in the opening 

two minutes of the piece257, and then almost constantly from 2:17 to 4:25, with two short 

breaks. The instrument was used to create a distant, degraded echo of underground 

drilling, akin to the feeling of walking above the areas where the river works were taking 

place in Rochdale. The second performed layer was created using warped string 

samples258 processed through a convolution of a gas holding tank with a 40 second 

reverb, to create a growling texture. The final performed layer was created using the 

Alchemy259 sample-synth with a sample edited from a section of the Rochdale 

recordings. This was then heavily processed using filters, tape distortion, delay, and a 

filterbank. This layer provides a loosely rhythmic breathing sound from 1:00 to 1:44 

before becoming much more intense and then returning to the previous pattern from 

 
256 Included as part of Omnisphere (Pearsing, E., Spectrasonics, 2015) 
257 See appendix 5, part I 
258 Omnisphere (Pearsing, E., Spectrasonics, 2015) 
259 Alchemy (Apple Inc., no date) 

Figure 30: Arrangement window for Underdrift. The top three tracks are performed layers using sample-based 
virtual instruments. 
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2:16. The intense section in the middle of the composition embodies my performative 

response to the other layers built up through the main process of composition, and 

exemplifies how Underdrift attempts to bring performance within the composition, 

utilising its ability to create ‘multimodal sonic fracture’ as established in previous 

works.260 

 

The second area of development from previous works was in the use of these techniques 

in relation to library samples, as an exploration of creative sound design. This involved 

the use of four different clock-ticking samples261, which were then looped to create 

continuous overlapping layers (these can be seen as the lowest four audio tracks in the 

arrangement above, fig. 29). These samples were then heavily processed using temporal 

shuffling, spectral processing, a dynamic gate, pitch shift, bitcrushing and convolution 

reverb to radically alter them, ‘fracturing’ their sense of time. They were employed to 

create textures similar to the high frequency material seen in the spectrogram, and the 

rhythmic quality of the municipal works taking place in Rochdale. Two of the samples 

were recorded using contact microphones, and as such allowed for a sense of perspective 

impossible in an everyday listening experience, turning them into mechanical raw 

materials, and allowing unreal sonic perspectives to be layered in with the rest of the 

composition262. These elements can be heard throughout the composition, working 

alongside the instrumental elements, and the warped/processed field recordings. 

 

Reflections on Underdrift 

Underdrift offers something unique to the makeup of this portfolio in that it is the only 

work to be presented as a fixed media electroacoustic composition, without a 

performance or presence-responsive element. As such, it responds to the questions of 

whether Sonic Ghosting needs an element of performativity or liveness in order to truly 

generate a sense of ‘multimodal sonic fracture’. To address these concerns, Underdrift 

 
260 See Chapter 1 for the outline of ‘multimodal sonic fracture’ and the individual commentaries in this chapter 
for an overview of the role of performance in Chalk Pit and Branch Lines, and the nature of the interactive 
elements of Ghosting the Periphery and Thrumming Halls as performative. 
261  Kienzie Mantel Clock 1, Kitchen Clock from 1939 1, Mantel Clock 1, and Mantel Clock 3 from Clocks 
(Tonsturm, Cologne, no date) 
262 This draws influence from the way in which Chris Watson folds different sonic perspectives together in El 
Tren Fantasma, as discussed in Chapter 1. 



Page 114 

deliberately employs performance technique as part of its compositional methodology – 

creating layers using virtual sample-based instruments, which I perform as a 

compositional response to the layers in the work created from warped and 

deconstructed/re-constructed field recordings (much as I did in Chalk Pit with live 

electronics and guitar). By incorporating performativity in the compositional 

methodology, the work enables a multimodality to exist within it. It is also the only work 

in the portfolio to incorporate creative sound design using sound recordings (in this case 

from a library) that were not made on-site. Again, this adds to the layers of ‘multimodal 

sonic fracture’ in the composition of the piece, investigating my experience of 

space/place/memory by conjuring up the ghosts of Rochdale’s underground river, or of 

the sounds of it being ‘uncovered’. 

 

Underdrift, though lacking a performance element in its public presentation, embodies 

the methodology and compositional approach of Sonic Ghosting as established in the 

other works explored here. The work investigates space/place/memory, and it does do 

this by deploying methods of ‘multimodal sonic fracture’ as established in the previous 

works. However, its final form doesn’t clearly emphasise the role of the present 

soundscape as the thing which is fractured by the ghosts bubbling up to the surface. 

This, perhaps, makes the layers of ‘multimodal sonic fracture’ that investigate 

space/place/memory in Underdrift not as accessible to the audience as works with live 

electroacoustic elements, suggesting that the critical aims of Sonic Ghosting are better 

served when there is an element of live processing or performance to recalibrate the 

work to its present soundscape. 

 

Producing a composition that is fixed media also brings it within an artistic context that 

is different too. One example is Stuart Fowkes’ ‘Cities and Memory’ project263, which as 

well as specific projects, collects sounds from around the world, shares them via a sound 

map, and then uploads “reimagined sound that presents that place and time as 

somewhere else, somewhere new”264. Aesthetically speaking there is nothing, necessarily, 

to stop Underdrift from being seen in this context. It is a composition shared online that 

 
263 Fowkes, S. Cities and Memory (https://citiesandmemory.com/what-is-cities-and-memory-about/, no date) 
(accessed 23/03/19) 
264 Ibid 
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engages with recordings made in a place and challenges the original recording’s sense of 

‘timespace’. However, Sonic Ghosting demands a deeper critical and artistic engagement 

with the idea of space/place/memory. It deploys a conceptual and methodological 

engagement with ‘multimodal sonic fracture’ that reveals the ghosts that are “a 

ubiquitous aspect of the phenomenology of place”265 by juxtaposing the many 

‘timespaces’ of then/now alongside each other. It is also important that the way in which 

‘multimodal sonic fracture’ is implemented to create this sensation of a place being 

‘ghosted’ is reliant on the reflective process of being in, and recording in, a place and 

comparing this with the memory of it, and the experience of composing the work. Sonic 

Ghosting is in part original because it foregrounds the subjective poesis created through 

constructing works that refuse to remove the artist from the work, that explore my own 

experience, as composer, of the spaces about which the works are made and the moment 

where their multiple intersecting fractured temporalities are revealed to me. ‘Cities and 

Memory’ invites anyone to re-compose the sounds it shares, and although this is a valid 

approach to engaging with the idea of memory/place, Sonic Ghosting’s connections 

between space-composer-memory-sound-work-listener are an essential part of its critical 

and creative methodology. 

Summary 

The five works included in this portfolio represent a broad range of practice outputs as 

well as the realisation of a creative practice methodology that is both iterative and 

reflective. Chalk Pit establishes a compositional approach that uses techniques of sonic 

fracture and multimodality to interrogate our relationship to space/place/memory in a 

selection of sites related to the Sussex chalk industry. Ghosting the Periphery, then builds 

on this base, confirming the general compositional approach, and specific techniques, by 

applying them to another non-ruined non-post-industrial space, and showing how Sonic 

Ghosting can work as a mode of investigation more broadly. Both projects feature 

electroacoustic composition and elements of live performance/processing in order to 

add to the multimodality of the work. As a result, they begin to address the four main 

research questions outlined in the introduction to this commentary. They also suggest 

 
265 Meyerfeld Bell, M. The Ghosts of Place in Theory and Society 26:6 (Springer, 1997), p. 813 
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follow on questions – with regard to how liveness and performance is important or if 

Sonic Ghosting works need to be site-specific. 

 

The final three works in the portfolio all incorporate these questions into the process of 

practice as research, testing them by adapting the compositional approach, or output 

mode of the work. They each attempt to interrogate space/place/memory by exercising 

the concept of ‘multimodal sonic fracture’: employing an “arrangement of technologies 

and bodies that is less about preservation than it is about complex forms of 

rearticulation”266 in order to ‘splice’, ‘diffract’, ‘disarticulate’ and disrupt any notion of a 

singular, fixed and knowable sonic temporality. In addition, all five works operate in 

parallel to the critical investigation of Sonic Ghosting that is outlined in Chapter 1, 

crossing, folding and piercing each other over the duration of the project. Taken 

together they establish a set of principles for making, and thinking about, Sonic 

Ghosting work. 

 

Table of portfolio works 

The following table summarises each work’s individual contribution to the portfolio: 

 

Work Unique attributes within 

portfolio 

Important contributions 

Chalk Pit - Uses physical materials 

- Composer as performer 

- Outdoor 
installation/performance 

- Brings previous 
experiments within the 
scope of the project 

- Establishes a basis for 
‘multimodal sonic fracture’ 

- First example of text/image 
use 

Ghosting the 
Periphery 

- Multichannel 

- Works with archive 
materials 

- Brings text/image within 
space of the work 

- First exploration of non-
ruined or non-post-
industrial space 

- Develops use of text/image 

 
266 Stanyek, J. and Piekut, B. Deadness: Technologies of the Intermundane in The Sound Studies Reader, ed. 
Sterne, J. (Routledge, Abingdon, 2012), p. 305 
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- First use of site/presence 
responsive processing 

- Confirms ‘multimodal 
sonic fracture’ as 
compositional method to 
interrogate 
space/place/memory 

Branch Lines - Acoustic ensemble 
performance 

- Uses graphic score, 
spectrogram and 
performance instruction 

- Employs electroacoustic 
‘multimodal sonic fracture’ 
as an ‘un-heard’ part of the 
composition 

- Uses ‘multimodal sonic 
fracture’ within the 
composition to generate 
sounds that are then 
interpreted as score 

- Uses electronic 
performance as a 
compositional technique 

- Questions whether acoustic 
Sonic Ghosting works 
achieve ‘multimodal sonic 
fracture’ without including 
altered sound recordings in 
the final work 

Thrumming Halls - Binaural 

- Created for listening on 
headphones 

- Generative processes 
applied to layered sound 
work to create a work that 
shifts in phase 

- Develops the site/presence 
responsive processing to 
include movement and 
ambient sound/noise pitch 
tracking 

Underdrift - Not performed or installed 
but shared as a ‘fixed media’ 
work 

- Employed spectral analysis 
in the ‘reflective listening’ 
stage 

- Features creative sound 
design using pre-existing 
samples 

- Develops the use of 
performance as a 
compositional method 

- Questions whether 
‘multimodal sonic fracture’ 
can be achieved without a 
‘live’ element in the work 
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Chapter 3: Sonic Ghostings 

 

Overview 

Sonic Ghostings was the final summative exhibition of this research project at The 

Attenborough Centre for the Creative Arts (ACCA) on 19th October 2016. The exhibition 

featured installation versions of Chalk Pit (with a performance interruption), Ghosting 

the Periphery, and Thrumming Halls. It also featured performances of Branch Lines, 

Underdrift, and a new work titled Fractures and Fragments. The purpose of the 

exhibition was multifaceted: firstly it was designed to collect all the portfolio works in 

one place, allowing them to exist side-by-side, informing each other, and to allow a 

holistic analysis of the Sonic Ghosting practice that this project has established. This 

included exhibiting elements of the research process (see fig. 31 & 32, below), alongside 

descriptions of the works267, and thus giving the audience a sense of the multiple 

temporalities through which the work has travelled. 

 

 

Secondly, it sought to address the necessity for summative reflection and concluding 

thoughts about the project from a practice-as-research standpoint. This was primarily 

through the composition and performance of Fractures and Fragments, a work designed 

 
267 See appendix 6, part V 

Figure 31 & 32: Research process photos exhibited as part of Sonic Ghostings at the ACCA. Photos by 
the author. 
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to ghost the research project, applying the concept of ‘multimodal sonic fracture’, its 

methodologies and compositional approaches, to the works themselves, folding them 

into each other and using them to interrogate the spatio-temporal experience of Sonic 

Ghosting. This builds on the ideas outlined in the introduction to this commentary, and 

in Chapter 1, that it is “through the creative practice of composition”268 that Sonic 

Ghosting investigates – including as a mode of critical reflection on its own practices. It 

also builds on the notion that in reviewing the main portfolio works I am doing this from 

a position of ‘always-already’ listening from a Sonic Ghosting perspective. The works can 

be seen together as a model for what Sonic Ghosting practice is, and thus how that 

model might suggest reconfiguring them, or how they might be seen as material to be 

‘processed’ for a new composition such as Fractures and Fragments, inserting distance 

between the audience and the works themselves, encouraging them to be heard through 

my own subjective reflections on them. 

 

Considering these two principal objectives, re-staging the portfolio works at the ACCA 

brought into relief a series of questions. This was, partly, through the practical necessity 

of preforming/installing them in different situations – with Underdrift this provided an 

opportunity to re-think the work to include a live element through multichannel 

diffusion in the ACCA’s auditorium. However, the way in which ‘multimodal sonic 

fracture’ functioned in Chalk Pit and Ghosting the Periphery was by layering the work 

with the present soundscapes in which they were exhibited. This was especially 

important for Ghosting the Periphery, where the site-specific nature of the installation – 

meshing with the sounds of the gallery that it ghosts – was integral to its composition. 

Bringing the work into a new space would be to change the relationships constructed 

through its composition and, potentially, undermine the ‘multimodal sonic fracture’ of 

the original work. 

 

As a result, the re-staged works would need to address the following questions: 

- How can Chalk Pit be installed/performed in a new space without the outdoor 

soundscape that accompanies it? 

 
268 Young, J. Imaginary Workscapes: Creative Practice and Research through Electroacoustic Composition in 
Dogantan-Dack, M. (Ed.) Artistic Practice as Research in Music (Ashgate, Farnham, 2015) p. 149 
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- How can Ghosting the Periphery be installed in a space that is not The Hatton 

Gallery when that soundscape played an important part in its multimodality? 

- Can Underdrift be re-configured to better incorporate spatio-temporal fracture by 

adding a layer of performance?  

With both Thrumming Halls and Branch Lines, their format allowed for the works to be 

re-staged within the context of the exhibition without re-configuring. This was because 

Thrumming Halls was created as a ‘portable’ Sonic Ghosting work, and Branch Lines was 

originally performed as a concert hall piece. In fact, their re-staging enabled them to be 

considered alongside the other portfolio works, adding additional context that, on 

reflection, addressed some of the concerns expressed in Chapter 2. 

 

 

Chalk Pit re-configured 

In order to re-configure Chalk Pit to account for its new performance space, I decided to 

add some additional layers to the work that reflected the new place in which it was being 

exhibited. This involved first making field recordings around the ACCA, which is 

situated on the University of Sussex campus, the other side of the A27 from where Chalk 

Pit was originally installed/performed. These recordings were then used as material to 

which, once again, the compositional techniques and methodologies of ‘multimodal 

sonic fracture’ established in the original work were applied. The recordings were 

layered, re-ordered in time and space, heavily processed and then folded in to the 

original composition (see fig. 34, below). 

Figure 33: Thrumming Halls 
exhibited at the ACCA. 
Photo by the author. 
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This process allowed Chalk Pit to tune itself, to some extent, to the ACCA as its present 

temporality, folding the ACCA’s environment into it, and bringing another layer of the 

South Downs269 sound-world into the work. When combined with the performance 

interruption270, Chalk Pit clearly engaged with the ACCA as a space/place, as well as with 

the space/place/memory of the places it originally investigated. It meshed these two sets 

of places together, acknowledging and ‘fracturing’ the present temporality of the 

exhibition with the spaces/places/memories of its composition. 

 

Ghosting peripheries out of place 

With Chalk Pit the primary concern was whether it would translate when being 

installed/performed in a different space. The same issue presented itself with Ghosting 

the Periphery, and in-fact seemed much more problematic. The way Ghosting the 

Periphery was composed meant that it incorporated the soundscape of the Hatton 

Gallery into its composition as a site-specific work. Unlike Chalk Pit, where the spaces it 

explored in the composition were not the space it was presented in (although they were 

 
269 The University of Sussex campus is situated in the South Downs national park. 
270 See appendix 6, part I and II 

Figure 34: Arrangement for the Chalk Pit installation sound composition at the ACCA. 
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related, and outside), Ghosting the Periphery seemed to revolve entirely around the 

sound of, and in, the Hatton’s gallery one space. Considering how this could be 

addressed compositionally, and within the methodological and conceptual framework of 

Sonic Ghosting led me to conclude that it would be necessary to apply the concept of 

‘multimodal sonic fracture’ to the soundscape of the installation as it appeared in the 

ACCA, by layering it with the deconstructed/reconstructed ‘memory’ of the installation 

at the Hatton. 

 

In order to do this I decided to insert fragments of the documentation recordings271, 

made at The Hatton during the original exhibition, into the work as it would appear as 

part of Sonic Ghostings. To reinforce the conception of ‘multimodal sonic fracture’ as 

temporal and spatial, this was done using a set of generative processes. The updated 

patch played the original four-channel sound work as the main bed of the installation, as 

before using the footfall sensor to control the amount of granular delay fed back into the 

installation, which was then assigned to a random output channel272. Alongside this, a 

50-minute stereo recording of Ghosting the Periphery in-situ at The Hatton Gallery, was 

played back on loop. The source for each of the four output channels was then switched 

at random intervals (each time, the end of the interval generating a new interval 

duration) between either the original installation sounds, or the documentary recording. 

Additionally the length of the documentary recording meant that as it looped it would 

be out of synchronisation with the main installation, generating a sense of multiplicity, 

and inviting the audience to question the ghosts that exist within the work, as well as 

within their present space/place wherever that might be. 

 

This approach re-configured Ghosting the Periphery to be exhibited in another space. 

Furthermore, it did this by applying the concepts and compositional methodologies of 

Sonic Ghosting and ‘multimodal sonic fracture’ to the work itself, ghosting the thing that 

ghosts. Looking forward, I think that this approach is perhaps worthy of serving as a 

model for how Sonic Ghosting works can re-configure themselves to other times, spaces 

and places. 

 
271 See appendix 2, part I 
272 See Chapter 2 for a more in-depth explanation. 
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Performing Underdrift 

In order to include Underdrift in the final exhibition there needed to be some 

consideration of the format the work would be presented in273. It could have been 

possible to include the work at a listening station on headphones, or perhaps played 

back as a stereo composition in the auditorium. However, the opportunity to utilise the 

ACCA’s 8.2 channel sound system as part of Sonic Ghostings meant that it would be 

possible to re-configure Underdrift as a multi-channel work with live spatialisation. This 

meant it could address some of the concerns raised in Chpater 2 by adding a layer of 

performance to the work and thus creating a more clear sense of multimodality. 

 

As such, the original composition was rendered into 16 stems and then loaded into 

Ableton Live for the performance (see fig. 35 below). A MIDI controller was then set up 

with 8 dials, each one associated with a speaker output, and 16 trigger pads to select 

which stem the output level dials would apply to. This enabled me to perform an 8 

channel live diffusion of the work274, meshing Sonic Ghosting practice with existing 

traditions in the live diffusion of electroacoustic work. 

 

 

 

 
273 The original was a fixed media stereo composition. See Chapter 2 for more details. 
274 See appendix 6, part I and II for performance documentation. 

Figure 35: Mix window for Underdrift at the ACCA showing routing to 8 output channels. 
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Multichannel spatialisation of the piece also tapped in to some of the concepts deployed 

in Ghosting the Periphery, allowing the performance to engage with the space in which it 

was heard, and incorporate a layer of spatial ‘fracture’ into the work’s multimodality. 

This addressed concerns about Sonic Ghosting as fixed-media raised in Chapter 2, and, I 

think, re-invigorated the work. It proved the point that Sonic Ghosting achieves 

‘multimodal sonic fracture’ when it can tune/resonate/re-configure with the present 

soundscape in which it is heard, the acoustics of the spaces, and the audience, in turn 

reinforcing the need for live/performative elements as part of the compositional 

methodology. 

 

Fractures and Fragments 

The final performance piece included in Sonic Ghostings was a new work, Fractures and 

Fragments. The principle behind the composition of this piece, as outlined at the 

beginning of this chapter, was to offer a sense of summary conclusion to the research 

project using a practice-as-research methodology. This involved creating a new work by 

applying the concepts of Sonic Ghosting – the application of ‘multimodal sonic fracture’ 

to interrogate space/place/memory – to the research project itself, and the works that 

make up the portfolio. To do this, fragments of each of the pieces were brought together 

in an improvised electroacoustic ensemble performance275.  

Each of the portfolio pieces were incorporated as follows (they can be seen in figures 36 

and 37, with track colours identified in square brackets below): 

 

Chalk Pit 

- Some of the materials from the main compositional layer of the installation were 

rendered as stems and included in the performance. These were spatialised over 

8 channels.  [Red] 

- The bowed stone and processed vocal microphone elements from the 

performance interruption were used as instruments for improvisation. [Light 

blue] 

- Guitar improvisation, with effects pedals as processors, was included. 

 
275 See appendix 6, part I and II for performance documentation. 
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- One of the recordings from around the ACCA (included in the reconfigured 

version of Chalk Pit) was included as a layer in the performance. This was 

spatialised over 8 channels. [Purple] 

 

Ghosting the Periphery 

- A microphone was set up in the Gardner Tower where the installation was 

running. This provided a live feed of the installation that could be blended into 

Fractures and Fragments as an additional layer. 

Branch Lines 

- The ensemble (piano, clarinet, violin and cello) were given performance 

instructions mixed with cut-up sections of the score from Branch Lines.276 

- The composition used to create the spectrogram for the piano part in the main 

Branch Lines score was included as a layer in the performance. [Green] 

Thrumming Halls 

- Some of the materials from the main compositional layer of the installation were 

rendered as stems and included in the performance. [Brown] 

Underdrift 

- Some of the materials from the multichannel performance version of the work 

were included in the performance. [Yellow] 

 
276 See appendix 6, part IV 
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During the performance the different layers derived from each of the portfolio works 

were woven in and out of each other to form a new composition. This composition 

applied the principles of ‘multimodal sonic fracture’ to the broader research project. It 

combined edited, layered, warped and processed field recordings from multiple sites and 

Figure 36: Mix window for Fractures and Fragments at the ACCA, channels 1 - 10 

Figure 37: Mix window for Fractures and Fragments at the ACCA, channels 11 - 18 
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temporalities with performance instruction, improvisation, a generatively fractured 

installation soundscape, and different modes of spatialisation. As a result the exhibition 

– in particular, Fractures and Fragments heard alongside the individual works – expresses 

the compositional concept of Sonic Ghosting in its entirety, as outlined in Chapter 1, and 

established through practice in Chapter 2. It invites the audience to listen out for the 

ghosts that exist in the work, the places it engages with, and in the multiple intersecting 

temporalities, spaces/places/memories of it as composer/performer/audience. 
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Chapter 4: Conclusions 

 

I am at the end. 

I am at the beginning. 

I am at all the different times in-between. 

Listening to the sounds of chalk/wood/process… ghosts (?)… 

My shoulders hurt and I don’t really know what to type. What to say? 

Did I say that out loud? 

The dogs sit on the floor and look up at me. 

I read once that dogs can smell 7 days into the past. Multiple overlapping 

asynchronous temporalities of smell. Temporally fractured piss. 

Somehow this seems relevant. 

I think about piling all the sounds I have heard in the last 7 days, 2 months, 5 and 

a half years, on top of each other. 

Have I already done that? 

 

I can hear my voice, in my head, saying (but not quite saying) these words as I 

write them. Skiplng ba… <- <- Skipping Ba… <- back a bit each time I mess it up. 

I wonder if your head-voice is doing the same thing. 

Time for a cup of tea… 

         … start agiaN 

 

 

And so we arrive at the end. In the introduction, I outlined how this commentary hoped 

to offer a glimpse, an echo, of what a Sonic Ghosting practice is. Taken as a layer within a 

multimodal project that exists across times, spaces, sounds and words, it has fulfilled its 

function to complement the compositions themselves, and elucidate the ways in which 

they synthesise critical concepts and creative practice to produce Sonic Ghosting. It has 
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outlined the critical and contextual research that led to the concept identified here as 

‘multimodal sonic fracture’. It has reviewed the artistic influences of the work, 

identifying how, together, they can be seen to constitute a set of creative methodologies, 

and how these methodologies can be mobilised to make new, original work. It has also 

detailed the creative process of the works that are collected in the portfolio as practice-

as-research, exploring them as compositional investigations into the nature of what 

Sonic Ghosting is, how it can be realised, and how it is brought to bear on our experience 

of space/place/memory. This commentary has ghosted the research process, the creative 

process, the composer, the listener, and the work. 

 

Nevertheless these contexts, reflections, documents, ghosts, should be seen as running 

parallel to the compositions, and the experience of hearing them. It is in the creative 

practice that this project undertook where Sonic Ghosting synthesises the critical 

understanding that is fundamental to its conjury with its compositional methodology, to 

establish an original concept. Or, perhaps, it is better to say that the originality is in-

between the multiplicity of these things, overlapping and fracturing each other, in the 

intersecting temporalities/spaces/memories that collide, cross, fold, pierce, to create a 

landscape of asynchronous sonic timespace277 conjured through ‘multimodal sonic 

fracture’. As such, concluding thoughts are given here, but also embedded in the Sonic 

Ghostings summary exhibition outlined in Chapter 3, which uses a practice-as-research 

approach to draw conclusions as to the research questions and creative methodologies of 

Sonic Ghosting. It is, nevertheless, fruitful to revisit and reflect on the core research 

questions here too. 

 

Revisiting research questions 

How can Sonic Ghosting works interrogate the non-linear, multilayered temporality of 

space/place/memory? 

 

Fundamentally, I have developed Sonic Ghosting as a critically informed practice, and it 

is in this way that it interrogates space/place/memory. It sets out to understand what it 

 
277 This is cut-up of Edensor Industrial Ruins: Space, Aesthetics and Materiality, p. 126, Solnit Storming the 
Gates of Paradise, p. 355, and Voegelin, S. Listening to Noise and Silence, p. 124 
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means to be able to ‘catch a glimpse’ of the phantoms that are “hidden there in 

silence”278, by questioning the “linearity of narrating the past”279. It mobilises the concept 

of the ghost as a thing that creates “temporal disturbance”280, aiding the deconstruction 

of the relationship between history, memory and the present. In addition, it draws on 

the nature of sound as both spatial and temporal, as a thing that challenges a dialectic 

opposition of time/space, contests the notion of these things as “stable absolutes”281, and 

instead evokes the in-between of “timespace”282. It sounds Derrida’s temporal ghost, 

resonating it in space, in the world. It connects it to aural architectures, and to peopled 

spaces – to places – as “haunted places are the only ones people can live in” 283. It 

encourages a listening out for the “dynamic processes”284 of our experience of a “spirit of 

place”285, because “place becomes the site for an encounter with broken time.”286 

 

So, Sonic Ghosting interrogates by conjuring the ghosts – ghosting – to deconstruct the 

concepts of space/place/memory as we might presume them to be ‘stable absolutes’ 

through its character as in-between “presence and non-presence”287. But Sonic Ghosting 

also reconstructs. It reconstructs, through creative practice, a new sense of 

space/place/memory – one that acknowledges its own instability and its own 

multiplicity. It reconstructs, much the way that recalling a memory might, the 

experience of place where linearity is always “falling into ruin”288. It does this through 

‘multimodal sonic fracture’: employing signal processing, editing, warping, re-ordering, 

editing, live processing, performance, randomisation – an “arrangement of technologies 

 
278 de Certeau, M. The Practice of Everyday Life trans. Rendall, S. (University of California Press, Berkeley, 
1984), p. 108 
279 Edensor, T. Industrial Ruins: Space, Aesthetics and Materiality, (Berg, Oxford, 2005), p. 126 
280 Blanco, M.d. P & Peeren, E. Eds. Popular Ghosts: The Haunted Spaces of Everyday Culture (Continuum, 
London, 2010), p. xvii 
281 Voegelin, S. Listening to Noise and Silence (Continuum, London, 2010), p. 124 
282 Ibid. 
283 Ibid. 
284 Hogg, B & Samson, M. Perspectives from Practice in Contemporary Music Review 34:4 (Routledge, 2015), p. 
260 
285 ibid. 
286 Fisher, M. What is Hauntology? in Film Quarterly 66:1 (University of California Press, 2012) 
287 Derrida, J. Spectres of Marx: the state of the debt, the work of mourning, and the new international 
(Routledge, London, 1994), p. 13 
288 Solnit, R. Storming the Gates of Paradise (university of California Press, Berkeley, 2007), p. 355 
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and bodies that is less about preservation than it is about complex forms of 

rearticulation”289. 

 

This act of conjury is one of creative and critical action, of aesthetic action, a deliberate, 

practiced, application of compositional methodology. It is filtered through the 

experience, perception, and aesthetics of the composer, retaining the composer within 

the work. It relies on the reflective realisation – upon listening to sound recorded in a 

space/place, upon recalling the memory of that space/place, upon beginning to work 

with that material – that the place itself is somewhere in-between all these things. It 

relies on a ‘tuning-in’290, both critically and creatively, to the “spirit of place”291 and its 

“dynamic processes”292. It uses creative fracture as a strategy to distance the listener from 

from an overtly explicit connection to place, instead drawing focus on the subjective 

nature of poesis as articulated through creative practice. It is somewhere in-between my 

experience and everyone else’s, which I can never know in the same way as my own. And 

so, it questions the reliability of experience, of memory, of a ‘correct’ narrative. 

Ultimately, through critical and creative deconstruction/reconstruction, Sonic Ghosting 

questions the linearity of narrating the past, present and future, hopefully encouraging 

the questioning of these things in those who listen to it. 

 

What is the role of fracture as a creative and compositional tool in Sonic Ghosting works? 

 

The project has shown that the concept of ‘multimodal sonic fracture’ as a creative and 

compositional tool is indispensable to Sonic Ghosting’s ability to interrogate 

space/place/memory in the ways outlined above. Creative and compositional 

implementations of ‘fracture’ are what enable the deconstruction/reconstruction that is 

at the heart of Sonic Ghosting’s criticality. It is the method by which multiplicity is 

revealed by breaking apart, rupturing, the ‘singular’ or ‘linear’. ‘Multimodal sonic 

 
289 Stanyek, J. and Piekut, B. Deadness: Technologies of the Intermundane in The Sound Studies Reader, ed. 
Sterne, J. (Routledge, Abingdon, 2012), p. 305 
290 Vogel, S. Tuning-in in Contemporary Music Review 34:4 (Routledge, 2015), p. 327 
291 Hogg, B & Samson, M. Perspectives from Practice in Contemporary Music Review 34:4 (Routledge, 2015), p. 
260 
292 Ibid. 
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fracture’ employs the “temporal disturbance” 293 of the ‘ghost’ to deconstruct the present 

space/place, utilising the inherent ‘rhizophonia’ of sound as a technological medium that 

is “fundamentally fragmented… where sounds and bodies are constantly dislocated, 

relocated, and co-located in temporary aural configurations.”294 

 

‘Multimodal sonic fracture’ in Sonic Ghosting is created through a range of 

compositional approaches, as have been employed in the portfolio, and outlined in this 

commentary. These find starting points in the techniques identified in the artistic 

contexts outlined above295:  

- Hendrix’s electro-acoustic performance, ‘fracturing’ the ‘Star Spangled Banner’ 

with the phantoms of Vietnam. 

- van Heumen’s juxtaposition of archive ‘then’ with a warped and processed ‘now’. 

- Watson’s compositional re-ordering, and morphing of sonic perspectives to 

create a “spectral echo”296 of something that no longer sounds. 

Sonic Ghosting brings these together to express a ‘fractured’ sound world in and outside-

of time. It employs compositional method and electroacoustic technique in order to 

‘splice’, ‘diffract’, ‘disarticulate’ and disrupt any notion of a singular, fixed and knowable 

sonic temporality, distancing the audience from overt, representational or mimetic 

expressions of place. It then reconstructs, through creative practice, a new sense of 

space/place/memory – one that acknowledges its own instability and its own 

multiplicity. In this synthesis of critical concept and compositional practice, Sonic 

Ghosting practice can embody the questions that its critical approach asks. Fracture thus 

creates the “shapes of broken mappings that invite fantasmic interpretations.”297 It is this 

implementation of ‘multimodal sonic fracture’ where Sonic Ghosting synthesises critical 

concepts of space/place/memory with compositional method to create critical and 

aesthetic distance. It is here that Sonic Ghosting avoids an overtly explicit connection to 

place, rejects the use of unprocessed field recordings, embeds the subjective presence of 

 
293 Blanco, M.d. P & Peeren, E. Eds. Popular Ghosts: The Haunted Spaces of Everyday Culture (Continuum, 
London, 2010), p. xvii 
294 Stanyek, J. and Piekut, B. Deadness: Technologies of the Intermundane in The Sound Studies Reader, ed. 
Sterne, J. (Routledge, Abingdon, 2012), p. 308 
295 See chapter 1 
296 Revill, G. El tren fantasma: arcs of sound and the acoustic spaces of landscape in Transactions of the Institute 
of British Geographers (2013, n.p.) p. 337 
297 Voegelin, S. Listening to Noise and Silence (Continuum, London, 2010), p. 145 
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the author within the work and works to reveal a sense of multiple temporalities through 

a fictive construction of how they appear to the composer. It is in these ways that Sonic 

Ghosting sets itself apart from other contemporary artists whose work engages with 

place as explored in Chapter 1298, which make it an original contribution to the field of 

practice, offering a different way of interrogating sonic space/place/memory. 

 

What is the role of multimodality in the presentation of Sonic Ghosting works? 

 

This project has also established that Sonic Ghosting is a multimodal practice. It is 

multimodal in its compositional approach, in its methodologies, and in its modes of 

presentation. The portfolio works included here have included installation, performance, 

text assemblage, image, acoustic, electronic, live and fixed media. Sonic Ghosting 

requires engagement with many of these. In fact, what has become clear from reflections 

on the practice portfolio is that the work where ‘multimodal sonic fracture’ is clearly 

articulated as part of its public presentation are the works that most evidently 

interrogate the linearity of space/place/memory. The works that incorporate multiplicity  

into the modes of their installation and/or performance – Chalk Pit, Ghosting the 

Periphery, Thrumming Halls and most specifically Fractures and Fragments along with 

the re-configured versions of the works included in the Sonic Ghostings exhibition – are 

the works that most clearly embody the synthesis of critical concept and methodological 

practice. They are the works that can articulate the nature of Sonic Ghosting as a 

practice that must be seen to reveal through deconstruction/reconstruction. Where the 

multimodality of the work is embedded within it – for example the absence of any 

audible electroacoustic processing in Branch Lines and the embedding of this as a 

conceptual obfuscation – there is the danger of the work being heard to represent a 

singular message, rather than articulate a fractured sense of temporality by bringing into 

focus the subjective nature of the composition’s poesis. 

 

This is perhaps because multimodality is the application of ‘fracture’ to the broader 

practice – it questions the sense of completeness in a work, the dialectic oppositions that 

 
298 See the discussion of the work of Chris Watson, Hildegard Westerkamp, John Levack Drever, Cathy Lane 
and Peter Cusack on pages 36 through 46. 
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might be presumed in binaries like music/sound, performance/installation, live/non-live. 

It is macro-fracture. It is meta-fracture. And yet, multimodality is also a key part of the 

compositional methodology. Where performance by 

composer/instrumentalist/ensemble is not possible, or wanted, then the embodiment of 

performance in the compositional methodology allows for an embedding of 

multimodality within the work. It is not through editing or layering or processing, but 

through all of these things, and through the combination of them – the layerings of 

methods, of times/spaces/places/memories, of sounds – that ‘multimodal sonic fracture’ 

is achieved. Multimodality is “the layer-upon-layer overlap of semantic fabrics”299, that 

move in and out of phase, where the phantom of one’s own experiences can slip through 

the re-configuring and re-tuning moiré pattern that is conjured up. 

 

And so this brings us to the first and final question…  

 

What constitutes the Sonic Ghosting principle? 

 

Sonic Ghosting is a critical interrogation of perceptions of space/place/memory through 

creative and compositional practice. 

Sonic Ghosting is the mobilisation of the concept of the ‘ghost’ or ‘phantom’ as a 

“temporal disturbance”300 that enables the deconstruction/reconstruction of 

space/place/memory. 

Sonic Ghosting is conjury achieved through the application of ‘multimodal sonic 

fracture’. 

Sonic Ghosting is a ‘tuning-in’. It is a willingness to ‘listen-out’ for the ghosts who are 

there in the everyday, whether noisy or silent. 

Sonic Ghosting is a deliberate and self-aware aesthetic practice. It does not hide the 

artist, composer, or performer. 

 
299 Kim-Cohen, S. In the Blink of an Ear: Toward a Non-cochlear Sonic Art (Continuum, London, 2009), p. xxiii 
300 Blanco, M.d. P & Peeren, E. Eds. Popular Ghosts: The Haunted Spaces of Everyday Culture (Continuum, 
London, 2010), p. xvii 
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Sonic Ghosting is layering, overlapping, juxtaposing, rupturing, obfuscating, processing, 

warping, editing, re-configuring, un-covering. 

Sonic Ghosting is resonating. 

Sonic Ghosting is thrumming. 

Sonic Ghosting is multimodal on all its levels. It is meta-modal. 

Sonic Ghosting must ghost itself. 

Sonic Ghosting is “falling into ruin”.301 

Sonic Ghosting is the degraded echo, the shadow of its sound, which does not reveal the 

‘true’ shape of things.302 

Sonic Ghosting is “scarcely as self-sufficient as it claims to be”.303 

 

Original contribution 

This project as articulated through the works included in the portfolio, this commentary, 

and their combination as a multilayered, multimodal, evolving entity constitutes a 

substantial original contribution to the field of composition, and to knowledge. It does 

this by establishing Sonic Ghosting as a critically informed compositional practice that 

involves the application of ‘multimodal sonic fracture’ as a compositional methodology. 

It documents this multimodal application of electroacoustic technique as critical 

deconstruction/reconstruction, distancing strategy, and as critical investigation, placing 

the work within the context of contemporary compositional and sonic work that engages 

with notions of place as explored in the earlier chapters. It assembles composition and 

performance-based approaches/techniques from a range of practices, building on them 

through the lens of a critical approach to understanding the multiplicity of 

space/place/memory, synthesising theory with creative practice as investigation, and 

layering these together to create new and original work. This project also offers some 

new insights on the role of sound work more generally in mobilising the ghostly as 

“temporal disturbance” and the ways in which this can be achieved through practice-as-

 
301 Solnit, R. Storming the Gates of Paradise (university of California Press, Berkeley, 2007), p. 355 
302 Rothenberg, D. Sudden Music: Improvisation, Sound, Nature (The University of Georgia Press, Athens, 
2002), p. 67-68 
303 Derrida, J., Eagleton, T., Jameson, F., Negri, A., et al. Ghostly Demarcations: A Symposium on Jacques 
Derrida’s Spectres of Marx (Verso, London, first ed. 1999, this ed. 2008), p. 39 
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research, utilising the ability of creative practice to “impart and evoke fundamental ideas 

and perspectives that disclose the world for us and, at the same time, render that world 

into what it is or what it can be”304. In establishing Sonic Ghosting as an area of study, 

the project also offers it up as a way of critically revisiting musical/sonic work that 

challenges the singular “linearity of narrating the past”305, a way that evidences how 

“through practice new knowledge might emerge that was inaccessible to conscious 

reflection prior to that process”.306 Sonic Ghosting, by exploring the research questions 

above, by exploring a set of sonic and critical materials through composition, and by 

forming these into work that embodies the processes it employs, enables a new and 

original sonic perspective on perceptions of space/place/memory. 

 

Directions for future research 

 

Excuse me for a minute and just let me play my guitar all right…307 

 

And so we arrive at the beginning. 

 

The iterative, reflective, critical, fractured and multitemporal nature of this project is a 

direct result of the broader iterative, reflective, critical, fractured and multitemporal 

experience of being/sounding in the world. Making work rarely, at least in my 

experience, results in a sense of ‘completeness’, and Sonic Ghosting is no exception. As 

much as this project can answer, to some extent, the questions that it set out to 

investigate, it also stimulates further questions. As much as it established itself as a way 

of working with space/place/memory, with sound/music/noise, with ‘multimodal sonic 

fracture’, it also suggests future directions for how these things can continue to be 

developed. The iterative process continues and it suggests some areas that may bear 

fruit. 

 

 
304 Borgdorff, H. The Production of Knowledge in Artistic Research in The Routledge Companion to Research 
in the Arts (Routledge, Abingdon, 2011) 
305 Edensor, T. Industrial Ruins: Space, Aesthetics and Materiality, (Berg, Oxford, 2005), p. 126 
306 Ibid. p. 230 
307 Hendrix, J. Like a Rolling Stone performed at Monterey Pop Festival, 18th June 1967 
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Firstly, as a critical concept, Sonic Ghosting is, perhaps, well placed to provide a 

template by which to revisit other artists, composers, practices or performances that 

encourage a questioning of the singularity of experience. One example of this is the work 

begun here on reconsidering Jimi Hendrix, and his use of improvisation, personal 

reflective experience, and electroacoustic performance system to ‘fracture’ conceptions 

of identity or ‘American-ness’. There is definitely more work to be done here – both in 

terms of critical investigation and writing, but also working with practice-as-research as 

a way of applying meta-fracture and deconstruction/reconstruction to his methods, or of 

presenting this analysis in a range of ways. 

 

A further consideration that arises from this is the role of performance technologies in 

Sonic Ghosting. This project has identified through experimental practice and reflection 

that technological mediation is a part of the way that Sonic Ghosting works with 

‘multimodal sonic fracture’ – by processing and rupturing field recordings. But the role 

of performance technologies warrants some further research as it folds into ideas of 

‘ghosting’ that run through much of contemporary music ‘technology’ culture, as well as 

how it serves a key role in Sonic Ghosting work. Only Chalk Pit and Fractures and 

Fragments involved my own ‘performance system’ but the nature of this – and the ways 

in which it is employed, or the ways in which its design shapes my interaction with it – 

have not been thoroughly examined. 

 

Secondly, as noted in the reflective commentary on Branch Lines, Sonic Ghosting as 

acoustic performance was not as clearly multimodal in its employment of ‘sonic fracture’ 

as the other works. Without the ‘transcontextual’ grounding provided by field recordings 

(however far they are warped and processed), it seemed to have the potential to fall into 

appearing as a singular ‘authoritative’ work, representing, in some way, the space it 

investigated. As such, further compositional experimentation with work realised 

acoustically is warranted, especially in relation to the positioning of this work 

inside/outside the concert hall. 

 

Finally, although this is by no means an exhaustive review, it strikes me that one 

particularly fruitful area of investigation would be to explore how the principal critical 

approach and compositional methodologies of Sonic Ghosting might be brought within a 
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collaborative creative process. All the works presented here are driven by my own 

individual aesthetic, and though they invite collaboration with performers through 

improvisation or indeterminacy, and with an audience through live processing, they are 

not truly collaborative. Sonic Ghosting’s acknowledgement of multiplicity is rooted in 

the conception that there are many overlapping experiences of space/place. Finding a 

way to incorporate this into collaborative practice may provide a more deeply integrated 

sense of that multiplicity, and allow a more comprehensive engagement with ideas of 

cultural memory. 

  

Listening out for Sonic Ghosts 

So, as my fingers stumble to the final keystrokes, I feel all those I have made. I feel guitar 

strings under my hands, and chalk on my fingers. 

As I listen to the hum of a computer fan and the snore of a dog, I hear the echoes of all 

the things I have listened to in this chair, in this space, in the other spaces and places 

that fold into me. 

And I know that all Sonic Ghosting asks, if it can be heard to ask anything at all, is to 

listen-out for the ghosts that pop up, in the moment where the present betrays us, where 

the future leaks out308, and to listen to them. 

 

  

 
308 This is a homage to Jameson, Ghostly Demarcations: A Symposium on Jacques Derrida’s Spectres of Marx 
and Burroughs, Break Trough In Grey Room 
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Appendix 1: Chalk Pit 

 

Part I 

- Audio recording of the performance interruption (20’08”), which follows into a 

recording of the installation in-situ at WTF Festival, Falmer. Total 50’. WAV 

(24bit, 44.1kHz), contained on accompanying USB. 

 

Part II 

- The two-channel sound composition from the installation (31’10”). WAV (24bit, 

44.1kHz), contained on accompanying USB. 

 

Part III 

- Accompanying text and layered image. PDF contained on accompanying USB. 
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Appendix 2: Ghosting the Periphery 

 

Part I 

- Audio recording (stereo) of the installation in-situ at The Hatton Gallery. 

(45’59”). WAV 24bit 44.1kHz, contained on accompanying USB. 

 

Part II 

- The four-channel sound composition from the installation (20’17”) – included as 

one quad audio file (a), plus single channel splits (b - Left, c - Right, d - Left 

surround, e - Right surround). WAV 24bit 48kHz, contained on accompanying 

USB. 

 

Part III 

- Printed text assemblage and image card. Hard copy contained in the portfolio. 
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Part IV 

- Screen capture of the Ghosting the Periphery installation patch. Also included as 
TIFF image on the accompanying USB. 
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Appendix 3: Branch Lines 

 

Part I 

- Audio recording of Branch Lines, performed at The Warehouse, London, 25th 

September 2015 (4’21”). WAV 24bit 44.1kHz, contained on accompanying USB. 

Recording produced by Simon Weir for Classical Media. Engineered by Morgan 

Roberts. Mixed by the author. Included courtesy of the New Music Players.  

Performed by: 

Fiona Cross, clarinet 

Katie Stillman, violin 

Joe Giddey, cello 

Richard Casey, piano 

 

Part II 

- Score. Included on the following pages. 

  



!
!

!
Danny!Bright!

!
!

!

Branch!Lines!
!

!
!
!

Instrumentation:!
Clarinet!
Violin!
Cello!
Piano!

!
!
!

!
!
!

August!2015!
!
!
!



Performance*notes*
*
*
General*notes:*
*

! The*piece*has*no*tempo*or*bar*markers*and*is*to*be*performed*to*a*
stopwatch/clock/timer.*

! As*such,*rests*are*not*marked.*Play*where*marked*and*rest*where*the*stave*is*
empty*or*there*are*no*marks.*

! Tied*notes*should*be*continuous*and*endings*are*marked*with*@@@@|*
*

! Graphic*score*is*used*liberally*throughout.*Colour*is*used*to*indicate*possible*
tonal*or*energy*difference.*Interpret*markings*as*you*see*fit*following*any*
specific*notes*or*performance*marks*written.*

*
! Where*multiple*‘branch*lines’*are*possible,*choose*a*route*and*feel*free*to*move*

along*it,*reversing,*turning*and*moving*through*time*as*you*see*fit,*observing*
broadly,*but*not*strictly,*the*relationship*to*stopwatch*time.*

*
! No*vibrato*should*be*used.*

*
! Microtones*or*pitch*variation*are*notated*using*sharp/flat*accidental*marks*

with*arrows*on.*
*

! Clarinet*is*written*transposed.*
*
Clarinet:*

! ‘Air*notes’*should*be*played*by*blowing*air*through*the*instrument*without*
pitching*or*fingering*a*note.*Follow*graphic*notation*for*dynamics/inflection.*

! ‘ppp#$#Echo#Tone’*is*used*liberally.*This*should*be*a*very*quiet*pianissimo*used*
to*achieve*a*‘sub*tone’*or*‘echo*tone’*

! Where*multiphonics*are*indicated,*these*should*be*achieved*through*
underblowing*if*possible*–*otherwise*alternate*fingerings*or*singing*through*
the*instrument*may*be*employed.*Do*not*overblow.*

*
Violin/Cello:*

! When*‘bowing*tailpiece’*follow*the*graphic*notation*for*a*guide*on*tone*and*
dynamics.*A*solid*block*indicates*that*you*should*attempt*to*avoid*breaks*in*
sound*production*through*continuous*bowing.*

! From*section*C*onwards*‘tap*instrument’*indicates*that*any*notes*should*be*
sounded*by*tapping*the*body*with*the*hand/fingers.*‘x’*marks*are*used*to*
indicate*possible*fingerings*–*you*should*interpret*these*loosely.*

*
Piano:*

! All*pedal*marks*are*indicated*up*to*E.*From*E*to*the*end*use*pedal*as*desired.*
! From*E*to*the*end*your*score*is*a*spectrogram.*This*was*made*using*

warped/manipulated*field*recordings*and*the*intended*result*is*a*
mediated/ruptured*attempt*to*‘ghost’*these*sounds*on*piano.*Use*it*as*a*guide*
and*move*through*it*as*you*wish*@*observing,*only*broadly,*the*timings.*Do*not*
feel*the*need*to*play*all*the*marks*or*track*pitch*exactly.*

*
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Part III 

- Sound composition used to create the spectrogram (1’16”). Mono. WAV 24bit 

44.1kHz, contained on accompanying USB. 
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Appendix 4: Thrumming Halls 

 

Part I 

- Audio recording of the installation audio output (24’56”). Recorded during the 

first installation at the Central United Reformed Church Hall, Sheffield, 6th 

January 2015. Binaural – please listen on headphones. WAV 24bit 44.1kHz, 

contained on accompanying USB. 

 

Part II 

- The sound composition from the installation. Main layer (5’24”). Audio file. WAV 

16bit 44.1kHz, contained on accompanying USB. 

 

Part III 

- The sound composition from the installation. First additional layer (4’44”). Audio 

file. WAV 16bit 44.1kHz, contained on accompanying USB. 

 

Part IV 

- The sound composition from the installation. Second additional layer (4’15”). 

Audio file. WAV 16bit 44.1kHz, contained on accompanying USB. 
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Part V 

- Screen capture of the Thrumming Halls installation patch. Also included as TIFF 

image on the accompanying USB. 
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Appendix 5: Underdrift 

 

Part I 

- Audio file of the two-channel composition (5’08”). WAV 24bit 44.1kHz, contained 

on accompanying USB. 
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Appendix 6: Sonic Ghostings 

 

Part I 

- Audio recording, binaural, of the ACCA Auditorium installation (Chalk Pit), and 

performances (Chalk Pit, Branch Lines, Underdrift, and Fractures and Fragments) 

(48’34”). WAV 24bit 44.1kHz, contained on accompanying USB. 

Order of performances: 

Chalk Pit installation – o:00 

Chalk Pit performance interruption – starts around 03:35 

Branch Lines – performance starts at 23:10 

Underdrift – performance starts at 29:29 

Fractures and Fragments – performance starts at 36:30 

 

Part II 

- Video recording of the ACCA Auditorium performances (Chalk Pit, Branch Lines, 

Underdrift, and Fractures and Fragments) (45’10”). QuickTime movie H.264, PCM 

Audio, 24bit 44.1kHz, contained on accompanying USB. 

Order of performances: 

Chalk Pit performance interruption – 0:00 

Branch Lines – 19:40 

Underdrift – 25:55 

Fractures and Fragments – 32:45 

 

Part III 

- Audio recording, binaural, of the re-configured version of Ghosting the Periphery 

in the ACCA Gardner Tower (15’56”). WAV 24bit 44.1kHz, contained on 

accompanying USB. 
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Part IV 

- Score for Fractures and Fragments. Included on the following pages. 

  



!
!

!
Danny!Bright!

!
!

!

Fractures!and!Fragments!
!

!
!
!

Instrumentation:!
Clarinet!
Violin!
Cello!
Piano!
Guitar!

Electronics!
!
!

!
!

!
October!2016!

!
!
!



Performance!notes!
!
General!notes:!

C The!piece!has!no!tempo!or!bar!markers!and!is!to!be!performed!to!a!
stopwatch/clock/timer.!

C As!such,!rests!are!not!marked.!Play!where!instructed!and!rest!where!the!stave!is!
empty!or!there!are!no!marks.!

C Tied!notes!should!be!continuous!and!endings!are!marked!with!CCCC|!
C The!guitar!and!electronics!are!freely!improvised,!performed!by!the!composer,!

and!thus!not!included!in!this!score!
!

C Graphic!score!is!used!throughout.!Colour!is!used!to!indicate!possible!tonal!or!
energy!difference.!Interpret!markings!as!you!see!fit!following!any!specific!notes!
or!performance!marks!written.!

!
C Where!multiple!‘branch!lines’!are!possible,!choose!a!route!and!feel!free!to!move!

along!it,!reversing,!turning!and!moving!through!time!as!you!see!fit,!observing!
broadly,!but!not!strictly,!the!relationship!to!stopwatch!time.!

!
C No!vibrato!should!be!used.!

!
C Microtones!or!pitch!variation!are!notated!using!sharp/flat!accidental!marks!

with!arrows!on.!
!

C Clarinet!is!written!transposed.!
!
Clarinet:!

! !‘ppp!$!Echo!Tone’!is!used.!This!should!be!a!very!quiet!pianissimo!used!to!
achieve!a!‘sub!tone’!or!‘echo!tone’!

! Where!multiphonics!are!indicated,!these!should!be!achieved!through!
underblowing!if!possible!–!otherwise!alternate!fingerings!or!singing!through!
the!instrument!may!be!employed.!Do!not!overblow.!

!
Violin/Cello:!

! ‘Tap!instrument’!indicates!that!any!notes!should!be!sounded!by!tapping!the!
body!with!the!hand/fingers.!‘x’!marks!are!used!to!indicate!possible!fingerings!–!
you!should!interpret!these!loosely.!

!
Piano:!

! Some!of!the!score!is!a!spectrogram.!This!was!made!using!warped/manipulated!
field!recordings!and!the!intended!result!is!a!mediated/ruptured!attempt!to!
‘ghost’!these!sounds!on!piano.!Use!it!as!a!guide!and!move!through!it!as!you!
wish!C!observing,!only!broadly,!the!timings.!Do!not!feel!the!need!to!play!all!the!
marks!or!track!pitch!exactly.!Use!pedal!in!this!section!as!desired.!
!



Clarinet

Play the following 7 times from 01:20 to 03:35

Play the following occasionally between 06:23 and 09:10



Violin

Repeat the following on loop from 00:45 to 03:10.

Bow tailpiece sporadically from 07:10 to 10:00



Cello

Bow tailpiece constantly from 06:00 to 07:10

Play the following figure 6 times from 08:00 and 09:00



Piano

Play the following 4 times from 00:30 and 02:10.

Play the following from 05:40 to 07:55
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Part V 

- Exhibition programme. Hard copy included in portfolio. 

 

  


	PhD Coversheet
	PhD Coversheet

	Commentary



