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Abstract: As a result of the invention and marketing of sound recording and 

reproduction devices, cities have become a tangle of mechanical, electrical and 

electronic sounds. The territory which has always been conceived to gather was 

impacted by a mechanisation and an electrification which has reached the streets and 

the houses, bringing sound masses which were not audible in a pre-phonographic age. 

With the «Aural Experience» project, territory must present itself as a set of places 

promoted by the sound’s ability to build relations and kinship. The city can now be 

heard and observed by using the digital media we have available, and with this action 

we can foster an empathetic relation of the subject with what is urban, as well as 

solutions for its environmental sustainability. 
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1. An Origin 

 

“At first my observations took an abstract and generalizing turn. I looked at the passengers in 

masses, and thought of them in their aggregate relations. Soon, however, I descended to 

details, and regarded with minute interest the innumerable varieties of figure, dress, air, gait, 

visage, and expression of countenance.” 

(Edgar Allan Poe, The Man of the Crowd, 1842)  

 

If sound has become a mental «thing» it is only natural that daily life should have 

expressed an interest in the devices and media of sound production. And here we 

include not only the media developed for the re-production of sound, but also the 

equipment which, for its exogenous energy, outside the human body, has brought to 

the territory the sounds of its activity. Returning to reality is not merely a new reverse 

interpretation of the concept (assuming it as dissolved in images); this journey is also 

an ascertainment of the possibilities sound may open up, or not, to a sensory culture 

which emerged more intensely from the Pop culture of 20 th century, but not only from 

this. 

In «The Man of the Crowd» (Poe, 1842) the writer informs us about a strange life in the 

city, which was different from before. The city had electrified not only the brain, but 

movement as well. The problem of the linearity between one cause and one 

predictable effect, or between a decision and a fate, had fallen apart. In the mid-19th 

century, the urban environment, still at a time when the opposition with the rural 

environment was accepted, began to comprehend different «ways of life» and no 

longer just social classes. And this way of life depended to a large extent, not on what 

one wanted to do, but rather on a new use of time and space. Places were united by 
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the wandering of passers-by. From one point to the other, man emerges in a new time 

and in the awareness that there is a novelty at every moment, in trade, in the services 

or even in the urban space of the city. The body was slowly electrifying, and in this 

context walking became a way of, not just knowing the territory, but also receiving, in a 

body in disarray, that energy which came from every place and from the crowd itself. In 

this regard, what the senses were beginning to forge was a man who felt fragmented 

and in whom every fragment, like a sense, received in many ways the life of the city 

and a new culture, as a result of the mechanization and electrification of the activities. 

The city surrounded by walls, which distinguished it from the field and the villages, 

began, with the Industrial Revolution, to behave, it too, like a body that wants to 

increasingly occupy more territory, organize itself beyond its limits, superimposing itself 

on a landscape which, until then, had been nature. And, at that time, it was particularly 

the eye, that sense of geometry, which gave it the shape it would keep until well into 

the 20th century. Urban planning forgot part of where that territory came from, the field, 

and created new landscapes for the use and displacement of the crowds which in 

increasingly larger numbers thronged in their limits or burst into the urban fabric.  

The city opened up to a rurality which had always been alien to it. And in this pre-

phonographic age, when sound had not yet gained the distance of speculation, which 

would be achieved by the media of sound recording and (re)production, the sound 

signals were warnings, information or the noise of life in the making. However, with the 

invention of those media, from the telegraph to home reproduction devices, something 

would dramatically change not just man’s empathy for the city but, especially, ways of 

life in it. Whereas the sound media scattered distances and spaces, and the home 

devices brought inside the house and the shops the voice without body or the show 

without venue, the city became a fragmented object, sometimes subject, which had to 

be understood in other epistemological dimensions.  

The great sound masses which made up the city multiplied (Picker, Vitorian 

Soundscapes, 2003), from mechanical musical instruments to phonography. In the first 

two decades of the 20th century the home became a space where concert halls were 

prolonged, and the city streets showed their aptitude for a babel-like muddle and 

implosion followed by reconstruction. The subjects understood that they had to be 

multiple to circulate in it, as well as multiple in the approaches to their home. Sound 

devices brought the collective to the individual or the familiar, and developed the 

human capacity (already inscribed in literacy, and in the voice) for phantasmagoria and 

the spectre.  

And outside, the sound signals which localized and regulated community behaviour 

were being forgotten, slowly, not only because there were media substitutes but also 

because the sound mass became intense, ambiguous and an obstacle to the 

propagation of some natural sounds: «While their ears functioned physically as ours 

do, their experience of sound was different because their auditory and cultural 

environment and their psychology were different»1.  

As Musil tells us at the beginning of his «The Man without Qualities», «Hundreds of 

noises wove themselves into a wiry texture of sound with barbs protruding here and 

there, smart edges running along it and subsiding again, with clear notes splintering off 

and dissipating.» And he adds: «it was a fine day of August 1913». This is also the 

                                                             
1 Garrioch, D. (2003). «Sounds of the city: the soundscape of early modern European towns» in 

Urban History, 30, 1 (5-25). 
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year L’Arte dei Rumori, by Russolo, was published, and it also marked the beginning of 

instability in Europe. The cities would be electrified, as well as houses, thus becoming 

enormous metropolis calling for the fields to be abandoned and people to come to a 

more cosmopolitan life, one of well-being. With this change and due to what sound 

films incorporated in the 1920s2 there are questions we must ask: what is the sound of 

a city? Can we observe these changes from what we recorded in the past and listen to 

in the present? How can sound emerge as an element of empathy for the city, fostering 

kinship and solutions?  

 

2. The Sound of the City 

The sound of the city is, in its inception, identical in every place. What distinguishes it, 

from city to city, from place to place, is its geography and population, including here the 

technology used by the inhabitants. As phenomenon and quality in the making, it is the 

movement of the objects and the beings on the surface of the planet that makes the 

sounds characteristic, or not, of a specific space. This means that the overpopulation of 

the great metropoles produces distinct soundscapes, not just in their number, but also 

in distinct geographies, territories and technological usages.  

We can then say that each city (place) has its sound marks distributed by different 

neighbourhoods, which are sometimes alike, other times completely dissimilar. This 

means that, by physically gathering the different recorded (or memorized) sounds in 

different parts of the city, we can speak of a sound brand which is identity-related, and 

which separates Lisbon from Berlin. This sound identity is the primary cause of the 

birth and development of an ancestral or contemporary music, from fado to electronic 

music or from rock to hip-hop. Just as the neighbourhoods and what one hears there 

have changed, so the traditional or modern music of a city changed with the 

development of the city itself.  

The behaviour of citizens is «plastic», becoming involved in changes from the sounds 

they listen to and the reproduction technology they use for listening3. Thus, we can say 

that being immersed in sound and being producers of sound affects our relationship 

with the city and with place, albeit unintentionally, since we lack the distance and the 

perspective present in the image object. We are «in loco» and submerged in the 

                                                             
2 The media to record sound and reproduce their contents have turned recorded sounds into 
objects of intent listening. What went unnoticed before, since these elements were immersed in 
the environment, became at that time new soundscapes to listen to and compare. Moreover, 
our sound matrix has been reconstructed by these sounds, through a process of elimination, 
substitution or inclusion. Today the sound matrix is what allows us, without a source, to 
recognise a sound, be it natural, human or derived from a technological medium such as the 
audio-visual medium. 
3
 To illustrate: the Walkman, at the beginning, and the IPod/smartphone today, may be 

considered elements of our culture due to the associated «social practices» which expand their 
value and cultural sense (Gay, 2013: 12). All the social practices associated to these devices 
(we could also include the gramophone, radio or television) imply changes and a break with old 
community behaviour patterns. On the other hand, associated gestures (in the body-device 
relationship) and body movements produce new connections and habits «unknown» before the 
intensive use of the mobile listening device. What we understand as «collective 
representations» since Émile Durkheim, and of a living being fit for city life (Aristotle, Politics) 
have been changing, in particular, since the increase in mediators (communication and 
dissemination media) among individuals in a community. The notion of social being, reality and 
community are in a process of decomposition or dissolution which may involve materialities. The 
sound foundation in its transistorized forms has contributed towards this. 



4 
 

elements which constitute space, including urban planning and architecture, due to 

sound. 

«As with all sensory aspects of architecture, cultural values and social functions 

determine the experiential consequences of spatial attributes. In different social 

settings, the same acoustic features have different meanings, which then influence the 

mood and behavior of the people in those settings» (Blesser, 2009: 3).  

For living beings, since their conception, the skin and the ear (an organ which carries 

inside the head the skin and the bones the body is made of) are the way a body has to 

locate itself in space and time. What we feel regarding a particular place is the effect of 

the resonance and the percussion of that place which, as benefit, «lives off» the body 

through the skin and the ear. The city arose first for the community, for its constitution, 

but it was from the body and perception that it evolved. What the city is today has 

blurred what was present at its birth, while keeping that old desire for the total fulfilment 

of the human body, that which, without intent, is always present at the event. 

The body-in-the-making is always a «sum», an in situ reconstruction. Now, the city 

being flooded by the elements already perceived in the 19 th century, by the sound of 

the industry and the technique and the voice of the crowds, all this increases the 

«unnerving of the body» from social life (Simmel, 1903), hence increasing its 

contamination, usually as the result of a communicating and very distracted sensorium 

as is the action of the listener. As Nancy tells us (Corpus, 2008: 134) «a body is a 

tonus» in permanent tension, a simile also made by Heidegger in his choice of the 

word «Stimmung», for the tuning and «accord» of the being with the world4. In general, 

the audible body is the perfect example of the continuous passage we are subject to. 

 

3. The Reflection of the Past in the Present 

As epistemological object, sound has raised problems that require urgent 

circumscription so as to make the way we reflect on today’s sound legible. Indeed, 

being an event that has risen to the status of object by recording and reproduction 

technologies, it lacks the features of the materiality that composes space. What is 

visual endures for analysis and speculation, wishing to eliminate the error so as to build 

certainties upon these objects. As a matter of fact, the temporary suspension of the 

object enables sight to acquire a founding knowledge5. However, the production and 

propagation of sound, between its source and our ear, has characteristics that are 

primary to the phenomenon and cannot be judged, since it was in this way we judged 

what is qualitative and substantial. What is propagated in space and reverberates is 

affected by the spatial occupation of its path. Thus, we may speak of objects that, 

                                                             
4 If the experience of being is not a static one (ontologic), but rather processual (being-in-time), 

then the definition of existence as ‘Durchstimmung’ (Heidegger) recalls sonic resonance. The 
German word ‘Stimmung’ relates both to the voice (‘die Stimme’) and to the tuning (‘das 
Stimmen’) of an instrument – constituting sonic media temporality. ‘Being’ is defined by 
Heidegger as the experience of finality as such. (Ernst, Wolfgang. (2016). Sonic Time 
Machines, Amsterdam: Amsterdam University Press, p.37). On this issue, see also: Leo Spitzer, 
Leo, (1963). Classical and Christian Ideas of World Harmony, John Hopkins University Press, 
cited by Agamben. (2014). «Vocação e Voz» in A Potência do Pensamento, Lisboa: Relógio 
d’Água, pp.73-64. And Heidegger, M. (1996). Being and Time, New York: State University of 
New York Press, p.125; Heidegger, M. (1995). The Fundamental Concepts of Metaphysics, 
Bloomington: Indiana University Press, p. 67. 
5
 It was perhaps for this reason that Heraclitus stated in his fragment 101a: «For the eyes are 

more exact witnesses than the ears.» 
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although under the influence of the laws of physics, preserve a qualitative structure in a 

specific period of time, while others, maintaining part of their spectrum, react and 

change part of their features such as duration and their volume, as a result of the effect 

of the environment. We speak here of sound objects. 

Once this distinction has been accepted, implicit or explicit sound can be an 

epistemological element from which one understands, through it, changes in the 

environment which impact its inhabitants, for better or for worse. On the other hand, the 

citizen’s production, especially in the use of technological media of sound production, is 

also an important part of the characterization of the urban soundscape and identifies a 

particular acoustic territory. Being «skin», the body has in the audible space its manner 

of meeting the world and, through it, makes in it its home and habitat. Without hearing, 

whether due to illness or disability, we always suffer from an «ontological orphan-

ness». 

If «Sound, then, is a substance of the world as well as a basic part of how people frame 

their knowledge about the world» (Novak, 2015: 2), a correlation generated by the 

body, then the way the city takes root and endures generates sound flows that are 

important to understand not only urban culture but also, above all, the inner relation of 

the subject with the inhabited landscape. This correlation has given rise to countless 

academic fields that have arisen in the last years: acoustic ecology, acoustemology, 

sound anthropology and archeology, etc.  

So that the analysis of the acoustic space would not be interrupted by the time linearity 

and by the dissolution and demise of the sound wave, the media developed since the 

19th century have contributed to the creation of an important archive for the later 

representation of that acoustic space and its transformations. Under the empire of a 

portable mediator, permanently listening to or recording the city’s sound time, «media 

studies has deepened understandings of the role sound plays in formations of social 

difference (Novack, 2015: 7). In the early decades of the 20th century, there was the 

need to record what, from the outset, was in its disappearing stage (such as the 

communities without literacy of the different continents), thus forming an ethnographic 

archive of the difference from the western culture. However, from the 1970s onwards 

(with the important contribution of Murray Schafer and the scientists associated with his 

project), sound studies began to use recording and reproduction devices as a new 

«look» upon the inhabitant of a territory in a state of listening. Which, moreover, 

already different devices and perspectives had begun to do with the notion of 

landscape, explored by visual culture, as we will see below. 

 

4. The soundscape 

The phrase «paisagem sonora» (soundscape) spread through all the Latin languages 

from translations of R. Murray Schafer’s work The Tuning of the World (1977). And this 

dissemination helped not only create a semantics for this compound noun but also 

bring to various fields - from philosophy to ecology - methodologies and, above all, new 

ways of listening to the environment and «peeling it off» in sound levels and types, 

whether it belonged to its natural and human heritage, or not. 

The soundscape that Schafer and other researchers helped redefine in the World 

Soundscape Project6, at the Simon Fraser University, from the 1960s onwards, 

                                                             
6 On his website, Barry Truax helps to provide a definition, use and context for the term 
«soundscape»: http://www.sfu.ca/~truax/soundscape.html. 
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combined with sound studies after the rise of radio and its phantasmatic power in the 

1920, when cinema was silent, synchronization rudimentary and a sound narrative 

could do much for the cinema of the future. Thus, what we hear is a compound which is 

constantly gaining new dimensions as a result of life, of the materiality and the vibration 

on the surface of the Earth. Harmonic or discordant, more or less noisy, sound is 

always a shelter with us inside it, and any lack thereof upsets how the body 

reconstructs, in space and time, its stability, density and habitat.  

The soundscape is not a materiality which can be «suspended» and analysed as 

externality; it is, at its point of origin and end, the set of the sounds and the trail of the 

territory, of the objects and the bodies7. For these reasons, only phonography 

eventually allowed us to emphasize its importance, not because we were then able to 

record sounds, but because we were then able to «see» them and interpret them 

repeatedly, forming, for a soundscape, different layers which are the effect of life and 

work on diverse materialities, places and times. Only recording enables us to compare, 

create degrees of kinship, or of dissimilarity, in the acoustic space. Technology 

ultimately proposes to us that we feel sound like any hybrid (by its spatial and time 

origin as well as distinct material) which is born at every moment: what the eyes dissect 

in nature and carry to a representation is also done by our hearing. But sound being a 

multiple which is subtracted to visual units, the recording and production technologies 

have also enabled us to establish the sound lines in growth and in decay faster. We 

call these lines invisible sound masses, by reference to the new techniques of sound 

handling and production. 

Because there is a semantic «prison» for the word «soundscape» in every language, 

since in its origin lies the word «landscape», it is important here to chart the 

development of the notion of landscape, especially distinctive from the 18th century 

onwards, so that no misunderstanding remains in us which still prevails when we refer 

to a framework incapable of providing «materiality» to something invisible which is 

sound, and for this reason this expression should not be associated with just any kind 

of phenomenon or action, or better yet, a nature of the sound territory. 

The starting point should be Tim Ingold’s paper (Against Soundscape, 2007). This 

paper was key not only for its phenomenological and semantic stance but also because 

it forced defenders or opposers of that term to form a theory and a practice for the 

«soundscape»8, diverging from or converging towards different studies and uses, thus 

becoming an operative concept which would, in years to come, matter to language but 

also to functions. This study also aims to draw us closer to that concept, since social 

change and behaviour, particularly as a result of technique and technology, enable us 

to better face and frame it in the present. 

What seems problematic in the notion under analysis is the use of the word 

«landscape» which from the start has been coupled with a visual capture of a specific 

reality in a particular time. Landscape is what is seen, not reality, since it is a 

construction of the sense of sight but for which also other senses contribute as do 

perception structures coupled with an individual or collective culture. As object, it is in 

their features that its phenomenological interest lies, since, disconnected from space 

                                                             
7 « From the materiality of animal guts to the inaudible movements of the celestial spheres, 

materiality is embedded in sound», Dyson, Frances, (2014), The Tone of Our Times, Mass.: 
MIT, pg. 34.  
8
 In the bibliography, a set of authors, works and texts will be highlighted which are crucial to 

understand the diversity of practices and conceptions of the notion of «soundscape».  
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and time, by a reproduction or virtuality, it is possible to hear its birth and maturity. This 

means, and let us take as example painting, photography and cinema, that 

reproductions, whether technical or not, foster the construction of «framed» realities in 

accordance with layouts which are not conjugated in exterior centres other than our 

faculties, organizing perspectives, layers and linearities. Otherwise, we would have no 

artistic or technical representation of reality but rather a collation of the human to the 

materialities which, in their natural and artificial relations, promote the landscape. Since 

this is possible, in the present human separation from the world, we will never know 

what a landscape in its purity, outside the human gaze, actually is.  

We also know that the transition from painting to the open space, from portrait to 

landscape painting, takes place, once some technical problems have been addressed, 

under the effect of a new notion of space and, albeit still far from photography, of a 

possible mapping of what we call «world». Indeed, this is the same idea which is 

present in outdoor photography and in film, in shots (frames) spatially broader, due to 

the development of the devices of technical reproduction (machines, cameras, lenses, 

etc.). 

What we observed when the artist/viewer left the studio and moved to the street or the 

field is that the practices which constitute a reproduction of the landscape are 

organized in the relation between art and the technical devices. As Georg Simmel 

stated in a text dated 1913, «The Philosophy of Landscape»9, this relation «produces 

the conciliatory richness of landscape». And this same author, in «The Picture Frame: 

an aesthetic study»10 requalifies part of nature as reflected in a medium or in a 

representation when we feel that it is part of a whole (it is not a disjoint, disconnected 

structure) which we might call nature, regardless of how violent or contradictory the 

«schyzoptic»11 may be, (and is): art from sight (but not only from sight) fosters framing 

as a possible staging of what does not belong to us, and we will never know. 

Nevertheless, the human has always needed a worldview (a Kantian and Goethean 

«Weltanschauung») which is nothing more than a framework, a framing or 

programme12 of what we take possession of, making it ours. The world as dwelling 

would be impossible without individual representations. 

Given that the modes of accessing reality are not built upon a common denominator 

but rather from our individual faculties, the object only becomes visible if it is opaque 

and if there is light, then becoming a «visual» object to a cognitive system. Yet, and 

this is where the dissimilarities with sight begin, the audible space cannot fully be a 

particular territory and, in it, a perfectly framed or screened landscape. Evidence of this 

is that we attach sounds (in film or in video) to visual landscapes which do not belong 

to that framing but still play their role.  

What we hear in a soundscape, which must contain the sounds that echo in a specific 

environment, is a flow or a mass of sounds produced by the vibration of bodies or 

objects in a particular place and, above all, time. There cannot be a separation, except 

in editing or production, of space and time. Besides, it is this non-separation which 

                                                             
9 Simmel, George, «The Philosophy of Landscape», Theory, Culture and Society, 24 (7-8), 
2007, pp.20-27. 
10

 Simmel, George, «The Picture Frame: an aesthetic study», Theory, Culture and Society, 11, 
1994, pp.11-17. 
11

 A division, fostered by my sight, collected, as language does in telling the world, in a mental 
representation, landscape. 
12

 The same idea, of something «framed», can be found in Marx and Engels, in The German 
Ideology, Vol.1, NY: Prometheus Books, 1998, p.42. 
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enables the norm: the map of noises of a city or a place complies with principles and 

rules that must be followed. Place is not virtual but rather determined, circumscribed in 

territory. Moreover, since there is already the technology for recording, measurement 

and sonography capable of enforcing control, this example is merely the desire of 

everyday life to adapt to the nature of sound and to its implications. 

In his work «Philosophy in the tragic age of the Greeks», Nietzsche had already stated, 

speaking of music, that everything that is qualifiable is quantifiable, giving as example, 

and starting point, acoustics13. What Pythagoras did was separate music, what he 

heard, from what could be listened to, in other words, separate our mind from the 

elements that occur in nature, thus allowing an organization for the effect of 

catastrophe. In this way, it was possible to formulate a theory of sounds. We can say 

that sound is a mental «thing» (and music is a reaction); nevertheless, even if there are 

no ears or brain, sound exists in everything that lives or moves which causes vibration 

and occurs in environments and matters. It is, therefore, an event, and just like any 

phenomenon, is mandatorily constituted as an «object» of our perception and faculties, 

like imagination and understanding. 

Let us now descend to the issue of place. And here, we will define place as the space 

taken up by a body from which it has a point of hearing and sight. And to this point 

come the sounds not only produced within the visible boundaries but also from other, 

more distant territories. Whereas, regarding viewpoint, my eyes are directed to what 

surrounds me (and this may constitute landscapes or not), from the point of hearing my 

ears become involuntary centres where sounds immerse. We can then say that this 

body becomes a «device» of inseparable reception and capture, provided there is no 

disability. And although there is no separation between the actions, they shape the 

place of the body, or rather, our perception and understanding of the place. It is not by 

the fact that the sound source of many of the sounds that reach us is not visible, or by 

the fact that the framing contains what comes from afar and from nearby, as regards 

sound, that the phenomenon does not occur: it does occur and it is determined by 

space and time; by geography and urban planning; by the higher or lower production of 

the effects derived from the mechanization or electrification of the medium. The 

«shaping» of our body is always done, even when disconnected from one sense or 

another. 

Now, to place and body we must add listening. Listening is always an act of will which 

fosters a tension from inside out, as we are told by Jean-Luc Nancy (2007, 69), a 

direction of tension contrary to hearing. By wanting to listen we inaugurate a time which 

is similar, in technique, to the beginning of recording. And in this listening a «sound 

source» is promoted, spectre or not, as well as a «floor» connected to an image, which 

is a shape any sound triggers in us. Here, the modes of creation and the possibility of 

access to reality are not of the same degree as the modes in which we see the world. 

And the difference lies merely, not in making visible what is invisible, light and sound, 

but rather in the process of repetition of the visual or sound «object». Thus, knowing 

that the body is not a technical object, I may nonetheless implicate it in the visual 

repetition by shifting sight to the space previously seen; but because the sound object 

is made at the time of the event, only the technique will enable me to repeat the event 

                                                             
13 Chladni’s figures, which were so frequently mentioned during the 19th and 20th centuries, are 
nothing more than the shift from time to space, and thus the possibility of its measurability and 
handling. 
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or its effect: the body cannot move in time as it moves in space. The technical sound 

repetition erases the visible space and refers the operative organs to a present where 

the past is re-enacted. It was this quality that the invention of the phonograph brought 

to the debate, making linear time flexible, or fragmented: for the first time it was 

possible to repeat what belongs to the ephemeral, steering us away from a place 

contaminated by the historic time.  

Sound is primarily time, and therefore we cannot conjugate the modalities of sight and 

hearing in a similar way. The visual elements being archaic, conjugated in our matrix 

ever since we began to represent, there is the temptation to build a language on sound 

derived from sight: sometimes by neologisms (like soundscape), others by the use of 

metaphors (clear, round, etc., words we use to refer to the «shape» of some sounds). 

Soundscape must be understood as a functional, operative concept, the basis of which 

is different from that of visual landscape, but which can nonetheless provide us with 

important insights on the status and life of a particular place. Then soundscape can be 

memorialist, acting as archive for future memory; urbanistic element, since through 

recording and phonography we can analyse the causes and the effects of change in 

place and time; an element to control noise in a territory; and and element which since 

the early 20th century has served the sound arts, in the ideological opposition of these 

arts to music composition/creation and interpretation. 

In this sense, sound cannot be understood merely as a medium14, unless it were to be 

understood as pure medium, in which causes and effects have no direct relation, and 

this is not the case. The fact that the soundscape can only be analysed and compared 

by being recorded, and this is a sound foundation which began with the invention of the 

phonograph and contaminated other media, makes it object15, the result of the action of 

other moving objects. 

 

5. Aural Experience, Territory and Community 

 

From what was stated above, and connecting items and concepts in the «Aural 

Experience, Territory, and Community» project, we aim to analyse the notions of 

identity, territory and culture which have changed in the past century with the rise of 

sound-based recording and reproduction devices. Identity as the construction of a 

singularity has been partly diluted in the aspirations of a community and a society, and 

the modes of its constitution are now carried out, not so much by the individual relation 

with the experiment and its development, but with the different layers that constitute 

daily life, connected as a network, in constant turmoil and progress. The human is, 

nowadays, a multiple which often escapes a determination of the individual as has 

been established in modernity; some distancing from the original which has been 

achieved especially by the intensive use of technology and by a break, which may be 

irreversible, with the natural foundations of knowledge and experience. Technology has 

always been a creator of mediators which has progressively driven us away from a 

natural perspective. 

                                                             
14 “Against Soundscape,” in Autumn Leaves, Sound and the Environment in Artistic Practice, 

edited by Angus Carlyle, Paris: Double Entendre, 2007: «For sound, I would argue, is not the 
object but the medium of our perception». 
15

 On this issue, see Voegelin, Salomé, (2014), Sonic Possible Words Hearing, London, New 
York: Bloomsbury, pp.10-14. 
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For some years we have been developing the idea that the image has, partly, worn out 

its semantic force as carrier of truth, of evidence and of proof. The world seems to have 

been mapped in its entirety, and the territory no longer allows itself to be contained in 

simple reconnaissance images. The human has moved to a situation of doubt 

regarding the image and has aimed to return to the times of «live voice» with 

immersive technologies. This is apparent in the new forms of communication, and the 

features of these communication networks and piers. For this reason, we devote some 

of our time to recording urban sounds and placing them in a place which is accessible 

to all: the Lisbon Sound Map (lisbonsoundmap.org). This sound map should advance 

to a structure of perspectives which point to the changes in territory and sensory 

culture. 

The territory and a geography have long stopped being the identity space of a 

particular community. There has been a blurring of sensory culture and the 

construction of a community identity based on hearing. The hybridity of modern forms, 

the contamination of structures and collectives, have placed territory in a kind of stage 

in a constant process of staging, particularly when we speak of the urban space. By 

history and by literature, as well as by the set of images present there, we become 

aware that territory has gradually been taken up by the human presence and 

wandering, neglecting, in the past times, to imprint the radical set of changes. The city 

is now an extension of the radial space of technology and behaviour. 

In this sense, and because acceleration is a vital element of contemporaneity, it is 

crucial to understand the territory that collapsed, what remains and where it is heading 

to. The new media of sound recording and reproduction allow us to draw outlines, 

connections as well as build layers which may represent cultural and historic elements, 

significant to the urban communities. They are also aggregators of identities, so 

important in the construction of bridges and of notions of neighbourhood and inclusion. 

 

*in Sanchez, Sierra Javier and Lavin, José Maria (Edts), (2019), Redes Sociales, 

Tecnologías Digitales y Narrativas Interactivas en la Sociedad de la Información, 

Madrid: McGraw-Hill/Interamericana de España, S.L. pp. 787-799. 

   

**CICANT-ULHT- Project Aural Experience, Territory and Community - AeTC (PTDC/COM-

CSS/29096/2017) - Fundação para a Ciência e a Tecnologia (FCT)  
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