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Abstract 
This paper explores two complementary questions – How has 
the use of technology in music and sonic practice helped to 
enrich our understanding of place, and how might four theo-
retical frameworks of place developed by Bachelard, 
Lefebvre, Deleuze and Guattari, and Augé help contextualize 
such an aesthetic investigation.  The paper examines a range 
of creative work through the lens of these frameworks to pro-
vide an overview of various ways in which questions of place 
have been aestheticized. The paper concludes by considering 
how technology offers new ways of casting questions about 
the human experience of place which ultimately enrich and 
enhance our understanding.  
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 Introduction 
 “A quiver runs through the air: the pines of the Janicu-

lum are silhouetted in the clear light of the full moon. 
A nightingale sings.” [1]  

              O. Respighi, 1924 
 
In 1924, in the waning shadow of a Futurist movement 
which had profoundly shaped Italy’s cultural mileau, Otto-
rino Respighi’s Pina di Roma (Pines of Rome) was premi-
ered at the Teatro Augusteo in Rome. For a member of the 
audience present at that debut performance, the work’s third 
movement “I Pini del Gianicolo,” in which a phonograph 
recording of a nightingale accompanies the large orchestra, 
must have been particularly striking although it was not con-
sidered especially noteworthy, at least by Italian critics of 
the time. [2] For listeners long accustomed to the evocation 
of place through more traditional compositional techniques 
such as melodic quotation, the use of exotic scales or rhyth-
mic patterns, or perhaps unusual techniques of orchestration 
or instrumentation, the novel use of a recording in the third 
movement of Respighi’s work brought an unprecedented 
degree of verisimilitude to such an evocation and offered 
new possibilities for composers seeking to aestheticize 
themes of place.     
 While aestheticians and cultural theorists have engaged in 
long discussions on whether musical references to extrane-
ous, real-world places can be successfully integrated within 
a work, [3, 4] rarely has such discussion considered how our 

understanding of place might be enriched by such evoca-
tions or conversely, how theories of place might indeed be 
able to provide new ways of thinking about musical forms. 
Such questions have become increasingly pressing for com-
posers of today interested in exploring the musical possibil-
ities of locative technologies, for example, which have grad-
ually become part of everyday life and which have afforded 
exciting new possibilities for creative expression. Beyond 
concrete evocations of place through recorded samples of 
urban environments in works such as Steve Reich’s City Life 
(1995) or Luc Ferrari’s Presque Rien (1967), for example, 
networking technologies have offered more complex ways 
of aestheticizing place through directly thematizing the spa-
tial dislocation of those participating. In Max Neuhaus’s 
Public Supply (1996), which invited listeners to be part of a 
collective performance over the National Public Radio net-
work, [5] questions of place are directly integrated in the 
very framework of the work while in Blast Theory’s Too 
Much Information (2015), participants are invited to explore 
the streets of Manchester and listen to geotagged audio re-
cordings of people’s recollections of the city and through 
that develop an enriched relationship with and renewed un-
derstanding of their urban environment.  
 Phenomenological investigations of place and the way 
that we experience the world that we inhabit have a long 
history. [6, 7] Such investigations were considerably accel-
erated in a rapidly changing twentieth century, however, 
from emerging insights in humanities disciplines such as so-
cial theory, human geography, urban design, and behavioral 
economics. Given that many of these theories grapple with 
the same concerns, albeit from a non-aestheticized perspec-
tive, as the place-oriented artistic work of various schools of 
creative practice – typified in the work of Neuhaus and Blast 
Theory just cited – what insights might such theoretical 
frameworks be able to provide into questions of an aesthetic 
nature? Conversely, how might an aesthetic thematization 
of place provide an enriched understanding of our relation-
ship to place itself. This paper will explore these questions 
through the lens of four theoretical frameworks developed 
by Bachelard, Lefebvre, Deleuze and Guattari, and Augé. 
Before proceeding, however, a high-level overview of some 
fundamental theoretical concepts will provide a helpful way 
of framing the subsequent investigations.  



Space and Place 
The Chinese-American geographer Yi-Fu Tuan defined 
place as “…any locality or space that has become imbued 
with meaning by human experience in it.” [8] Encapsulated 
within this definition is a subtle distinction between space 
and place. For Tuan, place is fundamentally grounded in the 
human experience of a distinct spatial location, hardly sur-
prising perhaps given Tuan’s professional career and attun-
ement to the nature of lived experience within the built en-
vironment.  
 The psychological grounding of place which Tuan and 
other researchers of human geography argue for, was pro-
foundly influenced by a methodological framework 
grounded in a phenomenological tradition of inquiry tracing 
back through Merleau-Ponty, Heidegger, and Husserl. [9] 
Merleau-Ponty’s phenomenological project, for example, 
while maintaining a distinction between geometric, abstract 
space and anthropological or existential space, contends that 
our lived experience of place is fundamentally driven by our 
embodied experience within a world rich with relational 
mileau, [10] while Husserl’s central concept of the lebens-
welt (“lifeworld”) correlates directly to the lived experience 
of the world, [11] forming the backdrop against which all 
our actions take place. While Heidegger grapples with place 
somewhat in Sein und Zeit, where Dasein finds ontological 
meaning within the world in which it is embedded, [12] the 
concept of wohnen (“dwelling”) features more prominently 
in late Heidegger in his exploration of the various ways in 
which humans inhabit the earth – “Man’s relation to loca-
tions, and through locations to spaces, inheres in his dwell-
ing. The relationship between man and space is none other 
than dwelling, strictly thought and spoken.” [13]  
 It is important to bear in mind that clear distinctions be-
tween space and place are not so easily maintained outside 
English speaking discourse. [7] The French “éspace”, for 
example, carries strong connotations of place which the 
English “space” does not. The subtle conflation of space and 
place is thus visible throughout the French critical tradition, 
from Foucault, for example, where space ("éspace") is not 
merely a neutral backdrop but a dynamic arena where social 
and cultural forces are constantly at play, [14] through 
Bachelard, Lefebvre, and Augé.  In these traditions, space, 
therefore, does not simply operate as a passive container 
within which places are established but is instrumental in 
helping develop our connections with the world. This will 
become increasingly evident as we progress through an out-
line of four influential spatial frameworks in the next section 
of this paper, all of which have stemmed from this theoreti-
cal tradition. 
 Linguistic issues aside, two other fundamental features 
are key to the establishment of place and are important to 
recognize. Firstly, places are fundamentally defined by the 
active agency of individuals or groups operating within 
them. The interactions, rituals, traditions, and everyday ac-
tivities that occur between and amongst people, infuse spa-
tial locations with personal and collective significance, ele-
vating the locations of these engagements above and beyond 
mere points in space. The significance of these everyday 

activities in cultivating places of human significance fea-
tures prominently in the work of Lefebvre [15] and other 
prominent theorists of urban design. 
 Finally, places can only acquire significance through the 
pivotal role of memory, without which spaces could not be 
imbued with meaning and places as we know them would 
simply not exist. Collective memory, for example, often 
manifests in places such as memorials, historical landmarks, 
and culturally significant landscapes with such places be-
coming repositories of communal identity and fostering a 
sense of belonging and continuity. [16] Beyond communi-
ties, the memories of individual experiences and the emo-
tions associated with them, have a profound influence on 
how places are perceived. Memories anchor past experi-
ences to place and help shape how new memories are 
formed. It is through this interplay of the past and present, 
the personal and collective, that memory actively constructs 
and reaffirms the significance we ascribe to place. [17] 
 In the following section, four theories of space and place 
will be examined. While there is some conceptual crossover 
between them, they are unique enough to provide helpful in-
sights into how concepts of place have been aestheticized in 
a broad range of musical and sonic arts practice. 

Theoretical Frameworks  

Intimate Spaces - Bachelard 
In his seminal work, The Poetics of Space (1958), Gaston 
Bachelard explores the human experience of the intimate 
spaces that we inhabit from the cozy nooks of our childhood 
homes through to the vast expanses of the cosmos, contend-
ing that these spaces are not just passive backdrops but ac-
tive agents in shaping our thoughts and emotions - “For di-
verse reasons, and with the differences entailed by poetic 
shadings, this is eulogized space. Attached to its protective 
value, which can be a positive one, are also imagined values, 
which soon become dominant. Space that has been seized 
upon by the imagination cannot remain indifferent space 
subject to the measures and estimates of the surveyor. It has 
been lived in, not in its positivity, but with all the partiality 
of the imagination.” [18] 
 For Bachelard, spaces possess a profound psychic reso-
nance that foster both emotional and intellectual responses. 
He argues that the house, in particular, is a rich source of 
poetic inspiration, filled with memories and experiences that 
contribute to the construction of our inner worlds. In 
Bachelard’s view, the corners, drawers, and staircases 
within our homes are imbued with layers of meaning that 
spark our creative faculties and provide a unique lens 
through which we perceive the world.  Bachelard introduces 
the term topophilia to characterize this attachment and love 
for personal places and spaces – “Topoanalysis, then, would 
be the systematic psychological study of the sites of our in-
timate lives. In the theater of the past that is constituted by 
memory, the stage setting maintains the characters in their 
dominant rôles. At times we think we know ourselves in 
time, when all we know is a sequence of fixations in the 



spaces of the being’s stability – a being who does not want 
to melt away, and who, even in the past, when he sets out in 
search of things past, wants time to “suspect” its flight. In 
its countless alveoli space contains compressed time. That 
is what space is for.” [19] 
 Bachelard explores the dialectical relationship between 
the shell (our intimate, personal spaces) and the universe 
(the broader, cosmic realm) positing that our sense of self 
and the world is intricately tied to our perception of space. 
The poetic experience, for Bachelard, involves a deep inter-
action between the self and the environment, as we project 
our emotions and desires onto the world around us these in-
ner and outer worlds are in constant dialogue. Key to this 
experience are the objects that populate the spaces we in-
habit which come to play important roles in our attachment 
to places, mediating out relationships and helping sustain in-
timacy – “…they produce a new reality of being, and they 
take their place not only in an order but in a community of 
order.” [20] 
 Bachelard’s framework provides a helpful lens through 
which to consider a tradition of musical practice that is fun-
damentally concerned with revealing sonic details in the 
spaces within which we live that might ordinarily be hidden, 
masked, or otherwise simply not attended to. Early work in 
this tradition is well represented by John Cage’s Cartridge 
Music (1960), see Figure 1, where various small physical 
objects are inserted into phonographic cartridges to reveal 
their hidden auditory details, [21] or David Tudor’s Rain-
forest IV (1973), an interactive sound installation which en-
courages participants to hear the sounds of resonant objects 
suspended in the exhibition space and through this auditory 
relationship establish a deeper connection with the sonic en-
vironment.  

 
Figure 1. An excerpt from the master score of John Cage’s Car-
tridge Music (1960) assembled from superimposing a series of pre-
printed transparent sheets.  
 
 Natural environments have proven to be rich sources of 
inspiration for sound artists and composers aestheticizing 
the topophilic relationship with place. [19] In Janet Cardiff 
and George Miller’s sound installation FOREST (for a thou-
sand years…) (2012), for example, listeners are invited to 
sit on a stump in a forest and listen to both the natural envi-
ronment in which they are situated and to sounds emitted 

through over thirty loudspeakers placed around them. These 
sonic textures, are lent a striking verisimilitude and presence 
in the binaural realization of the work, transforming the lis-
tener’s experience of place through sound. 

Bachelard’s examination of the house draws heavily on 
the idea that homes are repositories of memories with their 
rooms, corners, nooks, and general design all becoming in-
tertwined with the memories of the inhabitants. These inti-
mate spaces become the scenes of our lives, and we are un-
able to separate our experiences in these spaces from the 
spaces themselves. [22] The ways in which memories medi-
ate our relationships with place is heavily foregrounded in 
several recent works designed for virtual reality such as 
Manchester et al.’s Tangible Memories interdisciplinary 
project where memories are evoked through interactive fur-
niture and translated into surround soundscapes displayed 
on virtual reality head-mounted displays, [23] and Chloé 
Lee’s Temporal World (2023) which  investigates the fragile 
nature of memory and the way in which it shapes our rela-
tionships with place. In Lee’s work these themes are ex-
plored in a virtual reality space enhanced through haptic 
feedback, see Figure 2. [24] 
 

 
Figure 2. A “haptic jacket” worn by participants in Lee’s Temporal 
World (2023).  
  
 Bachelard suggests that our intimate experiences of space 
come from the immediate geometry – corners, ceilings, 
walls, doors, windows, cellars, and attics – of our homes. 
The physical dimensions of the spaces that we inhabit, in 
other words, have a direct emotional and psychological im-
pact on our experience of place. The spatial geometries of 
rooms have been aestheticized in the work of numerous 
composers such as Peter Ablinger, Nicolas Collins, and Al-
vin Lucier. In Peter Ablinger’s Orte (“Places”) (2001), the 
resonant properties of performance spaces are acoustically 
measured and used to generate microtonal scales freely 
played by the performers. Nicolas Collins’s Roomtone Var-
iations (2013-2014) adopts a similar strategy although the 
analysis happens in real-time during the moment of perfor-
mance with the results mapped to a digitally projected score. 
The translation of a space’s resonant frequencies into musi-
cal structure was pioneered by Alvin Lucier in highly 



influential works such as I am Sitting in a Room (1969), and 
in later works such as Music for Piano with Amplified Sono-
rous Vessels (1990). Both works rely on recursive technical 
processes to extract acoustic features that cannot otherwise 
be straightforwardly perceived by the human ear.  

Nomadic Spaces – Deleuze and Guattari 
Nomadic space is a central feature of Deleuze and Guattari’s 
rhizomatic philosophy, in which they challenge traditional 
notions of fixed, hierarchical spatial structures. [25] No-
madic space is the embodiment of smooth space (“espace 
lisse”) and is characterized by its fluidity, multiplicity, and 
resistance to categorization. In such space, lines of flight and 
connections are always forming and reforming, defying lin-
ear, orderly arrangements where entities are constantly de-
territorializing, breaking free from fixed constraints, and re-
territorializing, forming new connections and territories. 
Deleuze and Guattari describe this process as a constant 
state of flux and transformation.  
 Nomadic space challenges conventional modes of 
thought and organization, advocating for a dynamic and 
ever-evolving network of connections. It encourages us to 
rethink our understanding of space, knowledge, and creativ-
ity as nonlinear, nonhierarchical, and continually in flux. In 
embracing the rhizomatic nature of thought and existence, 
Deleuze and Guattari offer a new perspective on the richness 
of multiplicity and the potential for limitless, innovative 
connections in our world. 
 Deleuze and Guattari’s nomadic space was strongly influ-
enced by Debord and the Situationist Internationale and es-
pecially their concept of the dérive with its rejection of 
fixed, predetermined spaces and its emphasis on movement 
and the psychogeographical exploration of urban environ-
ments - the dérive itself, in turn, traces its heritage back 
through the urban wandering of the flâneur. [26] Key to no-
madic space, the dérive, and the flâneur, is the active agency 
of the individual who defines space and place through their 
lines of flight.  
 With the rapid development of locative technologies, [27] 
artists have found innovative ways of aestheticizing lines of 
flight and recasting our relationship with place. In Blast 
Theory’s Take me to the Bridgewater (2017), for example, 
a site-specific work installed for one weekend in April, 
2017, participants were asked to explore a canal and listen 
to oral history recordings of people’s experience of place 
which were automatically triggered when particular loca-
tions along the way were approached. The experience of the 
of the work for participants as they traverse through the no-
madic space in which the work was situated, created a rich 
reframing of place deeply mediated by the historical experi-
ences of others. 
 The aestheticization of journeys through nomadic space 
foregrounds the agency of the participant and their ability to 
form connections between the heterogeneous elements of a 
work, although this agency is usually directed, unlike the 
flâneur, or constrained within predetermined boundaries. 
This is particularly evident in Take me to the Bridgewater, 
but also in the broader stylistic genre of soundwalks. In 

composer Ellen Reid’s SOUNDWALK project, for example, 
participants freely wander around natural parks, usually sit-
uated within the bounds or at least within close proximity of 
urban environments and listen to prerecorded music auto-
matically triggered by their GPS location. The work is ex-
perienced through a bespoke iOS/Android phone applica-
tion and has been designed for various locations around the 
world. 
 Like Reid’s SOUNDWALK, the work of the arts collec-
tive Marshmallow Laser Feast, hereafter MLF, is fundamen-
tally connected to our experiences of place in the natural 
world. At the forefront of immersive virtual reality design, 
MLF use technology to visualize natural data – such as the 
patterns of airflow in a forest or the growth processes of 
trees – revealing aspects of the natural world that are typi-
cally invisible to the naked eye. By using VR and AR to 
overlay or transform natural environments, MLF deterrito-
rialize the viewer’s perception, taking them out of the struc-
tured understanding of space and into a more fluid experi-
ence. The viewer’s perceptions are then reterritorialized in 
new ways through the creation of a spatial experience that is 
informed by the interaction between the environment, the 
technology, and the participant. This new space is nomadic 
in the sense that it does not have fixed boundaries or a per-
manent form; being defined by the moment-to-moment ex-
perience of the participants. In their work Treehugger 
Wawona (2017) for example, [28] the circulation of water 
through giant sequoia trees is visualized in a virtual reality 
environment with custom-designed scent dispensers provid-
ing an additional olfactory experience for participants. In 
their more recent In the Eyes of the Animal (2022) the expe-
rience of the world from the perspective of an animal is pro-
vided to participants through hyperrealistic lidar scans and 
360 drone footage. A binaural soundscape assembled from 
field recordings taken from forests in the north of England 
provides additional verisimilitude to the experience, see Fig-
ure 3. 
 

 
Figure 3. Participants in Marshmallow Laser Feast’s In the Eyes of 
the Animal (2022) are immersed in a virtual world and virtually 
situated in the bodies of animal 
 



 Nomadic journeys through fluid space need not neces-
sarily be ones undertaken by spectators in a site-specific in-
stallation. In 5x3x3 (2020), by the author, for example, a 
three-dimensional holographic performance score is pre-
sented to the performers via augmented reality headsets. The 
score in effect establishes a virtual place, situated within the 
bounds of a real-world performance venue, which perform-
ers navigate through to realize the musical possibilities pre-
sented by the score, see Figure 4. The journeys undertaken 
by the performers through the holographic score’s latent 
possibilities comes to define the formal structure of the 
work. [29] 

 
Figure 4. In Kim-Boyle’s 5x3x3 (2020), the three performers view 
a three-dimensional holographic score projected in the perfor-
mance space via a Microsoft HoloLens. The score is physically ex-
plored through a nomadic journey through the performance space.  
 

Everyday Spaces – Lefebvre 
For Lefebvre, space is not merely a physical or objective en-
tity but a social and lived experience. The emergence of 
place through these dynamic, socially constructed spaces re-
flects the relationships and power structures upon which so-
ciety is founded. Individuals thus perceive and understand 
space through their own lived experiences and interpreta-
tions, and this perception is fundamentally influenced by 
their cultural, social, and historical context. Thus, the mean-
ing of a place is not universal but is constructed by those 
who inhabit it and their perceptions of it, for which Lefebvre 
coins the term perceived space. [30] 
 Lefebvre's theory of place underscores the importance of 
understanding how individuals perceive and experience 
space, how power and social relations shape space, and how 
places can be sites of struggle and resistance. Central to 
Lefebvres’s theory of place is his concept of rhythmanalysis 
outlined in his text of the same name. [31] Although 
Bachelard himself uses the term in his Poetics of Space and 
The Psychoanalysis of Fire [32] to characterize the simple 
rhythms of both nature and domestic spaces, Lefebvre’s 
rhythmanalysis is a more systematic and extensive analysis 
of the rhythms of everyday life. Rhythms, according to 
Lefebvre, are not just temporal but also spatial, encompass-
ing both natural and social phenomena – “Everywhere 
where there is interaction between a place, a time and an 

expenditure of energy, there is rhythm.” [33] By analyzing 
the cadence of everyday life, from the pace of pedestrian 
movement to the cycles of urban activities, Lefebvre 
demonstrates how rhythms influence our spatial experi-
ences.  
 Lefebvre’s approach challenges traditional spatial anal-
yses that focus solely on physical structures and highlights 
the dynamic, lived aspects of space. Rhythmanalysis reveals 
the dialectical relationship between space and time, shed-
ding light on the socio-cultural and emotional dimensions of 
spaces. In essence, Lefebvre's rhythmanalysis enriches his 
theory of space by emphasizing the essential role of rhythms 
in shaping our spatial perceptions and urban environments, 
fostering a more holistic understanding of the spaces we in-
habit. 
 Lefebvre’s concept of the everyday has received its most 
direct musical and auditory correlation in the work of R. 
Murray Shaffer through his discussion of the soundscape 
and its subsequent development in the field of acoustic ecol-
ogy and related genres such as soundscapes, soundmaps, 
and soundwalks. [34] Curiously, Shaffer does not reference 
the work of Lefebvre or related theoretical investigations on 
the everyday such as those developed by de Certeau [35] or 
Vaneigem [36] but this may perhaps be partly explained by 
the relative obscurity of Lefebvre’s project until the mid-
1980s. The correlations and similar theoretical motivations 
are nevertheless striking.  
 The rhythms of everyday life are foregrounded in Luc 
Ferrari's Presque Rien (1967) a series of electroacoustic 
compositions, and perhaps one of the earliest and most em-
blematic examples of "soundscapes" in music. Through the 
recording and assembly of environmental sounds, Ferrari 
explored the rhythms and textures of everyday life, captur-
ing the ambience of places and events and presenting them 
in a musical form.  
 Ferrari's recordings, like the sounds of a village waking 
up or the ambiance of a beach, bring to the fore the every-
day, seemingly mundane rhythms of life which in 
Lefebvre’s framework become essential in shaping our ex-
perience of space and time. In Presque Rien, various envi-
ronmental sounds intersect and overlap. The chirping of 
birds, the distant sound of human activities, and the natural 
elements all contribute to a layered rhythmic experience, 
further mirroring Lefebvre's idea of how different 
rhythms—natural, human-made, daily routines—intertwine 
and interact in a space. The spatial interaction amongst sonic 
objects in Presque Rien is given additional richness through 
the often-overlooked fact that Presque Rien is one of the 
earliest concréte works composed from field recordings that 
were captured in stereo. [37] The spatial organization of 
these recordings lends an unprecedented realism to the ex-
perience of the work's composed places. 
 Just as Lefebvre was interested in how rhythms structure 
our experience of time (daily routines, cyclical changes of 
seasons, etc.), Ferrari's work captures a temporal progres-
sion. The listener feels the passage of time as day turns to 
night or as a location shifts from calm to bustling. Both 
Lefebvre and Ferrari invite the audience (or reader) to 



become more attuned to their surroundings. Ferrari's work, 
by presenting the environment in a musical context, shifts 
our perception and makes us listen more closely. Similarly, 
Lefebvre's rhythmanalysis is an invitation to perceive the 
world differently—to become sensitive to its rhythms and 
aware of the beauty, complexity and significance of what 
might ordinarily seem mundane or routine. 
 The rhythms of urban environments have proven to be a 
rich source of inspiration for sonic practices outside a more 
mainstream musical one. Sound artist Bill Fontana, for ex-
ample, has regularly foregrounded the rhythms of urban en-
vironments and the natural world in his work. Fontana’s in-
stallations capture and amplify the sounds that typically fade 
into the background of our consciousness – the hum of traf-
fic, the rhythm of a bridge, the whisper of wind through a 
structure. By making these sounds the focal point of an in-
stallation, Fontana elevates the everyday auditory experi-
ence, which Lefebvre would regard as a means of highlight-
ing the importance of everyday life in the production and 
understanding of space. 
 Fontana’s sound sculptures bring to light the temporal and 
rhythmic aspects of a place, revealing patterns and time-
scales that may not ordinarily be attended to. This sonic di-
mension adds depth to the understanding of place, suggest-
ing that the character of an environment is not static but is 
dynamically shaped by its inherent rhythms. In his Desert 
Soundings (2014) vibration sensors were placed deep inside 
the sand dunes of the Abu Dhabi desert to reveal the sounds 
of millions of grains of sand moving and coalescing, [38] 
while in his earlier Harmonic Bridge (2006) the mechanical 
vibrations of London’s Millennium Foot Bridge were cap-
tured with similar sensors placed at various locations along 
the bridge’s infrastructure with the sonic data mapped to a 
spatial array of loudspeakers installed in a gallery space 
within the Turbine Hall of the Tate Modern. [39] Of this 
aestheticization of the everyday, Fontana has stated - “No 
one pays much attention to the sounds we live with every-
day. People walk around with their headphones on, listening 
to music. I have made it a practice to explore how musical 
phenomena exists in the everyday world we live in.” [40] 

Non-Places – Augé 
Marc Augé's theory of "non-places" reflects the homogeni-
zation and anonymity of modern spaces, particularly those 
in contemporary urban environments and travel hubs. Non-
places are defined by their transitory nature, lack of mean-
ingful social interactions, and the feeling of anonymity they 
produce. Augé distinguishes non-places from traditional 
"places" that are imbued with history, culture, and social sig-
nificance, describing them as follows - "If a place can be 
defined as relational, historical and concerned with identity, 
then a space which cannot be defined as relational, or his-
torical, or concerned with identity will be a non-place." [41] 
 Non-places can be found in various forms, such as air-
ports, shopping malls, highways, hotel rooms, and train sta-
tions. Augé argues that these spaces are designed for effi-
ciency, functionality, and mobility, but they often lack a 

sense of belonging or a deeper connection between individ-
uals and their surroundings. 
 Augé's theory of non-places highlights the alienating as-
pects of contemporary society, where individuals often 
move through spaces without meaningful engagement with 
others or the environment. He suggests that non-places rep-
resent a paradox of supermodernity: while they facilitate the 
rapid movement and exchange of people and goods, they 
also contribute to a sense of dislocation and the loss of a 
rooted, cultural identity. By contrasting these non-places 
with traditional, meaningful "places," Augé invites us to re-
flect on the impact of supermodernity on our sense of iden-
tity, belonging, and the way we experience the spaces 
around us. 
 Augé’s framework provides a particularly helpful lens 
through which to view musical works designed to be real-
ized or performed over networks. Such networks are inher-
ently non-physical and disconnected from traditional physi-
cal spaces, promoting an interaction that is not necessarily 
predicated on personal connection or geographical proxim-
ity. The transcendence of traditional geographical and phys-
ical boundaries promotes a global interconnectedness which 
is often a hall mark of non-places.  
 Max Neuhaus’s Public Supply (1966) and Radio Net 
(1977) foreground many of the defining characteristics of 
non-places. Both works were designed to be realized over 
radio networks, where incoming telephone calls from listen-
ers were mixed by Neuhaus during performance, to create a 
rich musical dialogue connecting disparate places through 
voice. The non-places in which Public Supply and Radio Net 
are situated is transformed into what Augé terms a “place of 
interest” through the creation of a new kind of social space 
where previously there was none. The transient nature of the 
non-place is thus confronted by the engagement and inter-
action that happens within the musical and sonic context of 
the work. 
 The aestheticization of non-places is also a key feature of 
the work of Robin Rimbaud (aka Scanner), and especially 
those works of his from the early 1990s from which his alias 
derives. Utilizing a scanner to intercept and incorporate live, 
unfiltered telephone conversations as musical material, the 
mundane chatter of unsuspecting individuals became aes-
thetically foregrounded. These works interrogate the medi-
ated conditions of modern life where personal boundaries 
and public spaces are increasingly blurred. By recontextual-
izing the sounds of everyday life and integrating them into 
his art, Scanner encourages a reconsideration of what would 
be considered everyday non-places. This recontextualiza-
tion lends an aesthetic significance and uniqueness to other-
wise homogenous spaces.   
 Stanza's Soundcities (2021) project involves the collec-
tion and mapping of sounds from cities around the world. 
Users can interact with a database of city sounds and com-
pose their own soundscapes using these auditory elements, 
see Figure 5. Soundcities adds a layer of relational and his-
torical context to the experience of a city by enabling one to 
engage with its unique auditory environment. The sounds of 
a city — from its street vendors to the church bells — are 



imbued with the history and culture of the place, transform-
ing "non-place" into a "place" by providing a sense of iden-
tity and history. By archiving and presenting the sounds that 
are characteristic of different cities, Soundcities allows indi-
viduals to experience and relate to places they may not have 
physically visited. This sensory engagement can help form 
or deepen a person's identity in relation to those places, mak-
ing them more than just spaces but significant locations that 
hold meaning. The interactive element of Soundcities invites 
users to become active participants in the construction and 
interpretation of an urban environment, aligning with Augé's 
views on the importance of interactivity in the construction 
of meaningful spaces.  
 

 
Figure 5. The web interface for Stanza’s Soundcities project which 
invites participants to listen to the sounds of cities around the world 
and to compose their own urban soundscapes.  
 
 The situation of musical works and performances in the 
non-places of networked space invites interaction and fos-
ters a sense of community and engagement that can turn 
such places into relational space filled with human connec-
tions. Unlike the spatial frameworks of Bachelard, Deleuze 
and Guattari, and Lefebvre, the nature of the space itself is 
radically transformed through the aesthetic work situated 
within its bounds. 

An Aesthetic Reframing of Place 
While the preceding outline of four theories of space and 
place endeavored to illustrate how each of these frameworks 
provides helpful insight into their aesthetic translation in 
various musical and sonic art works, the converse question 
regarding how our understanding of place is enhanced 
through aesthetic expression remains. How might, for exam-
ple, our understanding of urban environments be enhanced 
through a deep engagement with Ferrari’s Presque Rien? 
How might our relationship with urban parks be transformed 

through a nomadic journey through soundscape of Ellen 
Reid’s SOUNDWALK? 
 Heidegger provides a helpful way to approach the ques-
tion. In "The Origin of the Work of Art," he claims that the 
essence of art is truth setting itself to work. [42] For 
Heidegger, art has the power to disclose or unveil the world 
and its truth in profound ways. This means that our engage-
ment with art can reveal the essence of a place in ways that 
might be hidden or obscured in everyday experiences. While 
musical expression is not Heidegger’s primary focus, his 
theoretical project is nevertheless broadly applicable in a 
musical context. 
 The reframing of our understanding of place through the 
aesthetic experience is, of course, intimately connected with 
music and sound’s ability to evoke memories and experi-
ences of places visited or places which might otherwise be 
meaningful to us. The translation of such spatial experiences 
into places is, of course, reinforced through repetition and 
the entrenchment of relationships that are made more robust 
over time. These spatial rhythms [43] are the cornerstone of 
Lefebvre's rhythmanalysis and help structure our experi-
ences and provide a sense of order and continuity. Indeed, 
the topophilia that Bachelard writes of and intimacy itself is 
predicated on such spatial rhythms and their concomitant re-
lationships which are sustained over time. 
 The extent to which technology can restructure spatial ex-
periences and provide new ways of thinking about space and 
place is thus of especial interest and here the relationship 
between embodiment and our understanding of place would 
seem to be of critical importance - our relationship with 
place is, after all, fundamentally mediated through the body. 
Indeed, Dylan Trigger argues that our experience of place is 
essentially an embodied experience of the world – “…the 
body is the vehicle of expression for a relation with the 
world, thus the life of the city fundamentally manifests in 
the nuances of the bodily self.” [44] The argument is echoed 
by Don Ihde, the noted phenomenologist of sound, who con-
tends that listening is an inherently intimate experience that 
brings us closer to the world and helps us to form connec-
tions with place, [45] carrying with it a sense of rhythm, 
pace, continuity, and sequence that our other bodily senses 
do not possess. 
 The ability of technology to extend the capacity of the 
body profoundly reshapes and deepens our understanding of 
place. Indeed, the relationship between embodiment, tech-
nology, and questions of place runs as a common thread 
through all the creative works discussed in the previous sec-
tion of this paper, irrespective of which theoretical lens each 
of these works is viewed through. Topophilic relationships 
are fundamentally recast through the ability of technology 
to extend the sensory precision of the body and reveal the 
microlevel details of intimate spaces, while the virtual 
worlds created in the work of arts collectives like Marsh-
mallow Laser Feast provide ways to perceive the world 
through different bodies and indeed through difference sen-
sory modalities. [46, 47] Ecologist and philosopher David 
Abram argues that such technologies, while often seen as 
distancing us from the natural world, can also be harnessed 



to rekindle our embodied experience of place, [48] reawak-
ening our senses, enabling us to engage with place in a more 
profound and ecologically attuned manner.  
 For Donna Haraway, the ability of technology to augment 
the body's capacities provides new ways of interacting with 
place. [49] Haraway's vision of the cyborg challenges con-
ventional boundaries between human and machine, empha-
sizing how technology can extend our sensory and physical 
abilities. By transcending traditional notions of embodi-
ment, she suggests that we can engage with place in uncon-
ventional and transformative ways, opening possibilities for 
experiencing the world through a blend of human and tech-
nological senses. Locative technologies, for example, offer 
new ways of relating bodily presence and nomadic move-
ment to geospatial locations while the infrastructure of net-
works themselves help transcend the spatial separation of 
bodies, and thematize the non-places in which these disem-
bodied relationships are situated. In all these ways, technol-
ogy has offered the ability to move beyond simple denota-
tive explorations of place and toward and a more fundamen-
tal understanding of the human experience. 

Summary 
This paper has endeavored to show how technology such as 
binaural and stereo recordings, amplification and sonifica-
tion, haptics, locative media, and virtual and augmented re-
ality platforms have provided new ways of aestheticizing 
place beyond traditional compositional techniques such as 
melodic quotation or orchestration. Four influential theoret-
ical frameworks were described each of which was used as 
a means of providing a helpful lens through which the aes-
theticization of place in various musical and sonic art works 
could be better contextualized. This investigation revealed 
that the relationship of the body to place was of central im-
portance and one in which technology can reframe in excit-
ing new ways, providing unique opportunities to explore, 
perhaps somewhat ironically, what are ultimately funda-
mentally human questions.

References  
[1] Ottorino Respighi, Fontane di Roma, Pini di Roma, Feste Rom-
ane (Amsterdam Hal Leonard, 2016), 70. 
[2] Arman Schwartz, “Don’t Choose the Nightingale: Timbre, In-
dex, and Birdsong in Respighi’s Pini di Roma,” in The Oxford 
Handbook of Timbre, ed. Emily I. Dolan and Alexander Reading 
(Oxford: Oxford University Press, 2018), 433-463. 
[3] Roger Scruton, The Aesthetics of Music (Oxford: Oxford Uni-
versity Press, 1999). 
[4] Theodor Adorno, Aesthetic Theory, trans. Robert Hullot-
Kentor (Minneapolis: University of Minnesota Press, 1997). 
[5] Max Neuhaus, “The Broadcast Works: Public Supply,” ac-
cessed September 20, 2023, https://www.kunstradio.at/ZEIT-
GLEICH/CATALOG/ENGLISH/neuhaus2a-e.html 
[6] Edward S. Casey, The Fate of Place: A Philosophical History 
(Berkeley: University of California Press, 1997). 
[7] Jeff Malpas, Place and Experience – A Philosophical Topog-
raphy (New York: Routledge, 2018). 
[8] Yi-Fu Tuan, Space and Place – The Perspective of Experience 
(Minneapolis: University of Minnesota Press, 1977). 
[9] James Ash and Paul Simpson, “Geography and post-phenome-
nology,” Progress in Human Geography 40(1), (2014). 
https://doi.org/10.1177/0309132514544806 
[10] Maurice Merleau-Ponty, The Phenomenology of Perception, 
trans. Donald A. Landes (New York: Routledge, 2012). 
[11] Edmund Husserl, The Crisis of European Sciences and Tran-
scendental Phenomenology, trans. David Carr (Chicago: North-
western University Press, 1970).  
[12] Martin Heidegger, Being and Time, trans. John Macquarrie 
and Edward Robinson (New York: Harper & Row, 1962). 
[13] Martin Heidegger, “Building, Dwelling, Thinking,” in Poetry, 
Language, Thought, trans. Albert Hofstadter (New York: Harper 
& Row, 1971), 155. 

[14] Michel Foucault, “Of Other Space: Utopias and Heteroto-
pias,” Diacritics 16(1), (1986): 22-27. 
[15] Henri Lefebvre, Everyday Life in the Modern World, trans. 
Sacha Rabinovitch (London: Routledge, 2024). 
[16] Dylan Trigger, The Memory of Place – A Phenomenology of 
the Uncanny (Athens, OH: Ohio University Press, 2012). 
[17] Edward S. Casey, Remembering: A Phenomenological Study, 
2nd Ed. (Bloomington: Indiana University Press, 2009). 
[18] Gaston Bachelard, The Poetics of Space, trans. Maria Jolas 
(Boston: Beacon Press, 1994), xxxvi. 
[19] Gaston Bachelard, The Poetics of Space, 8. 
[20] Gaston Bachelard, The Poetics of Space, 68. 
[21] David W. Bernstein, “John Cage’s Cartridge Music (1960): 
‘A Galaxy Reconfigured’,” Contemporary Music Review 33(5-6), 
(2014): 556-569. 
[22] Marie-Pierre Lassus, “Gaston Bachelard’s Sound Environ-
ments – Towards an Aesthetics of Energy,” Bachelard Studies, No. 
01, accessed October 2, 2023, https://mimesisjour-
nals.com/ojs/plugins/1-23-ENG.pdf 
[23] Helen Manchester et al, Tangible Memories Project, accessed 
September 12, 2023, https://tangible-memories.com/projects/ob-
jectsofescape/ 
[24] Chloe Lee, Temporal World, accessed September 12, 2023, 
https://www.temporalworld.art/ 
[25] Gilles Deleuze & Felix Guattari, A Thousand Plateaus, trans. 
Brian Massumi (Minneapolis: The University of Minnesota Press, 
1987. 
[26] Karen O’Rourke, Walking and Mapping: Artists as Cartogra-
phers, (Cambridge, MA: MIT Press, 2013). 
[27] Annet Dekker, “New Ways of Seeing: Artistic Usage of Loc-
ative Media,” UC Irvine: Digital Arts and Culture 2009. Accessed 
October 2, 2003. https://escholarship.org/uc/item/64w0d7tz 
[28] Marshmallow Laser Feast, “Treehugger Wawona (2017)”, ac-
cessed October 1, 2023, http://www.treehuggervr.com/ 



[29] David Kim-Boyle, “3D Notations and the Immersive Score,” 
Leonardo Music Journal, Vol. 27, (2019). 
[30] Henri Lefebvre, The Production of Space, trans. Donald Ni-
cholson-Smith (Oxford: Blackwell, 1991). 
[31] Henri Lefebvre, Rhythmanalysis, trans. Stuart Elden and Ger-
ald Moore (London: Bloomsbury, 2017). 
[32] Gaston Bachelard, The Psychoanalysis of Fire, (Boston: Bea-
con Press, 1964). 
[33] Henri Lefebvre, Rhythmanalysis, 25. 
[34] R. Murray Schafer, The Soundscape: Our Sonic Environment 
and the Tuning of the World, (Knopf: New York, 1977)). 
[35] Michel de Certeau, The Practice of Everyday Life, 3rd Edition, 
trans. Steven Rendall (Berkeley: University of California Press, 
2011). 
[36] Raoul Vaneigem, The Revolution of Everyday Life, trans. 
Donald Nicholson-Smith (London: Rebel Press, 2011). 
[37] Brigitte Robindoré and Luc Ferrari, "Luc Ferrari: Interview 
with an Intimate Iconoclast," Computer Music Journal 22(3), 
(1998): 8-16. 
[38] Afshan Ahmed, “Bill Fontana on making the sand sing,” The 
National, March 17, 2014, accessed September 15, 2023,  
https://www.thenationalnews.com/arts-culture/art/bill-fontana-on-
making-the-sand-sing-1.309447 
[39] Bill Fontana, accessed September 17, 2023, https://resound-
ings.org/Pages/Harmonic_Bridge1.htm 
[40] Afshan Ahmed, “Bill Fontana on making the sand sing.” 
[41] Marc Augé, Non-Places: Introduction to an Anthropology of 
Supermodernity, trans. John Howe, (Verso: London, 1995), 77-78. 
[42] Martin Heidegger, “The Origin of the Work of Art,” in Poetry, 
Language, Thought, trans. Albert Hofstadter (New York: Harper 
& Row, 1971). 
[43] Henri Lefebvre, The Production of Space.  
[44] Dylan Trigger, The Memory of Place – A Phenomenology of 
the Uncanny, 5. 
[45] Don Ihde, Listening and Voice (Albany: SUNY Press, 2007). 
[46] Andrea Won, Jeremy Bailenson, Jimmy Lee, Jaron Lanier, 
"Homuncular Flexibility in Virtual Reality," Journal of Computer-
Mediated Communication, 20, (2015). doi.org/10.1111/jcc4.12107  
[47] Mel Slater, Bernhard Spanlang, Maria V. Sanchez-Vives, and 
Olaf Blanke, "First Person Experience of Body Transfer in Virtual 
Reality," PLos One, 5(5), (2010). doi.org/10.1371/jour-
nal.pone.0010564 
[48] David Abram, The Spell of the Sensuous (New York: Pan-
theon Press, 1996). 
[49] Donna Haraway, "A Cyborg Manifesto: Science, Technology, 
and Socialist-Feminism in the Late Twentieth Century," in Simi-
ans, Cyborgs, and Women: The Reinvention of Nature (London: 
Routledge, 1991). 
 

Bibliography 
David Abram, The Spell of the Sensuous (New York: Pantheon 

Press, 1996). 
Theodor Adorno, Aesthetic Theory, trans. Robert Hullot-Kentor 

(Minneapolis: University of Minnesota Press, 1997). 

James Ash and Paul Simpson, “Geography and post-phenomenol-
ogy,” Progress in Human Geography 40(1), (2014). 
https://doi.org/10.1177/0309132514544806 

Marc Augé, Non-Places: Introduction to an Anthropology of Su-
permodernity, trans. John Howe, (Verso: London, 1995). 

Gaston Bachelard, The Poetics of Space, trans. Maria Jolas (Bos-
ton: Beacon Press, 1994). 

Claire Bishop, Artificial Hells: Participatory Art and the Politics 
of Spectatorship (Verso: London, 2012). 

Nicolas Bourriaud, Relational Aesthetics, trans. Simon Pleasance 
and Fronza Woods (Le presses du réel: Paris, 2002). 

Edward S. Casey, The Fate of Place: A Philosophical History 
(Berkeley: University of California Press, 1997). 

Edward S. Casey, Remembering: A Phenomenological Study, 2nd 
Ed. (Bloomington: Indiana University Press, 2009). 

Michel de Certeau, The Practice of Everyday Life, 3rd Edition, 
trans. Steven Rendall (Berkeley: University of California Press, 
2011). 

Erik M. Champion, Rethinking Virtual Places, (Bloomington, IN: 
Indiana University Press, 2021. 

Gilles Deleuze & Felix Guattari, A Thousand Plateaus, trans. Brian 
Massumi (Minneapolis: The University of Minnesota Press, 
1987. 

Donna Haraway, "A Cyborg Manifesto: Science, Technology, and 
Socialist-Feminism in the Late Twentieth Century," in Simians, 
Cyborgs, and Women: The Reinvention of Nature (London: 
Routledge, 1991).Martin Heidegger, Being and Time, trans. John 
Macquarrie and Edward Robinson (New York: Harper & Row, 
1962).  

Martin Heidegger, “Building, Dwelling, Thinking,” in Poetry, 
Language, Thought, trans. Albert Hofstadter (New York: Harper 
& Row, 1971). 

Edmund Husserl, The Crisis of European Sciences and Transcen-
dental Phenomenology, trans. David Carr (Chicago: Northwest-
ern University Press, 1970). 

Don Ihde, Listening and Voice (Albany: SUNY Press, 2007). 
Marie-Pierre Lassus, “Gaston Bachelard’s Sound Environments – 

Towards an Aesthetics of Energy,” Bachelard Studies, No. 01, 
accessed October 2, 2023, https://mimesisjour-
nals.com/ojs/plugins/1-23-ENG.pdf 

Henri Lefebvre, The Production of Space, trans. Donald Nichol-
son-Smith (Oxford: Blackwell, 1991). 

Henri Lefebvre, Everyday Life in the Modern World, trans. Sacha 
Rabinovitch (London: Routledge, 2024). 

Jeff Malpas, Place and Experience – A Philosophical Topography 
(New York: Routledge, 2018). 

Jeff Malpas, Heidegger and the Thinking of Place: Explorations in 
the Topology of Being (Cambridge, MA: MIT Press, 2017). 

Maurice Merleau-Ponty, The Phenomenology of Perception, trans. 
Donald A. Landes (New York: Routledge, 2012). 

Edward Relph, Place and Placelessness (London: Sage Publica-
tions, 2008). 

Roger Scruton, The Aesthetics of Music (Oxford: Oxford Univer-
sity Press, 1999). 

R. Murray Schafer, The Soundscape: Our Sonic Environment and 
the Tuning of the World, (Knopf: New York, 1977)). 

Dylan Trigger, The Memory of Place – A Phenomenology of the 
Uncanny (Athens, OH: Ohio University Press, 2012). 



Yi-Fu Tuan, Space and Place – The Perspective of Experience 
(Minneapolis: University of Minnesota Press, 1977). 

Yi-Fu Tuan, Humanist Geography: An Individual's Search for 
Meaning (Madison, WN: University of Wisconsin Press, 2012). 

Raoul Vaneigem, The Revolution of Everyday Life, trans. Donald 
Nicholson-Smith (London: Rebel Press, 2011). 

 

Author Biography 
David Kim-Boyle is an Australian composer and researcher whose 
creative practice explores the creative affordances of non-linear 
processes through their visualization in real-time, generative 
graphic scores. His recent research has focused on musical appli-
cations of AR/VR and the immersive visualization of complex, in-
teractive data sets for musical performance. Recent projects have 
included work for the ELISION ensemble with a 3D holographic 
score displayed on the Microsoft HoloLens, and a VR work for the 
Neue Vocalsolisten Stuttgart, premiered in 2022, featuring an im-
mersive score generated from Instagram data. His research has 
been regularly presented in leading forums for new music technol-
ogy research including the International Computer Music Confer-
ence, the Digital Audio FX Conference, SMC, TENOR, JIM, and 
NIME and published in journals such as Contemporary Music Re-
view, Organised Sound, Leonardo Music Journal, Tempo, and Dig-
ital Creativity. He has been a guest artist at some of the world's 
leading computer music research facilities including ZKM (Karls-
ruhe), SARC (Belfast), STEIM (Amsterdam), and IRCAM (Paris) 
and is currently the Technology Manager at the Sydney Conserva-
torium of Music (The University of Sydney). 
 
 

 


