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ABSTRACT 

 

 

 

This interdisciplinary research into sound ethnography is a study of the Rainforest World Music 

Festival (RWMF) that is held annually at the Sarawak Cultural Village (SCV) in Malaysia through 

the combined methodologies of soundscape and ethnomusicology. This research attempted to 

discover the sound characteristics of an open-air leisure soundscape with music events, the 

meaning of world music in the context of a festival and soundscape experience in its social and 

physical setting. The research was carried out through soundscape documentation, surveys, 

interviews and participant observation.  

 

This study employed the paradigm of contextualism in three aspects. Firstly, in the sounding 

context, the soundscape of RWMF could be characterised as a trifold composite of cultural, 

social and environmental sounds. Consequently, this study highlighted the significance of 

scape-sounds from nature and animals, incidental sounds as well as sound properties of 

loudness and frequency range in the soundscape experience. Additionally, transmuted sounds 

from intermediation through the use of technology created a patterned soundscape of 

loudness and low frequencies in the music festival. Secondly, in the experiential context, world 

ƳǳǎƛŎ ǿŀǎ ƴƻǘ ƻƴƭȅ άǇǊŜǎŜƴǘŀǘƛƻƴŀƭέ ŀƴŘ άǇŀǊǘƛŎƛǇŀǘƻǊȅέ ōǳǘ ŀƭǎƻ άǎǇŜŎǘŀǘƻǊƛŀƭέ ŀƴŘ 

άōŀŎƪƎǊƻǳƴŘέΦ ¢ƘǳǎΣ ǿƻǊƭŘ ƳǳǎƛŎ ƘŀŘ ƳǳƭǘƛǇƭŜ ƳŜŀƴƛƴƎǎ ƛƴ ƛǘǎ ǊŜŎŜǇǘƛƻƴ ǘƘŀǘ ŎƻǳƭŘ ǊŀƴƎŜ ŦǊƻƳ 

intellectual understanding to aural backdrop. World music was also heteronomous as its 

soundings were influenced by participation from the audience. Thirdly, the identity of place 

and type of soundscape were found to be closely related in the spatial context of sounds.  

 

The findings on the festivalisation of world music challenged its current discourse of 

authenticity and heterogeneity. Homogeneity in soundscape with enhanced loudness and low 

ŦǊŜǉǳŜƴŎƛŜǎ ŀƭƻƴƎ ǿƛǘƘ ŀ ǎŜƴǎŜ ƻŦ άŘƛŦŦŜǊŜƴŎŜέ ȅŜǘ ŎƻƴƎŜƴƛŀƭƛǘȅ ǎŜŜƳŜŘ ǘƻ ōŜ ǇǊeferred for a 

participatory experience. As a conclusion, the study of the soundscape of RWMF revealed the 

socio-cultural meaning of McDonaldisation.  
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Chapter 1 

INTRODUCTION 

 

 

 

1.1 Soundscape and Ethnomusicology 
 

ά{ƻǳƴŘǎŎŀǇŜέ ǊŜŦŜǊǎ ǘƻ ǘƘŜ ǎƻǳƴŘ ŜƴǾƛǊƻƴƳŜƴǘ ƛƴ a space and its relation to the place and 

society. Featured and organised sounds are parts ƻŦ ǘƘŜ άǎƻǳƴŘέ ƛƴ ǘƘŜ soundscape, but the 

other less perceptible background and random sounds in the same space are also considered 

ŀǎ ǎƛƎƴƛŦƛŎŀƴǘ ǇǊƻǇŜǊǘƛŜǎ ǘƘŀǘ ŦƻǊƳ ǘƘŜ ǘƻǘŀƭƛǘȅ ƻŦ ǘƘŜ ǎƻǳƴŘǎŎŀǇŜΦ ¢ƘŜ άǇƭŀŎŜέ ƛǎ ǘƘŜ ǎƻǳƴŘƛƴƎ 

ŀƴŘ ŀǳŘƛǘƻǊȅ ǎǇŀŎŜ ŦƻǊ ǘƘŜ ǇŜǊŎŜǇǘƛƻƴ ƻŦ άǇŜƻǇƭŜέΦ  

 

The existing methods of soundscape study are diverse considering that there are various types 

of soundscapeτfor example, industrial, residential and recreationalτas well as contributions 

from multiple disciplines of study such as acoustics, ethnomusicology or environmental 

psychology. Research on soundscape preferences can be a useful reference for soundscape 

creation and management. Some studies have been rigorous in creating a positive soundscape 

where sounds are viewed as functional objects that can enhance the purpose of a place, 

facilitate activities as well as increase acoustic comfort and aural health (Brown, Kang & 

Gjestland, 2011; Dumyahn & Pijanowski, 2011a, 2011b; Smith & Pijanowski, 2014).  

 

There is a lack of studies in the area of leisure soundscape with music events. This type of 

soundscape study invites challenges in existing methodologies as it goes beyond aural comfort 

and involves a significant dimension of cultural meaning. In the case of music festivals, some 

sounds are not by-productsτas compared to other types of soundscape for example in public 

parks or transportation areasτbut are intentionally organised sounds for attention and 

appreciation. The time dimension is another consideration where exposure to the soundscape 

is in a continual process that can usually last for a few days.  

 

Examining the sounds of a music festival as a functional soundscape may be incomplete as the 

approach focuses mainly on the effectiveness of sounds and consequently minimises the 

cultural meaning in music that can be a determining factor in experience. An acoustic ecology 

approach to soundscape (Schafer, 1977/1994; Truax, 1978/1999; Wrightson, 2000), on the 

other hand, is a more interpretative inquiry of the researchers on the phenomena of sounds 
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from the perspective of sound making with less consideration on the experience of the 

soundscape participants. 

 

On the other side, world music has been rather effectively studied through the approach of 

ethnomusicology in reflecting musical meaning, social structures and cultural values (Feld, 

1994b, 2000; Taylor, 1997). Through this lens, the sounds of world music are viewed as signs, 

symbols or texts. This approach usually involves a detailed examination of history, 

instrumentations, musical vocabularies and cultural meaning of world music with discussions 

surrounding its development, hybridisation, authenticity and globalisation.  

 

Nevertheless, the diverse world music is a more dynamically evolving group of sounds with 

multiple influencing factors rather than being a particular confined culture practised within its 

own worldview. The music is no longer simply a tradition in its cultural system but has been 

made popular and global as a marketing label essentially attaching itself to a performance 

setting and the experience of the audience. World music as an item for consumption is 

context-dependent, and this necessitates a study beyond the expressions of musicians to the 

way individuals make sense and create meanings in experience. 

 

For example, in the setting of a music festival, world music is an appropriation of sounds made 

for the experience of an external audience. This is contrasting to a tradition of customary 

practice or ritual among practitioners and culture bearers. On the other hand, it is also not 

merely a concert display expressing its standalone meaning but a sounding at a particular place 

that has social dynamics around the music with participatory elements. In an open-air music 

event, sound exposure and experience also include the sounds of the crowd, the sounds of the 

environment (e.g. nature sounds, traffic) and machines such as massive technological 

amplification of music performance. 

 

Hence, in conventional ethnomusicology study, sounds that can be part of the identity of 

world music but that do not fit into the definition of tƘŜ άƳǳǎƛŎŀƭ ƻōƧŜŎǘέ Ƴŀȅ ōŜ ƻƳƛǘǘŜŘΦ 

Accordingly, the study of world music can be fragmented without the inclusion of the inherent 

characteristics of its formation, medium of sound expressions and the experience in its context 

of performance. Consequently, the study of world music highlights a need for a different 

framework for investigation.  

 

This study employed an interdisciplinary approach with a combined focus on the sound, its 

medium and reception. The framework of this study is termed sound ethnography as it 
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combines the methods of soundscape and ethnomusicology. From this perspective, besides 

the organised and intentional sounds of music, all the sounds in the environment such as 

human activities or animals are regarded as significant. Both the cultural meaning as well as 

ǘƘŜ ƭŜǎǎ άǾƛǎƛōƭŜέ ǎƻǳƴŘǎŎŀǇŜ ǇǊƻǇŜǊǘƛŜǎ ǎǳŎƘ ŀǎ ƭƻǳŘƴŜǎǎ ŀƴŘ ŦǊŜǉǳŜƴŎȅ ǊŀƴƎŜ are also 

included in the study. 

 

Furthermore, sound ethnography also highlights the prominence of context. The sounds of 

music are not regarded as an independent transferable item that produces the same sounding 

in different spaces. The context can be a determining factor in the meaning of sounds where 

experience can significantly differ when the same sounds are placed in another environment. 

For example, the sounds of world music in a festival can be for celebration and dance which 

can be different to a published recording. When sounds are products to be experienced in a 

festival, they are not purely autonomous and should also be studied through the perception of 

the listeners. This methodological approach of world music in a multi-tonal environment and 

yet a totality of experience attempts to derive a more holistic understanding. 

 

 

 

1.2 Background of Research and Objectives of Study 
 

In recent decades, music festivals have been multiplying around the globe, and these events 

have been drawing popularity among musicians and the public. Some examples of major music 

ŜǾŜƴǘǎ ŀǊŜ {ȊƛƎŜǘΣ CŜǎǘƛǾŀƭ bƻΦ сΣ {ƻƭƛŘŀȅǎΣ [ƻƭƭŀǇŀƭƻƻȊŀΣ Cƭƻǿ CŜǎǘƛǾŀƭΣ hǇŜƴΩŜǊ CŜǎǘƛǾŀƭΣ LǎƭŜ ƻŦ 

Wight Festival, Ultra Korea, EXIT and Bonnaroo. World music festivals such as WOMAD (World 

of Music, Arts and Dance) and WOMEX (World Music Expo) have also become favourite 

holiday destinations for both locals and tourists. Ballantyne, Ballantyne and Packer (2014) 

reported that the Glastonbury Festival in the UK had hundreds of thousands of participants. 

Moreover, ŀŎŎƻǊŘƛƴƎ ǘƻ ǘƘŜ !ǳǎǘǊŀƭƛŀ .ǳǊŜŀǳ ƻŦ {ǘŀǘƛǎǘƛŎǎΣ άthere has been a rise from 40%ς

47% in the number of visitors who attended at least one popular live music event in the last 5 

ȅŜŀǊǎέ όp. 65); The authors also ŀƭƭŜƎŜŘ ǘƘŀǘ άƳǳǎƛŎ ŦŜǎǘƛǾŀƭǎ ŀǊŜ ŀ ǎƛƎƴƛŦƛŎŀƴǘ ǎƛǘŜ ƻŦ 

participation and engagement for Australians and challenge the common perception that 

citizens (especially the young) are more engaged with ǎǇƻǊǘ ǘƘŀƴ ǘƘŜ ŀǊǘǎέ όǇΦ срύΦ 

 

Attending music festivals is found to be related to psychological and social changes individually 

and collectively. [ƛǘǘƭŜΣ .ǳǊƎŜǊ ŀƴŘ /ǊƻǳŎƘŜǊ όнлмуύ ŎƭŀƛƳŜŘ ǘƘŀǘ ǘƘŜ άǎƛƎƴƛŦƛŎŀƴǘ ƭƛŦŜ ŜǾŜƴǘ ƻŦ 

attending EDC [an EDM festivaƭ ƛƴ [ŀǎ ±ŜƎŀǎϐ Ŏŀƴ ōŜ ƳƻƴǳƳŜƴǘŀƭ ƛƴ ŀ ǇŜǊǎƻƴΩǎ ƭƛŦŜ ŀƴŘ Ƴŀȅ 
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influence their well-ōŜƛƴƎ ŀƴŘ ƻǳǘƭƻƻƪ ǿƛǘƘ ǎǇƛǊƛǘǳŀƭƛǘȅέ όǇΦ ууύΦ aǳǎƛŎ ŦŜǎǘƛǾŀƭǎ ŀƭǎƻ άǇǊƻǾƛŘŜ ŀƴ 

environment for young people in particular to gain positive psychological and social benefits 

from immersion in a musical experience, especially those who are unlikely to actively 

participate in traditional forms of musical engagement such as playing an instrument, listening 

ǘƻ ŀ ŎƭŀǎǎƛŎŀƭ ƳǳǎƛŎ ŎƻƴŎŜǊǘΣ ƻǊ ǎƛƴƎƛƴƎ ƛƴ ŀ ŎƘƻƛǊέ όBallantyne, Ballantyne & Packer, 2014, p. 

66).  

 

The increase in attendance of festivals in recent decades necessitates more studies on this 

social trend regarding soundscape composition and festival experience. Although research on 

music festival has been ongoing (Ballantyne, Ballantyne & Packer, 2014; Chalcraft, Magaudda, 

Solaroli & Santoro, 2011; Little, Burger & Croucher, 2018), in-depth study on a specific music 

genre or musical styles especially world music in relation to festival experience is lacking. 

Furthermore, although there is a variety of sounds in a festival apart from the music 

performances, there is insufficient finding on festival experience that encompasses the 

different sounds in the soundscape. Moreover, multiple soundscape studies that have been 

rigorous in creating positive sound environments have been focusing on acoustic comfort and 

well-being (Brambilla, Gallo & Zambon, 2013; Brown, 2013; Zhang & Kang, 2007); however, the 

meanings of sounds that could express cultural identities were not much studied. Accordingly, 

a research framework for a detailed investigation into the sounds and experience in a music 

festival is also unavailable. 

 

The purpose of this sound ethnography research is to explore the soundscape composition and 

experience of leisure soundscape of an open-air music festival through the study of the 

Rainforest World Music Festival (RWMF) that is held at the Sarawak Cultural Village (SCV), 

Malaysia. The RWMF is an international world music event that has been held annually since 

1998. The festival site of SCV is a museum with traditional ethnic houses situated in a 

rainforest environment. This research also intends to examine the meaning of world music in 

the setting of a festival. Furthermore, this study aims to develop a methodological framework 

that can be transferred to the investigation of other similar types of soundscape especially 

open-air music events.  

 

Hence, the objective of this study is to examine the soundscape of an open-air music event in 

terms of its sound profiles, soundscape compositions and characteristics. The study also 

intends to investigate festival experiences and soundscape perception among the participants 

from the aspects of sound identification, meanings and functions of sounds as well as 

soundscape preferences. Moreover, this research aims to discover any relationship between 
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sounds, people and place as well as the ways sounds shape socio-cultural space as well as the 

socio-cultural meanings that are revealed by the soundscape. In detail, the research questions 

and objectives of this study are: 

 

 

1. What is the soundscape composition of an open-air music event in the case of 

RWMF? 

How do the description and categorisation of these sounds lead to a deeper 

understanding of the soundscape properties?  

a. To investigate the soundscape profiles of RWMF in terms of sound sources and 

soundscape characteristics. 

b. To examine the sound properties that characterise the soundscape of an open-air 

music event. 

c. To identify patterns and relationships of soundscape components.  

 

 

2. How is the experience of RWMF connected with its soundscape composition? 

a. To examine the main components of RWMF as experienced by the festival-goers. 

b. To identify the main sound components of RWMF and their characteristics as 

perceived by the festival-goers in terms of sound identifications, meanings, 

functions, emotional engagement, behavioural responses and preferences. 

 

 

3. What are the relationships between sound, people and place in the experience of the 

festival and its soundscape composition?  

a. To investigate the soundscape characteristics of world music in a festival setting 

and its significance for soundscape experience. 

b. To identify the characteristics of a world music festival in relation to its festival 

site. 

c. To examine the ways sounds shape socio-cultural space through the study of 

RWMF. 

d. To investigate how soundscape reflects socio-cultural meanings through the study 

of RWMF.  
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This research is carried out via field measurements of Sound Pressure Level and audio 

recordings of the soundscape; surveys and interviews on the experience and sound perception 

of the festival; and participant observations. The definition of some terms that are used in this 

thesis are shown in Table 1.1. 

 

 

TERM DEFINITION 

auditory space The space where sounds are experienced and perceived. 

sound source The object or living organism that produces sound. 

sound species The sound product produced by a sound source. 

sounding The sounds of a sound species that includes its process and changes from 
sound production, transmission, interaction with other sounds and decay. 

sound property Acoustic feature such as loudness, frequency and texture. 

active sound Sound that is produced and controlled by human. 

passive sound Sound that is not generated by human such as from nature or machine. 

foreign sound The sound from another place that enters the auditory space of a place.  

local sound The sound that is produced and belongs to the place. 

masking The sounding of a sound covered by another sound. 

scape-sound Sound that is usually non-musical, non-featured or unstructured. This can 
include passive sounds i.e. environmental sounds of geophony and 
biophony; sonic by-products or incidental sounds of human activities or 
machines; and sound properties such as loudness and frequency range. 

geophony Sounds from the natural environment such as water and wind. 

biophony Sounds of living organisms excluding human beings. 

anthrophony Sounds from human and their activities. 

mechanophony Sounds from machines. 

anthropocentric soundscape The type of soundscape that is designed for and occupied by human 
activities in contrast to, for example, the forest where it is not humanly-
constructed or not for regular use. 

Table 1.1: Definition of terms. 

 

 

 

1.3 Organisation of Thesis 
 

This thesis is divided into seven chapters. After a brief Introduction, Chapter 2 presents a 

narrative review of soundscape study to provide a background and an overview of the 

emergent study of soundscape in multiple fields. The review shows that leisure soundscape 

with featured sounds as well as soundscape research in relation to Asian countries is lacking. 

This is followed by a more specific review of the literature on the existing studies of world 

music festivals. The current literature shows that there is a gap in the study of world music in 

relation to festival setting and via soundscape approach. Some other topical literature reviews 
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were incorporated into Chapter 5 and 6 along with related data presentation for a more 

integrated flow of discussion.   

 

Chapter 3 presents the methodologies and framework of this research. It begins with the 

ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ άǎƻǳƴŘǎŎŀǇŜέ ŀƴŘ ƛǘǎ ǘƘǊŜŜ ŎƻƳǇƻƴŜƴǘǎ ƻŦ ǎƻǳƴŘΣ ǇŜƻǇƭŜ ŀƴŘ ǇƭŀŎŜΣ 

again drawing on existing literature. This is followed by the background of the research event 

and the site, which is RWMF and the SCV. The ensuing section merges the themes of the two 

abovementioned sections in the application of soundscape approach to the study of RWMF by 

relating to the characteristics of leisure sounds and music festivals. A more methodological 

section follows presenting the conceptual framework of contextualism and the concepts of 

perception as well as the research methods of audio recording, surveys and interviews.  

 

Chapter 4 presents the framework of sound analysis and the soundscape composition of 

RWMF at different venues and times through analysis of audio recordings and measurements 

of Sound Pressure Level (SPL). Findings are presented via categorisation of sound 

characteristics and frequency spectrograms. The analysis of the temporal and spatial 

distribution of sounds shows a diversity of sound sources from nature, human activities and 

machinery. Some of the significant soundscape characteristics are loudness and low 

frequencies as well as masking effect by sounds from other venues at the festival site.  

 

Soundscape perceptions obtained from interviews and questionnaires are presented in 

Chapter 5 and 6 with the presentation of quotes from the responses. In Chapter 5, the 

codebook of data analysis and an overview of soundscape preferences of RWMF are listed. It 

then continues with an introduction to the three main components of the experience of the 

festivalτmusic culture, people and placeτand followed by a detailed discussion of each of the 

components in relation to its sound sources. World music is perceived as a territorial 

expression with the characteristics of ethnicity, being traditional and not of the mainstream. 

¢ƘŜ ǎŜƴǎŜ ƻŦ άŘƛŦŦŜǊŜƴŎŜέ ƛǎ ŦƻǳƴŘ ǘƻ ōŜ ƘƛƎƘly valued in experience. Furthermore, the people 

of the festival forms a positive social environment, and the festival site acts as a natural and 

cultural space. The soundscape characteristics of world music at the festival are designed with 

diversity for different modes of experience among the cosmopolitan audience. 

 

/ƘŀǇǘŜǊ с ƛǎ ŀ ŘƛǎŎǳǎǎƛƻƴ ƻƴ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ άǿƻǊƭŘ ƳǳǎƛŎέ ŀƴŘ άŦŜǎǘƛǾŀƭέΣ ŀƴŘ ǘƘŜ 

ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ƻŦ ŀ άworld music ŦŜǎǘƛǾŀƭέ ƛƴ ŀ άǊŀƛƴŦƻǊŜǎǘέ ŜƴǾƛǊƻƴƳŜƴǘΦ ¢ƘŜ ŎƘŀǇǘŜǊ ǎǘŀǊǘǎ 

with a delineation of four types of soundscape experience: άpresentationalέ, άparticipatoryέ, 

άspectatorialέ and άbackgroundέ. It follows with the significant influence of intermediaries in 
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the soundscape creation of world music in the festival. Subsequently, a discussion ensues on 

the extensive use of ǘŜŎƘƴƻƭƻƎƛŎŀƭ ǎƻǳƴŘǎ ŀƴŘ ƛǘǎ ƛƳǇƭƛŎŀǘƛƻƴ ƻƴ άŀǳǘƘŜƴǘƛŎƛǘȅέ ŀƴŘ 

άŘƛŦŦŜǊŜƴŎŜέΦ CƛƴŀƭƭȅΣ ǘƘŜ ŎƘŀǇǘŜǊ ŜȄǇƭŀƛƴǎ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ά²ƻǊƭŘ ƳǳǎƛŎ ŦŜǎǘƛǾŀƭέ ƛƴ ŀ 

άǊŀƛƴŦƻǊŜǎǘέ ŀǎ ŀƴ ŜǎŎŀǇŜΣ Ƴƻōƛƭƛǘȅ ŀƴŘ ŎƻƳǇŀǘƛōƛƭƛǘȅΦ The thesis ends with a conclusion in 

Chapter 7. 
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Chapter 2 

LITERATURE REVIEW 

 

 

 

2.1 Narrative Review of Soundscape Studies 
 

Since the 1960s, scholarly studies on soundscape have been developing from multiple 

ǇŜǊǎǇŜŎǘƛǾŜǎΦ ¢ƻ ŘŀǘŜΣ ǘƘŜ ǘŜǊƳ άǎƻǳƴŘǎŎŀǇŜέ Ƙŀǎ been used in different specialisations such 

as architectural acoustics, landscape, environmental sciences, psychology, sonic arts, 

musicology and ethnomusicology. Some research necessitates studying soundscape using 

interdisciplinary methods. Besides being an emergent field of study, its complexity is due to its 

diversity in meaning and approaches. This section presents an overview of the different 

schools of soundscape studies in various contexts. Accordingly, the types of soundscape 

studies, according to purpose, include soundscape documentation, description, management 

and creation. The definition of άǎƻǳƴŘǎŎŀǇŜέ in reference to the literature is presented in 

detail in Section 3.1. 

 

 

2.1.1 Soundscape Documentation, Description, Management and Creation 

 

Documentation of soundscape, which may involve archiving of sounds, is usually carried out 

for natural or cultural heritage sounds that may be facing irreversible loss in the near future 

due to environmental or cultural change. A natural soundscape has a diverse geophony, and 

biophony while an urban space is usually dominated by anthrophony and mechanophony with 

a reduced variety of natural sound. Documentation of soundscape is usually the initial stage to 

soundscape description and management and can be a useful reference to soundscape 

creation. 

 

Soundscape description involves analysing, interpreting and evaluation that includes detailed 

observation of sounds and their properties. This process encourages appreciation and 

understanding of sounds in a place. The findings on sonic properties and sound experiences 

can lead to deeper understandings of semantics and sonic potentials as well as satisfaction in 

sound preferences among the users of a place. Consequently, the outcome of describing and 

evaluating soundscape can be a relevant source for soundscape monitoring and design. As 
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ǎǘŀǘŜŘ ōȅ {ŎƘŀŦŜǊ όмфттκмффпύ άǎƻǳƴŘ ǊƻƳŀƴŎŜǎ ŀƴŘ ǎƻǳƴŘ ǇƘƻōƛŀǎΣ ǿƻǳƭŘ ƴƻǘ ƻƴƭȅ ōŜ ƻŦ 

inestimable value in consideration of sound symbolism, but could obviously give valuable 

ŘƛǊŜŎǘƛǾŜǎ ŦƻǊ ŦǳǘǳǊŜ ǎƻǳƴŘǎŎŀǇŜ ŘŜǎƛƎƴέ όǇΦ мпсύΦ By identifying sounds that are culturally 

meaningful and preferable as well as sounds that are perceived as intrusive and detrimental, 

this evaluation can improve soundscapes such as by introducing the types of sound sources to 

a place with a certain acoustical quality within the acceptable range of loudness and 

sharpness; and masking of unwanted sounds using pleasant sounds. 

 

Soundscape management involves two main components. Firstly, management via noise 

abatement is to reduce annoying or harmful sounds. {ƻǳƴŘǎŎŀǇŜ ǎǘǳŘȅ ƛŘŜƴǘƛŦƛŜǎ άƴƻƛǎŜέ ǘƘŀǘ 

can cause physical impairment to our ears and other health issues: 

Beyond the risks to hearing, noise exposure can result in various forms of stress on the body, including 
interference with sleep rhythms, as well as task performance, effects that should be of concern even 
to young people who are often subject to other forms of stress. (Truax, 2012a, p. 4) 

Secondly, the management of soundscape involves the introduction of positive sounds. Cain, 

WŜƴƴƛƴƎǎ ŀƴŘ tƻȄƻƴ όнлмоύ ǎǘŀǘŜŘ ǘƘŀǘ ά¢ƘŜ ŜƳǇƘŀǎƛǎ ƛǎ ƴƻǿ ƻƴ ΨǇƻǎƛǘƛǾŜΩ ǎƻǳƴŘǎŎŀǇŜǎΦ Simply 

removing negative sounds however, is not enoughτif negative sounds are not replaced by 

more positive ones the soundscape can become less negative but not necessarily more 

ǇƻǎƛǘƛǾŜέ όǇΦ нонύΦ Similarly, Raimbault and Dubois (2005) stated the difference between 

άŜȄǇŜǊǘǎ ƛƴ ƴƻƛǎŜέ ǿƘƻ ƳŜǊŜƭȅ ŎǳǊō ƴƻƛǎŜ Ǉƻƭƭǳǘƛƻƴ ŀƴŘ άŎƛǘȅ-ǳǎŜǊǎ ŀƴŘ ǇƭŀƴƴŜǊǎέ who design 

or frequently use a place: 

Experts in noise control lead to an urban soundscape becoming less negative (less unpleasant) without 
being more positive (pleasant) whereas city-users and planners assessments of urban soundscapes 
show that the quality of soundscapes refers to the question of quality of life, way of life and activities. 
(p. 346) 

A positive soundscape contains meaningful sounds, facilitate activities with functional sounds, 

and leads to acoustic comfort and physical health (Dumyahn & Pijanowski, 2011a, 2011b; 

Lercher et al., 2013, pp. 142ς143; Smith & Pijanowski, 2014; Brown, Kang & Gjestland, 2011). 

For example, introducing water sounds can improve the urban soundscape by masking traffic 

noise (Jeon, Lee, You & Kang, 2012).  

 

Acoustic design of soundscape is an addition to the typical way of physically designing a space. 

Soundscape creation has been increasingly significant in the development of an area or the 

construction of a building. Architectural design can influence how people use a place as well as 

how sounds diffuse across an area. Specific artistic or cultural sound characteristics can be 

incorporated into soundscape design to establish an identity that delivers socio-cultural 

meanings and enhance the functions of a place. CƻǊ ŜȄŀƳǇƭŜΣ IŀǊǊƛŜǘ όнлмоύ ŦƻǳƴŘ ǘƘŀǘ ά¢ƘŜ 

psychological concept of restorative experiences is something which has been introduced to 



  

11 
 

soundscape research in recent years, the most basic aspect of which is related to recovery 

ŦǊƻƳ ƳŜƴǘŀƭ ŦŀǘƛƎǳŜέ όǇΦ млнύΦ Soundscape can affect landscape values (Carles, Barrio & de 

Lucio, 1999); for example, the property values in North America were found to decrease by 

0.5ς0.9% with every increase of decibel (Nelson, 2004).  

 

 

2.1.2 Development and Different Fields of Soundscape Study 

 

The sound environment has been acknowledged as a significant resource, rather than an 

oblivious waste, that is capable of transmitting meanings and revealing socio-cultural 

conditions as well as affecting work efficiency and health. Soundscape study encompasses 

several terminologies and paradigms. Since the 1960s, scholarly studies on soundscape have 

been increasing from multiple perspectives such as cultural studies, soundscape design, aural 

health and global environmental concerns. The study of soundscape is dynamically evolving, 

and the following section briefly describes some of the different fields of soundscape study. 

 

The pioneering studies by Southworth and Schafer, acoustemology, music ecology and 

architectural acoustics have been influential in varying degrees to current methods of 

soundscape study. The focus of study can be on physical characteristics of sounds; the context 

of sounds; the meaning, effects and functions of sounds; soundscape perception; soundscape 

quality; soundscape management and design; soundscape archiving; and soundscape 

composition. The concern of soundscape study can either be ecological, interpretative, 

phenomenological, medical (aural, physical and psychological health), artistic, pragmatic or 

from activism viewpoints. Table 2.1 shows a summary of the emphasis of some of the different 

types of soundscape studies; these different types of soundscape studies may share 

similarities. 
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TYPE EMPHASIS 

acoustic ecology  humanities approach to societal and environmental concerns  

acoustemology sound as a medium to understand place and culture 

music ecology, ecomusicology interconnections between music and environment 

architectural acoustics management and design of a space and sounds to create a positive 
soundscape  

soundscape ecology networking in a socio-ecosystem within a landscape 

bioacoustics, biomusic, 
zoomusicology 

documentation, understanding and conservation of natural sounds 

sonic arts and installation creative and artistic expressions through sound composition and 
installation 

Table 2.1: Different types of soundscape studies. 

 

 

 Early Studies 

 

One of the earliest soundscape studies was by Southworth (1969) who carried out research in 

Boston city to explore varied sonic perceptions, and the way sounds influence visual 

observations. The research was carried out via three different sample groups who travelled 

around several places in the city, namely a group with only visual exposure (wearing earplugs 

and earmuffs), the second group with only auditory exposure (blindfolded), and the third one 

with visual-auditory. His study highlighted the informative-ness of sounds as well as the close 

interaction between visual and auditory perceptions. As he specialised in city planning, he also 

suggested possible ways of sonic design in open and acoustically responsive spaces to enhance 

the experience in a place. Although the report was comparatively brief, the objective, method 

and findings of the study can be seen in similar or expansive forms in numerous ensuing 

soundscape studies. 

 

 

 Acoustic Ecology 

 

Another prominent project was led by R. Murray Schafer in the late 1960s at the Sonic 

Research Studio of the School of Communication, Simon Fraser University, Canada on a 

comparative stǳŘȅ ƻŦ ŘƛŦŦŜǊŜƴǘ ǿƻǊƭŘ ǎƻǳƴŘǎŎŀǇŜǎΦ Lƴ мфтмΣ ǘƘŜ ά²ƻǊƭŘ {ƻǳƴŘǎŎŀǇŜ tǊƻƧŜŎǘέ 

was formed and the types of research included sound perception, sound pollution and 

soundscape design. In 1977, an influential book was published by Schafer entitled The 

Soundscape: Our Sonic Environment and the Tuning of the World. It exhibits past elaborated 

descriptions of natural soundscapes, followed by the relationships between music and 
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soundscapes in several historical events, and descriptions on the sounds of modernity. Besides 

drawing attention to the significance of the sonic environment, Schafer expressed concerns 

about the adverse effects of the modern soundscape and the declining competency in 

listening; consequently, this brings an activist call to analyse and improve the quality of 

soundscapes. 

 

{ŎƘŀŦŜǊ ƛƴǘǊƻŘǳŎŜŘ ǘƘŜ ǘŜǊƳ άŀŎƻǳǎǘƛŎ ŜŎƻƭƻƎȅέ ǿƘƛŎƘ ƎŜƴŜǊŀƭƭȅ ƳŜŀƴǎ ǘƘŜ ŜŦŦŜŎǘǎ ƻŦ 

soundscape on life and society (Schafer, 1977/1994; Truax, 1978/1999; Wrightson, 2000). 

¢ǊǳŀȄ όнлмнŀύ ŘŜŦƛƴŜǎ άŀŎƻǳǎǘƛŎ ŜŎƻƭƻƎȅέ ŀǎ ŀ άǎȅǎǘŜƳ ƻf relationships between organisms and 

their sonic environments with particular emphasis on a functional balance or an attention to 

ŘȅǎŦǳƴŎǘƛƻƴŀƭ ōŜƘŀǾƛƻǳǊέ όǇΦ нύΦ Lƴ мффоΣ ǘƘŜ ²ƻǊƭŘ CƻǊǳƳ ŦƻǊ !ŎƻǳǎǘƛŎ 9ŎƻƭƻƎȅ ό²C!9ύ was 

established, and it continues the focus of previous soundscape study on listening modality, 

conserving natural soundscapes and soundscape design (wfae.proscenia.net). Since 2000, 

studies on acoustic ecology have been disseminated ǘƘǊƻǳƎƘ ǘƘŜ ƴŜǿǎƭŜǘǘŜǊ ά²C!9 bŜǿǎ 

vǳŀǊǘŜǊƭȅέΣ ŀƴŘ ǘƘŜ ōƛŀƴƴǳŀƭ ǇǳōƭƛŎŀǘƛƻƴ ƻŦ ά{ƻǳƴŘǎŎŀǇŜΥ ¢ƘŜ WƻǳǊƴŀƭ ƻŦ !ŎƻǳǎǘƛŎ 9ŎƻƭƻƎȅέΦ !ǘ 

present, WFAE has several affiliated organisations such as the Soundscape Association of Japan 

(SAJ) (1993), Forum für Klanglandschaft (FKL) (1995), Canadian Association for Sound Ecology 

(CASE) (1996), Australian Forum for Acoustic Ecology (AFAE) (1998), United Kingdom and 

Ireland Soundscape Community (UKISC) (1999), and American Society for Acoustic 

Ecology (ASAE) (2006). 

 

 

 Acoustemology 

 

A descriptive and interpretative approach to soundscape through in-depth ethnographic study 

focusing on music culture was carried out by Steven Feld. Feld started his research at the 

Bosavi region of Papua New Guinea in the 1970sς1980s with an anthropology and 

ethnomusicology background. During the 1990s, his research highlighted the relation of music 

and sonic environment. From the sound worlds of the Kaluli people, and attributing his 

ǘƘƻǳƎƘǘǎ ǘƻ {ŎƘŀŦŜǊΩǎ ǊŜƳŀǊƪ ǘƘŀǘ άƳŀƴ ŜŎƘƻŜǎ ǘƘŜ ǎƻǳƴŘǎŎŀǇŜ ƛƴ ǎǇŜŜŎƘ ŀƴŘ ƳǳǎƛŎέ 

(1977/1994, p. 40), Feld developed a relŀǘŜŘ ōǊŀƴŎƘ ƻŦ ǎƻǳƴŘǎŎŀǇŜΥ άŜŎƘƻ-muse-ŜŎƻƭƻƎȅέΣ ŀƴŘ 

this was later termed άacoustemologyέ όŀŎƻǳǎǘƛŎ ŜǇƛǎǘŜƳƻƭƻƎȅύ όCŜƭŘΣ мффпŀΣ мффсΣ нллоύΦ 

ά!ŎƻǳǎǘŜƳƻƭƻƎȅέ ƳŜŀƴǎ ǎƻǳƴŘǎ as the principal medium for knowing and experiencing a 

place: 

An exploration of sonic sensibilities, specifically of ways in which sound is central to making sense, to 
knowing, to experiential truth. Χ as a sensual space-time, the experience of place potentially can 
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always be grounded in an acoustic dimension. This is so because space indexes the distribution of 
sounds, and time indexes the motion of sounds. (1996b, p. 97) 

 

 

 Music Ecology and Ecomusicology 

 

Another area of soundscape study with its primary focus on music is termed music ecology or 

eco-musicology. Harley (1996) described music ecology as the study of music in relation to 

other sonic elements in the soundscape regardless of whether they are natural, 

anthropocentric or electro-mechanical; and in connection with the environment with the 

holistic perception of sounds.  

 

A similar ǘŜǊƳΣ άŜŎƻƳǳǎƛŎƻƭƻƎȅέ Ƙŀǎ ōŜŜƴ ƛƴŎǊŜŀǎƛƴƎƭȅ ǳǎŜŘ ŀƳƻƴƎ ƳǳǎƛŎ ǎŎƘƻƭŀǊǎ ǿƛǘƘ ǘƘŜ 

establishment of Ecocriticism Study Group (ESG) by the American Musicological Society (AMS) 

in 2007 and later the Ecomusicology Special Interest Group (ESIG) by the Society for 

Ethnomusicology (SEM) in 2011 (www.ecomusicology.info; www.ams-esg.org). Aaron Allen, 

ǘƘŜ ŎƘŀƛǊ ƻŦ 9{DΣ ŘŜŦƛƴŜŘ ŜŎƻƳǳǎƛŎƻƭƻƎȅ ŀǎ άƘƻǿ ŀǊǘ ǊŜŦƭŜŎǘǎΣ ǊŜƭŀǘŜǎ ǘƻΣ ƻǊ ǊŜƭƛŜǎ ƻƴ ƴŀǘǳǊŜέ 

όнлммŀΣ ǇΦ офмύ ŀƴŘ άŀ ǎƻŎƛŀƭƭȅ ŜƴƎŀƎŜŘ ƳǳǎƛŎƻƭƻƎȅ ǘƘŀǘ ǎŜŜƪǎ ǘƻ ǳƴŘŜǊǎǘŀƴŘ not just music, 

musicians, and/or musical communities, but also their interconnections in the world, both 

ƴŀǘǳǊŀƭ ŀƴŘ ǎƻŎƛŀƭƭȅ ŎƻƴǎǘǊǳŎǘŜŘέ όнлммŀΣ ǇΦ офоύΦ IŜ ŘŜǎŎǊƛōŜŘ ŜŎƻƳǳǎƛŎƻƭƻƎȅ ŀǎ άŜŎƻŎǊƛǘƛŎŀƭ 

ƳǳǎƛŎƻƭƻƎȅέτǊŀǘƘŜǊ ǘƘŀƴ άŜŎƻƭƻƎƛŎŀƭ ƳǳǎƛŎƻƭƻƎȅέτmeaning a study of the products of music 

culture from the viewpoint of human-environment relationships (2011a, p. 393). The theme 

revolves around the relationship between music, culture and nature; the connection of music, 

place and society; the influence of environments on music, and music sustainability (Allen, 

2011a, 2011b, 2012; Pedelty, 2012, 2013).  

 

 

 Architectural Acoustics 

 

Soundscape in the field of architectural acoustics emphasises soundscape evaluation, 

management and design. The setting of such a study focuses on built or mixed environments 

such as a public square, park, residential area or shopping mall. Studies are usually applicative 

ŦƻǊ ǘƘŜ ƛƳǇǊƻǾŜƳŜƴǘ ƻŦ ǎƻǳƴŘǎŎŀǇŜ ǉǳŀƭƛǘȅ ŀƴŘ ŀŎƻǳǎǘƛŎ ŎƻƳŦƻǊǘ άǘƻ ŜƴƘŀƴŎŜΣ ŜƴŀōƭŜΣ ƻǊ 

facilitate, [sic] human enjoyment, health, well-ōŜƛƴƎ ƻǊ ŀŎǘƛǾƛǘȅέ ό.ǊƻǿƴΣ YŀƴƎ ϧ DƧŜǎǘƭŀƴŘΣ 

2011, p. 391). 
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Studies in urban open spaces have found that overall sound levels that are above 65ς70 dBA 

will cause annoyance where efforts to reduce the sound level are more necessary than 

examining the type of sounds present (Zhang & Kang, 2007). However, merely reducing sound 

level may not improve the acoustic comfort as quietness or silence is not always considered as 

a positive soundscape (Brambilla, Gallo & Zambon, 2013; Brown, 2013, pp. 99ς100; Jennings & 

Cain, 2013; Kang, 2007). In a space with overall sound levels that are below 65ς70 dBA, the 

type of sound sources plays a vital role in the evaluation of acoustic comfort depending on the 

ǳǎŜǊǎΩ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ό½ƘŀƴƎ ϧ YŀƴƎΣ нллтΣ ǇǇΦ 68, 78). Different places will require different 

types of soundscapes, for example, a peaceful atmosphere with natural sounds for a park 

compared to a vibrant soundscape for a shopping mall.  

 

Thus, apart from noise abatement, soundscape design also involves introducing sounds to a 

place by evaluating its architectural design with its physics of reverberation and sound 

propagation and examining the functions of the place. The sound introduced to a place may be 

used as masking effect ǎƻ ǘƘŀǘ ƛǘ ǊŜǎǳƭǘǎ ƛƴ άone sound interfering with the perception of 

ŀƴƻǘƘŜǊ ǎƻǳƴŘέ όGoelzer, Hansen & Sehrndt, 2001, p. 43), or to add pleasantness to the 

environment: 

The introduction of a pleasant sound, especially as a masking sound, could considerably improve the 
acoustic comfort, even when its sound level is rather high. (Yang & Kang, 2005a, p. 211) 

It may also be possible to mask or distract attention from low-to middle-intensity noise by overlaying 
interesting sounds. Added sounds need not be continuous but could occur often enough to break the 
monotony of noise. (Southworth, 1969, p. 67) 

For soundscape design, when the background sound level is not excessive, say below 65 dBA (Yang & 
Kang, 2004), which can be achieved by designing square forms and boundaries, landscape elements, 
urban furniture and noise barriers, introducing soundmarks may have dramatic effects. (Yang & Kang, 
2005b, p. 78) (see also, Kang, 2007, pp. 70, 82 & Kang & Zhang, 2010, p. 154) 

 

 

 Other Studies 

 

ά{ƻǳƴŘǎŎŀǇŜ ŜŎƻƭƻƎȅέ ƛƴǾŜǎǘƛƎŀǘŜǎ ǘƘŜ ŎƻƴƴŜŎǘƛƻƴǎ ōŜǘǿŜen sounds and landscape in terms of 

how sounds reflect the ecosystem and consequences of human activities in a particular 

physical and spatial condition (ltm.agriculture.purdue.edu; Pijanowski & Farina, 2011; 

Pijanowski, Farina, Gage, Dumyahn & Krause, 2011; Pijanowski et al., 2011; Truax & Barrett, 

2011). Other tangential fields of soundscape studies include bioacoustics, biomusic and 

zoomusicology that examine non-human sound worlds such as mechanisms in biological sound 

production and sound communications (Fletcher, 2007; Gray et al., 2001; Krause, 1993, 1998; 

aŀǊǘƛƴŜƭƭƛΣ нллуΤ tŀȅƴŜ ϧ aŎ±ŀȅΣ мфтмΤ {ƻǊŎŜ YŜƭƭŜǊΣ нлмнύΦ ¢ƘŜ ǘŜǊƳ άǎƻǳƴŘǎŎŀǇŜέ Ƙŀǎ ŀƭǎƻ 
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been used in sonic arts and installation for an artistic creation of sound environment within a 

space. 

 

 

2.1.3 Soundscape Studies Based on Type of Space and Place 

 

In addition to the focus of study, soundscape research is usually carried out in close relation to 

a place with the intention of interpreting the experience of being in a place or to enhance the 

function of the soundscape of an area. The context of soundscape plays a prominent role as it 

is a key determining factor of soundscape description and the way sound environment will be 

designed for users. Research on soundscapes has been carried out in different environments 

which include natural environments, villages or cities; different types of shape (e.g., long space 

of underground train tunnel); a place with specific function (e.g. park, shopping mall); and with 

specific sound events (e.g. music festival, water fountain). Some examples of research based 

on the type of space are presented below. 

 

 

 Natural Environment 

 

Documenting natural sounds is either the sound collection of individual species recorded in its 

environment or a general natural soundscape of a place. Some examples of a soundscape 

library of species sounds and/or natural soundscapes are: Western Soundscape Archive 

(www.westernsoundscape.org), Macaulay Library (macaulaylibrary.org), Museum Für 

Naturkunde (Museum of Natural History) (www.tierstimmenarchiv.de), The California Library 

of Natural Sounds (www.naturesounds.org), and Xeno-canto (bird sounds) (www.xeno-

canto.org). Bernie Krause, a bio-ŀŎƻǳǎǘƛŎƛŀƴ ŀƴŘ ǘƘŜ ŦƻǳƴŘŜǊ ƻŦ ά²ƛƭŘ {ŀƴŎǘǳŀǊȅέ Ƙŀǎ ōŜŜƴ 

recording both marine and terrestrial soundscapes since the late 1960s 

(www.wildsanctuary.com). Loufopoulos and Mniestris (2011) also recorded soundscapes of a 

protected area on the Greek island of Corfu in 2006ς2007. Natural or heritage sound samples 

taken from the environment are used as sources for comparative studies; archival materials for 

preservation or conservation especially those that are vulnerable to extinction; museological 

items (Zisiou, 2011); and/or sources for electroacoustic compositions or sound sculpture 

installations either for soundscape design or audio art (Truax, 2012a, 2012b). 
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 Built Environment 

 

.ǳƛƭǘ ŜƴǾƛǊƻƴƳŜƴǘ ǊŜŦŜǊǎ ǘƻ άƘǳƳŀƴǎΩ ƳŀƴǳŦŀŎǘǳǊŜŘ world of dwellings, buildings, 

ƛƴŦǊŀǎǘǊǳŎǘǳǊŜΣ ŎƻƴǎǘǊǳŎǘŜŘ ƭŀƴŘǎŎŀǇŜǎΣ ŀƴŘ ǳǊōŀƴ ǎƻŎƛŀƭ ǎǇŀŎŜǎέ ό!ƭƭŜƴΣ нлммŀΣ ǇΦ офнύΦ 

Soundscape research that has been carried out in built environments mostly aims to reduce 

noise annoyance; improve the functionality of the soundscape and acoustic comfort among 

users; and to maintain or introduce meaningful sounds to the environment.   

 

With regards to research at historical sites, Escobar et al. (2012) carried out noise 

measurements and sociological studies on sound perception of a UNESCO World Heritage Site 

at Cáceres, Spain. They identified that the site could be considered quiet due to the design of 

the building that restricts vehicle access. Huang and Kang (2015) presented a description of 

sound sources, SPL and frequency distribution of Lhasaτalso a UNESCO World Heritage Siteτ

and made comparisons with other historic centres.   

 

On the type of environments, detailed studies mostly focus on either man-made natural 

environments such as national or city parks (Brambilla, Gallo & Zambon, 2013; Liu, Kang, Behm 

& Luo, 2014; Liu, Kang, Luo & Behm, 2013; Dumyahn & Pijanowski, 2011a; Krause, Gage & Joo, 

2011; Szeremeta & Zannin, 2009; Watts & Pheasant, 2015), or urban environments such as 

shopping malls (Bruce & Davies, 2014; Chen & Kang, 2004; Della Crociata, Simone & 

Martellotta, 2013; Kang, Meng & Jin, 2012; Labelle, 2010, pp. 165ς200; Meng, Kang & Jin, 

2013), and public open spaces (Bruce & Davies, 2014; Escobar et al., 2012; Kang & Zhang, 

2010; Yang & Kang, 2013).  

 

Kang (2007) presented a detailed study of the soundscape in two urban open public spaces for 

four seasons from the summer of 2001 in seven European cities. Zhang and Kang (2007) also 

presented surveys and field recordings in 19 open public spaces that include residential, 

cultural and tourism places, a railway station and multifunctional squares in Sheffield, Beijing, 

Alimos, Thessaloniki, Sesto San Giovanni, Cambridge, Kassel and Fribourg. Soundscape analysis 

in urban open public spaces in Sheffield, United Kingdom was also carried out on the 

correlation between perceived and measured sound levels, soundscape preference and 

correlation with demographic variables (Kang & Zhang, 2010; Yang & Kang, 2005b). Besides 

this, the perception of low frequency in urban areas has been studied in three French cities 

(Guastavino, Dubois, Polack & Arras, 2001). Atkinson (2007) described the way sonic ecology 

ƳŀǊƪǎ άŀǳǊŀƭ ƎŜƻƎǊŀǇƘȅέ ƛƴ ǳǊōŀƴ ǎǇŀŎŜ ŀŦŦŜŎǘǎ ǎƻŎƛŀƭ ǇŀǘǘŜǊƴǎΦ ¢ƘŜǎŜ ǊŜǇƻǊǘǎ ǇǊŜǎŜƴǘŜŘ ǘƘŜ 
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ƛƴŦƻǊƳŀǘƛƻƴ ƻƴ ǎƻǳƴŘǎŎŀǇŜ ŜǾŀƭǳŀǘƛƻƴ ǘƘǊƻǳƎƘ ǳǎŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴ for the purpose of 

soundscape design to create a positive sound environment.  

 

In the context of urban or modernised spaces, Schafer (1977/1994) discussed the soundscapes 

during the Industrial Revolution and the Electric Revolution and how these movements have 

led to the emergence of new soundscapes with a reduction of diversity in sound sources. For 

the soundscape of villages or cities, the World Soundscape Project (WSP) carried out several 

major ǇǊƻƧŜŎǘǎ ǘƻ ŘƻŎǳƳŜƴǘ ǎƻǳƴŘǎŎŀǇŜǎΦ CƛǊǎǘƭȅΣ ά¢ƘŜ ±ŀƴŎƻǳǾŜǊ {ƻǳƴŘǎŎŀǇŜ мфтоέ ƛǎ ŀ /5 

publication with edited sound clips of Vancouver in 1972ς1973 and 1980ς1981. After more 

ǘƘŀƴ ǘǿƻ ŘŜŎŀŘŜǎΣ ǘƘŜ ǎŜǉǳŜƭ ά{ƻǳƴŘǎŎŀǇŜ ±ŀƴŎƻǳǾŜǊ мффсέ ǿŀǎ ǇǊƻŘǳŎŜŘ ŀƴŘ ƛǘ ƛƴŎƭǳŘŜŘ ŀ 

ŘƻŎǳƳŜƴǘŀǊȅ ƻŦ ǘƘŜ ŎƘŀƴƎƛƴƎ ǎƻǳƴŘǎŎŀǇŜΦ Lƴ мфтпΣ ά{ƻǳƴŘǎŎŀǇŜǎ ƻŦ /ŀƴŀŘŀέ ǿŀǎ ƛƴǘǊƻŘǳŎŜŘ 

via the media; it is a series of one-hour radio programs broadcasting recorded sonic 

environments of Canada and music compositions using Canadian soundscapes. In a 1975 

project, a comparison of five villages in European countries, namely Sweden, Germany, Italy, 

CǊŀƴŎŜ ŀƴŘ {ŎƻǘƭŀƴŘ ǊŜǎǳƭǘŜŘ ƛƴ ǘƘŜ ǇǳōƭƛŎŀǘƛƻƴ ƻŦ άCƛǾŜ ±ƛƭƭŀƎŜ {ƻǳƴŘǎŎŀǇŜǎέ ό{ŎƘŀŦŜǊΣ мфттύΣ 

and these places were revisited in 2000ςнллп ōȅ ǘƘŜ ǘŜŀƳ ƻŦ ǘƘŜ ǇǊƻƧŜŎǘ άCƛƴƴƛǎƘ !ŎƻǳǎǘƛŎ 

9ƴǾƛǊƻƴƳŜƴǘǎ ƛƴ /ƘŀƴƎŜέ ǿƘŜǊŜ comparative studies were carried out (Järviluoma, Kytö, 

Truax, Uimonen, & Vikman, 2009).  

 

The Environmental AgeƴŎȅ ƛƴ WŀǇŀƴ ŎƻƴŘǳŎǘŜŘ άмлл {ƻǳƴŘǎŎŀǇŜǎ ƻŦ WŀǇŀƴΥ tǊŜǎŜǊǾƛƴƎ hǳǊ 

IŜǊƛǘŀƎŜέ ƛƴ мффпς1997 where a hundred soundscapes that carry natural and cultural 

meanings of the country were recorded and conserved. In 2011, a mega earthquake that 

caused a tsunami and a nuclear plant accident affected some of the places. Data from this 

project managed to provide information for a comparative study on the changes of the 

soundscape carried out by the Soundscape Association of Japan (SAJ) under the project 

ά{ƻǳƴŘǎŎŀǇŜ tǊƻƧŜŎǘǎ ŦƻǊ 9ŀǊǘƘǉǳŀƪŜ 5ƛǎŀǎǘŜǊ оммέ όbŀƎŀƘŀǘŀΣ нлмнς2013; Torigoe, 2012ς

2013).  

 

Besides this, Human-Environment Modelling and Analysis (HEMA) from the Department of 

Forestry and Natural Resources at Purdue University has documented the soundscapes of 

three places in Indiana (2008), Costa Rica (2008) and Wisconsin (2012) 

όƭǘƳΦŀƎǊƛŎǳƭǘǳǊŜΦǇǳǊŘǳŜΦŜŘǳύΦ I9a! Ƙŀǎ ŀƭǎƻ ŘŜǾŜƭƻǇŜŘ άtǳƳƛƭƛƻέ ǿƘƛŎƘ ƛǎ ŀ ǿŜō-based public 

system to manage and archive soundscape recordings by plotting the sounds on a geographical 

map (Villanueva-Rivera & Pijanowski, 2012).  
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Furthermore, Moore (2013) described the tourism-heightened city of Bali regarding its 

urbanised, religious, cultural and musical sounds implying the diverse and multi-channelled 

influences on the city soundscapes. Oosterbaan (2009) made an argument that the 

soundscape created by broadcasting via electronic media to the public in a favela in Rio de 

Janeiro managed to create territories and assert beliefs of certain parties. 

 

 

2.1.4 Conclusion: Potential Areas of Soundscape Research 

 

The invisible sound environment has been recognised as an interdependent dimension to the 

physical-visual environment and a resource that relates to multiple facets of living. Soundscape 

studies have been conducted from different specialisations and mostly in an interdisciplinary 

way. The approach to soundscape study of human-dominated space or events can be broadly 

summarised as either descriptive, interpretive, evaluative and/or applicative.  

 

Extensive soundscape studies can be found on natural environments in the documentation of 

terrestrial or oceanic non-human sounds either for the purpose of archiving, or to be used as 

resources for sonic arts. In built environments, research projects on the soundscape in urban 

open spaces, parks and shopping malls have been increasing from civil, architectural or 

engineering approaches to increase acoustic comfort and enhance the experience of users.  

 

Although documentation of different soundscapes are plentiful and increasing in number, 

there is still much that can be recorded and examined from the view that there are diverse 

contexts and aspects of soundscape research. In recent years, soundscape research has been 

dynamic in America and European countries thus the study can be expanded in Asian countries 

which contain distinctive soundscapes due to different eco-systems and biodiversities, such as 

rainforest and socio-cultural lifestyles.  

 

Soundscape perception was mostly carried out in urban spaces such as parks or residential 

areas where most sounds are by-products of activities and that do not contain any specific 

featured sounds. Investigations on anthropocentric soundscape experience can be expanded 

to events such as open-air music festival or exhibition with prevalent featured sounds along 

with other sounds in an environment.  

 

While the approach of soundscape perception in urban contexts is mostly carried out via 

evaluation to create a pleasant soundscape, the acoustic properties were examined in relation 
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to demographic factors and preference but the meaning of the sounds was less emphasised. 

Hence, further investigation can be done on the relationship between acoustic properties and 

socio-cultural meanings of an event and place, and how soundscape especially those with 

cultural music events shapes a society, or the way soundscape informs about its cultural 

system via sound profiles. The soundscape of leisure events with organised sounds of music 

necessitates a different methodological framework and will derive interpretative insights into 

the meaning and function of the soundscape. 

 

There are still much areas and context of soundscape research regarding the type of space, 

function of place and cultural condition. Expansion of soundscape study will continue to 

contribute to the findings of these different evolving areas of soundscape as well as to the 

development of research methodology and frameworks of the study. 

 

 

 

2.2 Literature Review on World Music Festivals 
 

Study of soundscape experience of music event in an open-air setting is still limited as 

compared to performance in a closed concert hall. While music recordings that have been 

widely produced from studio and renditions in concert halls depict a representation of an idea, 

creativity in organising sounds, and skilfulness in performing; soundscape study on open-air 

music events differs in a way that it includes other sound elements that can be significant but 

can often be ignored. Soundscape study also captures the synchronic soundings and displays a 

connection to its place and participants, placing the understanding of soundscape experience 

in its context. Research that focuses mainly or solely on the music performances in open-air 

settings may not provide a comprehensive picture of the sounds as experienced by listeners as 

ƛǘ Ƴŀȅ ƴŜƎƭŜŎǘ άƻǘƘŜǊέ ǎƻǳƴŘǎ ǘƘat do play a role in structuring the musical sounds and 

influencing the overall sonic experience and soundscape perceptions. 

 

Research on music festivals has been increasing in the past decades. Attending music festivals 

is found to be socially and/or psychologically beneficial in Woodford Folk Festival in 

Queensland, Australia (Ballantyne, Ballantyne & Packer, 2014). Another research shows that 

music, festival, social and separation experience in music festival has an impact on the social 

well-being among the young people (Packer & Ballantyne, 2011). The participants of an 

Electronic Dance Music festival ŜȄǇŜǊƛŜƴŎŜŘ άǊŜǎǘƻǊŜŘ ŦŀƛǘƘ ƛƴ ƘǳƳŀƴƛǘȅέ ŀƴŘ ŎƘŀƴƎŜǎ ǘƻ 

positive behaviours (Little, Burger & Croucher, 2018). Music festivals in Australia are also found 
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to bring cultural identity as well as promote social interactions and physical health (McCarthy, 

2013). Festivals are also found to develop social capital (Arcodia & Whitford, 2006) and social 

inclusion (Laing & Mair, 2015). In the context of three types of music festival, namely jazz, 

electronic music and world music, music is reported to be a universal form that is shareable 

and highly participatory (Chalcraft, Magaudda, Solaroli & Santoro, 2011). However, these 

studies were mostly focusing on the attendance of music festivals in general and the 

emotional, physical and cognitive benefits from it. The direct relation of festival attendance to 

a specific music genre or style such as EDM, rock or world music is lacking in details.  

 

There have been some cultural studies on the soundscape of music festival. The relation 

between soundscapes with local and cultural identities, commercialism and tourism of Canada 

Day celebration and Coastal Jazz Festival were documented (Andrisani, 2011; Järviluoma, Kytö, 

Truax, Uimonen, & Vikman, 2009). There was also a study on a tourism-related Spanish Jewish 

festival where music is used for the assertion of identity among the Jewish in Spain (Cohen, 

1999). The soundscape of the Burning Man Festival in the US was also documented on the way 

sounds inform time and density of activities (Moore & Smallwood, 2011). Nevertheless, the 

soundscape approach to the study of these festivals focused on their specific programs and 

were not specifically related to world music. 

 

There have also been studies on the sound properties of loudness in festival but it was mostly 

related to aural health (Mercier, Luy & Hohmann, 2003; Tronstad & Gelderblom, 2016) as well 

as on the preference of non-excessive loudness among youngsters (Gilles, Thuy, De Rycke & 

Van de Heyning, 2014; Mercier & Hohmann, 2002). Loudness was found to be rewarding as it 

is arousing and could transport oneself to another space or facilitate socialising (Blesser, 2007; 

Blesser & Salter, 2008; Welch & Fremaux, 2017). Nevertheless, the type of music and setting 

that produce the loudness and its rewards were not mentioned. Furthermore, there are other 

sound properties in a festival that have not been much studied such as the use of low 

frequencies, timbres and soundscape structure design over the festival period. The 

examination of these sound characteristics could generate other insights of music festivals 

experience.  

 

World music has been discussed much in the literature since its rise to popularity about three 

decades ago. Feld (1994c, 2000) and Taylor (1997) provided detailed analysis of its origin, 

development and musical styles. The discussion on preservation, hybridity, authenticity and 

commodification were also contested in the writings by Boyd (2008), Feld (1994b, 2000), 

Guilbault (1993), Haynes (2005), Taylor (1997) and Weiss (2014). Moreover, Connell and 
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Gibson (2004c) and Fernandes (2013) discussed the relation of world music to place. 

DƭƛƎƻǊƛƧŜǾƛŎ όнлмпύ ǎǘǳŘƛŜŘ ǘƘŜ ǿƻǊƭŘ ƳǳǎƛŎ ŦŜǎǘƛǾŀƭ ƻŦ {ŜǊōƛŀΩǎ DǳŎŀ ǘǊǳƳǇŜǘ ŦŜǎǘƛǾŀƭ ǿƛǘƘ its 

discussion centres on preservation and cultural representation. Gorlinski (2006) wrote a 

detailed account of the Rainforest World Music Festival (RWMF) on hybridisation of world 

music and in relation to tourism. Although the discourse of world music is much available in 

connection with globalisation, postcolonialism and commercialisation, there seems to be a 

paucity of studies that focus on world music in a festival setting in relation to its soundscape 

composition and lived experience. Besides that, methodological frameworks to carry out 

extensive study on the soundscape of world music festival is also currently found unavailable.  

 

 

 

2.3 Conclusion: Research on World Music Festivals 
 

Studies on music festival that focus on world music and the study of the experience of world 

music in a festival setting seem to be lacking in the current literature. Hence, it necessitates 

the research on the soundscape characteristics and perception of world music in the context of 

a festival. The soundscape of al fresco music event includes the surrounding ambience and 

information on the context that depicts not only the music but also the socio-cultural settings 

and activities in the total sonic outcome. Thus, the study of sounds in relation to the festival 

site is integral to generate a more comprehensive understanding of the phenomenon. On 

another note, although RWMF has been ongoing for twenty years, research on the festival 

soundscape and experience is unavailable. More discussions on the related literature are 

included in Chapter 5 and Chapter 6. 
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Chapter 3 

METHODOLOGY 

 

 

 

This chapter presents the methodology of this research by firstly conceptualising the meaning 

of soundscape study by reviewing multiple definitions in the literature. Due to the 

multidimensional and different areas of soundscape research, a more nuanced understanding 

of the concept is required. A soundscape framework is then developed for this study. 

Subsequently, the research event and site are introduced. After that, the context of leisure 

sounds in the soundscape study of RWMF and the characteristics of music festivals are 

presented. The basis of soundscape approach in the study is also discussed followed by the 

research design.  

 

 

 

3.1 Definition of Soundscape 
 

ά{ƻǳƴŘǎŎŀǇŜέ ǊŜŦŜǊǎ ǘƻ ǘƘŜ ǎƻƴƛŎ ŎƻƴǎǘƛǘǳŜƴǘǎ ƛƴ ŀƴ ŜƴǾƛǊƻƴƳŜƴǘ ǘƘŀǘ ƘŀǾŜ ŦǳƴŎǘƛƻƴŀƭ 

ǇǊƻǇŜǊǘƛŜǎ ŦƻǊƳƛƴƎ ŀ ǳǎŜŦǳƭ ǊŜǎƻǳǊŎŜΦ ά{ƻǳƴŘέ ǿŀǎ ǊŀƴƪŜŘ ǎŜŎƻƴŘ ƛƴ ǎƛƎƴƛŦƛŎŀƴŎŜ ōȅ 

respondents in a research at urban public open spaces when compared to other 

environmental factors such as wind, sun, temperature, security, air quality, view and humidity 

(Kang & Zhang, 2010, p. 156). Another statistical result also showed that one-third of 

respondents viewed soundscape as the most important element in an environment (Meng, 

Kang & Jin, 2013, p. 1007). 

 

The study of the soundscape is an examination of the sound environment as a totality. A 

particular sound or collection of sounds within an environment are considered as a part of the 

sound ecology rather than as a single and independent entity. Any sound in an environment 

which may include those from people, animals, weather or vehicles can be significant. 

Soundscape study differs from the environmental study of sound management in a way that 

its aim goes beyond noise mitigation to include meaning and relationships between sounds, 

living things and place. In other words, rather than paying attention to the sound environment 

only when it is annoying and targeting mainly on adverse sounds of certain decibels and 

frequencies that are deemed as unwanted waste to be eliminated, soundscape study also 
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involves the informative-ness and function of sounds in an environment as well as creating a 

pleasant and meaningful soundscape in a place.  

 

In regard to the definitions of soundscape from the different literature (Table 3.1), the first 

ŎƻƳǇƻƴŜƴǘ ƻŦ ǎƻǳƴŘǎŎŀǇŜ ǊŜŦŜǊǎ ǘƻ ǎƻǳƴŘǎ ŀǎ άǘƻǘŀƭƛǘȅέΣ άŎƻƭƭŜŎǘƛƻƴέΣ άŀƭƭ ǘƘŜ ǎƻǳƴŘǎέΣ ƻǊ 

άŎƻƳǇƭŜǘŜ ǎƻǳƴŘ ŜƴǾƛǊƻƴƳŜƴǘέΦ {ŜŎƻƴŘƭy, the perception of sound is described ŀǎ άŀǳŘƛǘƻǊȅέ 

ǎŜƴǎŜΣ άǳƴŘŜǊǎǘŀƴŘƛƴƎέΣ ƻǊ άƘǳƳŀƴ ǊŜǎǇƻƴǎŜέΦ ¢ƘŜ ǘƘƛǊŘ ŎƻƳǇƻƴŜƴǘ ƛƴ ǘƘŜ ƭƛǎǘ ƻŦ ǎƻǳƴŘǎŎŀǇŜ 

definitions is the environment ƻŦ ǎƻǳƴŘǎ ƻŦ ǿƘƛŎƘ Ŏŀƴ ōŜ ǇƘȅǎƛŎŀƭ ǎŜǘǘƛƴƎ ǎǳŎƘ ŀǎ άƭŀƴŘǎŎŀǇŜέΣ 

άƭƻŎŀǘƛƻƴέ ŀƴŘ άǇƭŀŎŜέΣ ƻǊ άǎƻŎƛƻ-ŎǳƭǘǳǊŀƭ ŎƻƴǘŜȄǘέΦ ²ƛǘƘƛƴ ǘƘŜǎŜ ǘƘǊŜŜ ŎƻƳǇƻƴŜƴǘǎΣ 

άǊŜƭŀǘƛƻƴǎƘƛǇέ ŀƴŘ άƛƴǘŜǊŀŎǘƛƻƴέ ŜȄƛǎǘΦ DŜƴŜǊŀƭƭȅΣ ǘƘŜǎŜ three components of soundscape can 

be termed as sound, people and place. 

 

 

Schafer (1977/1994, p. 7) ά¢ƘŜ ǎƻǳƴŘǎŎŀǇŜ ƛǎ any acoustic field of study. We may speak of a musical 
composition as a soundscape, or a radio program as a soundscape or an acoustic 
ŜƴǾƛǊƻƴƳŜƴǘ ŀǎ ŀ ǎƻǳƴŘǎŎŀǇŜΦέ 

Thompson (2002, p. 1) άŀǳŘƛǘƻǊȅ ƻǊ ŀǳǊŀƭ ƭŀƴŘǎŎŀǇŜ Χ ǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ŀ ǇƘȅǎƛŎŀƭ ŜƴǾƛǊƻƴƳŜƴǘ ŀƴŘ ŀ ǿŀȅ 
of perceiving that environment; it is both a world and a culture constructed to 
make sense of that worldέ 

Raimbault & Dubois 
(2005, p. 340) 

άǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ŜȄǇŜǊƛŜƴŎŜ ŀƴŘ ǎǳōƧŜŎǘƛǾƛǘȅ ǿƛǘƘ ŀ 
physical and a socio-cultural contextέ 

Payne, Davies & Adams 
(2009, p. 7) 

άthe totality of all sounds within a location with an emphasis on the relationship 
ōŜǘǿŜŜƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ƻǊ ǎƻŎƛŜǘȅΩǎ ǇŜǊŎŜǇǘƛƻƴ ƻŦΣ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ŀƴŘ ƛƴǘŜǊŀŎǘƛƻƴ 
with the sonic environmentέ 

Brown, Kang & Gjestland 
(2011, p. 388) 

άǎƻǳƴŘǎŎŀǇŜ ŜȄƛǎǘǎ ǘƘǊƻǳƎƘ human perception of the acoustic environment of a 
ǇƭŀŎŜ Χ ǘƘŜ ǎƻǳƴŘǎŎŀǇŜ ǘŜǊƳ Ƙŀǎ ŀƭǎƻ ōŜŜƴ ǳǎŜŘ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ǇƘȅǎƛŎŀƭ 
environment before perceptionέ 

Pijanowski, Farina, Gage, 
Dumyahn & Krause (2011, 
p. 1214) 

ΨΨǘƘe collection of biological, geophysical and anthropogenic sounds that 
ŜƳŀƴŀǘŜ ŦǊƻƳ ŀ ƭŀƴŘǎŎŀǇŜ ŀƴŘ ǿƘƛŎƘ ǾŀǊȅ ƻǾŜǊ ǎǇŀŎŜ ŀƴŘ ǘƛƳŜ ǊŜƅŜŎǘƛƴƎ 
important ecosystem processes and human activitiesΩΩ 

Truax (2012a, p. 2) άŀƴ ŜƴǾƛǊƻƴƳŜƴǘ ƻŦ ǎƻǳƴŘ όǿƘŜǘƘŜǊ ŀŎƻǳǎǘƛŎ or electroacoustic) with an 
emphasis on how it is perceived by listenersέ 

Brown (2013, p. 96) άthe way the acoustic environment is perceived and understood by the 
individual, or by a societyέ 
άŀŎƻǳǎǘƛŎ ŜƴǾƛǊƻƴƳŜƴǘ ƻŦ ŀ ǇƭŀŎŜ Χ ŀƭƭ ǘƘŜ ǎƻǳƴŘǎ ƛƴ ŀ ǇƭŀŎŜ ǘhat are present, 
ŀƴŘ άŀǾŀƛƭŀōƭŜέΣ ǘƻ ŀ ǳǎŜǊ ƻŦ ǘƘŜ ǇƭŀŎŜ ǘƻ hearέ 

Davies et al. (2013, p. 224) άŎƻƳǇƭŜǘŜ ǎƻǳƴŘ ŜƴǾƛǊƻƴƳŜƴǘ ƛƴ ŀ ƭƻŎŀǘƛƻƴ ŀƴŘ ǘƘŜ ƘǳƳŀƴ ǊŜǎǇƻƴǎŜ ǘƻ itέ 

Smith & Pijanowski (2014, 
p. 65) 

άǘƘŜ ǇŜǊŎŜǇǘƛƻƴ ƻŦ ŀƭƭ ǎƻǳƴŘǎ Χ ŜƳŀƴŀǘƛƴƎ ŦǊƻƳ ŀ ƎƛǾŜƴ landscapeέ 

Table 3.1: 5ŜŦƛƴƛǘƛƻƴǎ ƻŦ άǎƻǳƴŘǎŎŀǇŜέ ƛƴ ŘƛŦŦŜǊŜƴǘ ǎǘǳŘƛŜǎΦ  
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3.1.1 Triadic Components of Sound, People and Place 

 

The following sections present the explanation of each component in the definition of 

soundscape and their interrelationship with reference to the literature. 

 

 

 Sound 

 

ά{ƻǳƴŘέ ǊŜŦŜǊǎ ǘƻ ǘƘŜ elicited acoustical object from a vibrating source with specific physical 

properties and associated meanings. All types of sounds in a space can be the focus of 

soundscape study, whether they are natural or anthropocentric, purposeful or unintentional, 

featured or background, perceived or unnoticed, favourable or unwanted.  

 

Discrete sounds in a soundscape can be understood in diverse ways. One example is the 

differentiation of άǎƻǳƴŘ ƻōƧŜŎǘέ ŀƴŘ άǎƻǳƴŘ ŜǾŜƴǘέΥ ōƻǘƘ ǎƛƳǇƭȅ ƛƴŘƛŎŀǘŜ άthe smallest self-

contained particle of a soundscapeέ ό{ŎƘŀŦŜǊΣ мфттκмффпΣ p. 274). Sound objects are viewed as 

acoustical materials detached from their context. The study of sound objects may include 

categorisation of sound sources or the examination of their physical characteristics. 

Psychoacoustic magnitudes of acoustic properties such as perceived loudness (Chen & Kang, 

2004; Della Crociata, Simone & Martellotta, 2013; Gozalo, Carmona, Morillas, Vilchez-Gómez & 

Escobar, 2015) and sharpness of sound (Gozalo et al., 2015; Jeon, Lee, You & Kang, 2012) were 

found to correlate with acoustic comfort. The temporal condition of sound can be significant 

such as the varied flow rateτinstead of constant soundsτof a water fountain in an urban 

square is found more attractive (Zhang & Kang, 2007, p. 79). On the other hand, sound event is 

a reference of a sound to its meanings, functions and affective-ness. 

 

One significant element of sound is its textural structure that involves the simultaneous 

layering of multiple sounds that intermesh in an environment with each sound being transitory 

ǿƛǘƘ ƛǘǎ ƻǿƴ άlifespanέΦ ¢ƘŜǎŜ ŘƛŦŦŜǊŜƴǘ ǎƻǳƴŘǎ ƘŀǾŜ ǘƘŜƛǊ ƛƴƘŜǊŜƴǘ ǇƘȅǎƛŎŀƭ ǇǊƻǇŜǊǘƛŜǎΣ but 

their ultimate soundings are highly dependent on the type of acoustic space and the content 

ƻŦ ǘƘŜ ƻǘƘŜǊ ǎƻǳƴŘǎ ŀǘ ǘƘŀǘ ǇŀǊǘƛŎǳƭŀǊ ǘƛƳŜΦ ¢ƘŜ ǿŀȅ ŘƛŦŦŜǊŜƴǘ ǎƻǳƴŘǎ άŎƻǳƴǘŜǊέ ŀƴŘ ŀŦŦŜŎǘ ǘƘŜ 

sounding of each other creates a masking effect. In brief, masking can be described as 

άŎƻǾŜǊƛƴƎ ƻƴŜ ǎƻǳƴŘ ōȅ ŀƴƻǘƘŜǊέ ό{ŎƘŀŦŜǊΣ мффтκмффпΣ ǇΦ мрмύΣ ƻǊ ǘƘŜ άŜƳŜǊƎŜƴŎŜ ƻŦ ǇŀǊǘƛŎǳƭŀǊ 

ǎƻǳƴŘǎ ŀōƻǾŜ ƻǘƘŜǊǎέ ό.ǊƻǿƴΣ нлмоΣ ǇΦ ффύΣ ŀƴŘ ǘƘƛǎ ŎŀǳǎŜǎ άone sound interfering with the 

ǇŜǊŎŜǇǘƛƻƴ ƻŦ ŀƴƻǘƘŜǊ ǎƻǳƴŘέ όDƻŜƭȊŜǊΣ IŀƴǎŜƴ ϧ {ŜƘǊƴŘǘΣ нллм, p. 43). Intentional masking 
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happens when an unwanted sound is juxtaposed with another sound to reduce or conceal its 

prominence for the purpose of eliminating any noise intrusion or unpleasant sonic experience. 

 

 

 People 

 

¢ƘŜ ǎǳŦŦƛȄ ά-ǎŎŀǇŜέ ƛƴ ǘƘŜ ǘŜǊƳ άǎƻǳƴŘǎŎŀǇŜέ ƳŜŀƴǎ άǎŎŜƴŜέ ƻǊ άǾƛŜǿέΣ ŀƴŘ ǘƘƛǎ ƛǎ ǊŜƭŀǘŜŘ ǘƻ 

what is being perceived by a person at a place. Sound entails context and meaning. Di Scipio 

(2013ςнлмпύ ǇƻƛƴǘŜŘ ƻǳǘ ǘƘŀǘ ά!ǎ ŀ ǇƘŜƴƻƳŜƴƻƴ ƻŦ ƘǳƳŀƴ ŜȄǇŜǊƛŜƴŎŜΣ ǎƻǳƴŘ ƛǎ ƴŜǾŜǊ ǊŜŀƭƭȅ 

object and is always eventέ όǇΦ мнύΦ {ƻǳƴŘǎ Ŏŀƴ ƎŜƴŜǊŀƭƭȅ ōŜ ŎŀǘŜƎƻǊƛǎŜŘ ōŀǎŜŘ ƻƴ ǘƘŜ ǘȅǇŜ ƻŦ 

activity such as industrial, transportation, construction, residential and leisure of which each of 

these indicate the presence of specific sounds and their customised rules in sound 

management. The study of the hierarchical characteristic of sound can identify whether the 

sound is featured or acts as a background, or intentional or incidental. For example, sounds in 

a soundscape can be classified ŀǎ άƪŜȅƴƻǘŜέ όōŀŎƪƎǊƻǳƴŘ ǎƻǳƴŘǎύΣ άsoundmarkέ όǎƻǳƴŘǎ 

ǊŜƎŀǊŘŜŘ ōȅ ŎƻƳƳǳƴƛǘȅ ƻǊ ǾƛǎƛǘƻǊǎΣ ƛƴ ŀƴŀƭƻƎȅ ǘƻ ƭŀƴŘƳŀǊƪǎύΣ ƻǊ άǎƻǳƴŘ ǎƛƎƴŀƭǎέ όŦƻǊŜƎǊƻǳƴŘ 

sounds that attract attention); this categorisation is based on how the sound is culturally 

perceived in general (Schafer, 1977/1994). 

 

The identification of the meanings projected through soundsτwhich is closely related to 

perceptionτwere reported to be prominent. There was a positive evaluation of high-intensity 

ǎƻǳƴŘǎ ŀƳƻƴƎ ǘƘŜ ǇƛƭƎǊƛƳǎ ƛƴ ǘƘŜ aŜƭŀ ōŜŎŀǳǎŜ ƻŦ άsocial framing and the social sƛƎƴƛŬŎŀƴŎŜ ƻŦ 

ǘƘŜ ƴƻƛǎŜέ ǘƘŀǘ ƛǎ ǊŜƭŀǘŜŘ ǘƻ ǊŜƭƛƎƛƻƴ ό{ƘŀƴƪŀǊ Ŝǘ ŀƭΦΣ нлмоΣ ǇΦ фпύΦ Another research found that 

all sounds from the slums are considered as annoying to the upper classes (Chandola, 2013, p. 

58). Furthermore, the presence of a pleasant sound can improve acoustic comfort even when 

it causes a higher sound level to the overall soundscape (Kang, 2007, pp. 70, 82; Kang & Zhang, 

2010, p. 154; Yang & Kang, 2005a). In urban areas, preferred sounds were natural sounds such 

as water from fountains and birds chirping (Chen & Kang, 2004; Liu, Kang, Luo & Behm, 2013; 

½ƘŀƴƎ ϧ YŀƴƎΣ нллтύΣ ŀƴŘ άŎǳƭǘǳǊŀƭƭȅ ŀǇǇǊƻǾŜŘ ǎƻǳƴŘǎΣ ǎǳŎƘ ŀǎ ŎƘǳǊŎƘ ōŜƭƭǎΣ ƳǳǎƛŎ ƻƴ ǘƘŜ 

ǎǘǊŜŜǘΣ ŀƴŘ ōŜƭƭǎ ŀƴŘ ƳǳǎƛŎ ŦǊƻƳ ŀ ŎƭƻŎƪέ ό½ƘŀƴƎ ϧ YŀƴƎΣ нллтΣ ǇΦ тмύΦ hƴ ǘƘŜ ƻǘƘŜǊ ƘŀƴŘΣ 

vehicle and construction sounds are mostly disliked (Kang & Zhang, 2010; Zhang & Kang, 

2007). Besides this, soundmarks that are compatible with the function of a place are 

considered preferable: 

The interviewees at the Peace Gardens [an open public square in Sheffield, United Kingdom] were 
more favourable to the sounds of birds ( p < 0.05), church bells ( p < 0.01), water ( p < 0.01) and 
ŎƘƛƭŘǊŜƴΩǎ ǎƘƻǳǘƛƴƎ όp < 0.01), whereas the interviewees at the Barkers Pool were more favourable to 
the music played on streets (p < 0.05) and music from stores ( p ғ лΦлмύΦ Χ Ƴƻǎǘ ƻŦ ǘƘŜǎŜ ǎƻǳƴŘǎ ǿŜǊŜ 
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the soundmarks of the square. Χ people choose a square to use, their soundscape preferences did play 
an important role. (Kang, 2007, p. 72) 

 

Characteristics of people, either as an individual or in a society, are deemed as important 

factors that influence soundscape perception. In terms of gender, noise exposure significantly 

affected the efficiency of task performance in females but not in males (Gulian & Thomas, 

1986; Han, Joo & Oh, 2010). However, there were research that showed contradictory results 

that gender is not a prominent factor in soundscape perception (Chen & Kang, 2004; Liu, Kang, 

Luo & Behm, 2013; Meng & Kang, 2013; Kang & Zhang, 2010; Yang and Kang, 2005). 

Furthermore, it was found that favour with natural and cultural sounds increases as one gets 

older (Kang, 2007; Liu, Kang, Luo & Behm, 2013; Yang & Kang, 2005; Zhang & Kang, 2007). 

Middle-aged groups were found to dislike work or mechanical noise in contrast to younger or 

older groups, and teens liked living environment noise more than those above 40 years old 

(Han, Joo & Oh, 2010, p. 108). Moreover, preference towards natural sounds and annoyance 

towards mechanical sounds increased with level of education (Kang & Zhang, 2010, p. 154). 

Type of occupation and income were also found to affect the evaluation of subjective loudness 

and acoustic comfort in a research carried out in shopping malls in Harbin City, China (Meng & 

Kang, 2013). 

 

Besides demographic factors, the background of sound exposure, motivation or reason of 

being in a place, expectation, attachment to the place, frequency of visit and ability to control 

sounds are some other factors that affect perception. Soundscape evaluation is found to be 

significantly related to motivation of being in a place and season of visit (Meng & Kang, 2013) 

and expectation from the users (Botteldooren, Verkeyn & Lercher, 2001; Bruce & Davies, 2014; 

Shankar et al., 2013, p. 93). Users of a place also showed a more positive evaluation of the 

soundscape than passers-by (Yang & Kang, 2001). Similarly, regularity of visit and longer 

duration of stay resulted in more satisfaction of the soundscape in six shopping malls in Harbin 

City (Meng & Kang, 2013; see also Liu, Kang, Luo & Behm, 2013) and urban open public 

squares (Yang & Kang, 2001). Besides this, the soundscape is more favoured when one can 

control the sound source (Bruce & Davies, 2014, p. 10). 

 

The way of listening can directly affect sound input and consequently perception. Harriet 

όнлмоύ ǎǘŀǘŜŘ ǘƘŀǘ άǾƻƭǳƴǘŀǊȅ ŀƴŘ ƛƴǾƻƭǳƴǘŀǊȅ ǎƘƛŦǘǎ ƛƴ ŀǳŘƛǘƻǊȅ ŀǘǘŜƴǘƛƻƴ Řƻ ƛƴŘŜŜŘ ŀƭǘŜǊ ǘƘŜ 

ǇŜǊŎŜǇǘƛƻƴ ƻŦ ǎƻǳƴŘέ όǇΦ фпύΦ Two types of listening are identifiedΣ ƴŀƳŜƭȅ άŘŜǎŎǊƛǇǘƛǾŜ 

ƭƛǎǘŜƴƛƴƎέ ǘƻ ǎǇŜŎƛŦƛŎ ǎƻǳƴŘǎ ŀƴŘ άƘƻƭƛǎǘƛŎ ƘŜŀǊƛƴƎέ ǘƻ ǘƘŜ ǎƻǳƴŘǎŎŀǇŜ as a whole: the way of 
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listening will lead to either relating sound with object or activities respectively (Guastavino, 

Dubois, Polack & Arras, 2001; Kang, 2007, p. 83; Raimbault, Bérengier & Dubois, 2001).  

 

Besides perception, the study of the soundscape is also a tool to understand the behaviours 

and socio-cultural conditions of a community, or other living things within an ecosystem. 

{ŎƘŀŦŜǊ мфттκмффп ŘŜǎŎǊƛōŜŘ ǘƘŀǘ άǘƘŜ ǇŀǊƛǎƘ ƛǎ ŀƴ ŀŎƻǳǎǘƛŎ ǎǇŀŎŜΣ ŎƛǊŎǳƳǎŎǊƛōŜŘ ōȅ ǘƘŜ ǊŀƴƎŜ 

of the church bell. The church bell is a centripetal sound; it attracts and unifies the community 

ƛƴ ŀ ǎƻŎƛŀƭ ǎŜƴǎŜέ όǇΦ рпύ ŀƴŘ άǘƻ Ƴŀƛƴǘŀƛƴ ǘƘŜ ǊŜƎƛƳŜƴ ƻŦ ǘƘŜ ƳƻƴŀǎǘŜǊȅ ŀƴŘΣ ƛƴ ŀ ōǊƻŀŘŜǊ 

ǎŜƴǎŜΣ ǘƻ ǊŜƎǳƭŀǘŜ ǘƘŜ ōŜƘŀǾƛƻǳǊ ƻŦ ŜǾŜǊȅƻƴŜ ƭƛǾƛƴƎ ǿƛǘƘƛƴ /ƘǊƛǎǘƛŀƴ ǎƻŎƛŜǘȅέ όнллоΣ ǇΦ нуΤ ǎee 

also Hahn, 2015). Another research found that the din that dominated the soundscape in a 

festival in North India drew people into being religious (Shankar et al., 2013). aƻǊŜƻǾŜǊΣ άƴƻƛǎŜ 

above 80 dB(A) may also reduce helping behaviour and increase aggrŜǎǎƛǾŜ ōŜƘŀǾƛƻǳǊέΣ ŀƴŘ 

άǎǘǊƻƴƎŜǊ ǊŜŀŎǘƛƻƴǎ ƘŀǾŜ been observed when noise is accompanied by vibrations and contains 

low-frequency components, or when the noise contains impulses, such as with shooting noiseέ 

(Berglund, Lindvall & Schwela, 1999, p. xi). It is also found that background music prolonged 

the stay of users at a place (Aletta, Lepore, Kostara-Konstantinou, Kang & Astolfi, 2016, p. 1). 

 

 

 Place 

 

The spatial dimension of sound creates a sonic area: a space that accommodates the sounding 

of the source ŀƴŘ ǘƘŜ ǊƻƻƳ ǿƘŜǊŜ ǘƘŜ ǎƻǳƴŘǎ ǘǊŀǾŜƭΦ ¢ƘŜ ǎǳŦŦƛȄ ά-ǎŎŀǇŜέ ƛƴ ǘƘŜ ǘŜǊƳ 

άǎƻǳƴŘǎŎŀǇŜέ ǘƘŀǘ ƳŜŀƴǎ άǎŎŜƴŜέ ƻǊ άǾƛŜǿέ ŀƭǎƻ ŘŜƴƻǘŜǎ ŀ ǇŜǊŎŜƛǾŜŘ ǘŀǊƎŜǘ ŀǘ ŀ ǇŀǊǘƛŎǳƭŀǊ 

άǇƭŀŎŜέΦ  

 

The type and shape of space as well as the functions and the meanings it holds play a pivotal 

role in the objectives of the soundscape in the area and can directly influence the way sounds 

are interpreted and evaluated. Each acoustic space has its specific acoustic effects (e.g. 

reverberation time, reflection patterns) with its tied environmental conditions (e.g. weather, 

temperature, humidity, luminance) (Kang, 2007; Zhang & Kang, 2007). The space is also closely 

related to its landscape features such as natural environment and architectural characteristics 

as well as the context of the place that may involve socio-cultural meanings and functions. The 

ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǎƻǳƴŘǎŎŀǇŜ ŀƴŘ ŀƭƭ ǘƘŜǎŜ ŦŜŀǘǳǊŜǎ ǘƘŀǘ ŎǊŜŀǘŜǎ ŀ άǇƭŀŎŜέ ƛǎ ǊŜŎƛǇǊƻŎŀƭΦ 

¢ƘŜ ǇŜǊŎŜǇǘƛƻƴ ƻŦ άǇƭŀŎŜέ Ŏŀƴ ōŜ ŀ ǇƘȅǎƛŎŀƭ ƭƻŎŀǘƛƻƴ ƻǊ ƛƳŀƎƛƴŜŘ ǘŜǊǊƛǘƻǊƛŜǎΦ 
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Regarding characteristics of acoustic space, sound distribution and reflection patterns were 

pointed out as influencing soundscape perception (Kang, 2007, pp. 79ς82). Schafer 

όмфттκмффпύ ŎƻƳƳŜƴǘŜŘ ǘƘŀǘ ά{ǇŀŎŜ ŀŦŦŜŎǘǎ ǎƻǳƴŘ ƴƻǘ ƻƴƭȅ ōȅ ƳƻŘƛŦȅƛƴƎ ƛǘǎ ǇŜǊŎŜƛǾŜŘ 

structure through reflection, absorption, refraction and diffraction, but it also affects the 

characteristics of sound productionέ (p. 217). Moore and Smallwood (2011) stated that 

ά5ƛǎǘŀƴŎŜ ŜƭƛƳƛƴŀǘŜǎ Ƴƻǎǘ ƻŦ ǘƘŜ ƘƛƎƘ ŦǊŜǉǳŜƴŎƛŜǎΣ ŀƴŘ ŘƛǎǇŜǊǎŜǎ ƳǳŎƘ ƻŦ ǘƘŜ ǇƻǿŜǊ ƻŦ ǘƘŜ 

non-ŘƛǊŜŎǘƛƻƴŀƭ ƭƻǿ ŜƴŘέ όǇΦ пфύΦ ά! ǎǳƛǘŀōƭŜ ǊŜǾŜǊōŜǊŀǘƛƻƴ ǘƛƳŜΣ ǎŀȅ мςн ǎΣ Ŏŀƴ ƳŀƪŜ ΨǎǘǊŜŜǘ 

ƳǳǎƛŎΩ ƳƻǊŜ ŜƴƧƻȅŀōƭŜέ ό½ƘŀƴƎ ϧ YŀƴƎΣ нллтΣ ǇΦ тоύΦ  

 

Scientific evidence also showed that forest or vegetation could affect the way sounds 

propagate thus reduce noise (Ruspa, 2001; Swearingen, White & Guertin, 2013; Van 

wŜƴǘŜǊƎƘŜƳΣ IƻǊƴƛƪȄΣ CƻǊǎǎŜƴ ϧ .ƻǘǘŜƭŘƻƻǊŜƴΣ нлмоύΤ άǾŜƎŜǘŀǘƛƻƴ ƻƴ ōǳƛƭŘƛƴƎ ŦŀœŀŘŜǎ ŀƴŘ ǘƘŜ 

ground can increase boundary diffusion of incident sound and can also increase boundary 

absorption, thus reŘǳŎƛƴƎ ƴƻƛǎŜ ŦǳǊǘƘŜǊέ ό½ƘŀƴƎ ϧ YŀƴƎΣ нллтΣ ǇΦ унύΦ CǳǊǘƘŜǊƳƻǊŜΣ ά¢ƻ ŘƛŦŦǳǎŜ 

boundaries, street or square furnitureτsuch as lampposts, fences, barriers, benches, 

telephone boxes, and bus sheltersτŎŀƴ ŀƭǎƻ ōŜ ŜŦŦŜŎǘƛǾŜ ƛƴ ǊŜŘǳŎƛƴƎ ƴƻƛǎŜέ ό½ƘŀƴƎ ϧ YŀƴƎΣ 

2007, p. 79). 

 

Environmental conditions such as humidity, luminance, and air temperature were found to 

correlate with evaluation of loudness and acoustic comfort (Meng, Kang & Jin, 2013). Research 

also showed that visual landscape was significantly correlated with overall soundscape 

preference (Liu, Kang, Luo & Behm, 2013) where άǿƘŜƴ Ǿƛǎǳŀƭ ŜǾŀƭǳŀǘƛƻƴ ƛǎ ƘƛƎƘΣ ǎǳōƧŜŎǘƛǾŜ 

ƭƻǳŘƴŜǎǎ ƛǎ ƭƻǿΣ ŀƴŘ ŀŎƻǳǎǘƛŎ ŎƻƳŦƻǊǘ ƛǎ ƘƛƎƘέ όaŜƴƎΣ YŀƴƎ ϧ WƛƴΣ нлмоΣ ǇΦ мллтύΦ 9ȄǇŜǊƛƳŜƴǘǎ 

also proved that good sight could enhance the favour towards environmental sounds (Tsai & 

Lai, 2001). 

 

 

 Interconnections of Sound, People and Place 

 

The definition of soundscape contains the three components of sound properties, sound 

experience and sound environment. This triad forms an encompassing meaning of soundscape 

that is regarded as a resource with specific utilitarian purposes.  

 

/ǳǊǊŜƴǘ ƭƛǘŜǊŀǘǳǊŜ ƻƴ ǘƘŜ ŘƛŦŦŜǊŜƴǘ ŘŜŦƛƴƛǘƛƻƴǎ ƻŦ άǎƻǳƴŘǎŎŀǇŜέ Ƙŀǎ ŀ ŘƛǎǘƛƴŎǘ Řǳŀƭƛǘȅ ƛƴ ǘƘŜ 

description of its meaning as the physical sounds (acoustics) and/or perceptual constructs 

(psychoacoustics). In other words, the main focus in existing soundscape research is either on 
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the noumena (sound properties as physical materials) or the phenomena (sound experience 

and perception of sounds), or the combination of the two. Some studies centre on the 

ŜǇƛǇƘŜƴƻƳŜƴŀ όōŜƘŀǾƛƻǳǊǎΣ ƻǳǘŎƻƳŜύΣ ǿƘƛŎƘ ƳŜŀƴǎ ǘƘŜ άǎŜŎƻƴŘŀǊȅ ŜŦŦŜŎǘ ƻǊ ōȅ-ǇǊƻŘǳŎǘέ 

(Epiphenomenon, 2017) of the soundscape such as health and work efficiency.   

 

The International Organisation for Standardisation (ISO) 12913-1 (2014) ŘŜŦƛƴŜǎ άǎƻǳƴŘǎŎŀǇŜέ 

ŀǎ ǘƘŜ άŀŎƻǳǎǘƛŎ ŜƴǾƛǊƻƴƳŜƴǘ ŀǎ ǇŜǊŎŜƛǾŜŘ ƻǊ ŜȄǇŜǊƛŜƴŎŜŘ and/or understood by a person or 

ǇŜƻǇƭŜΣ ƛƴ ŎƻƴǘŜȄǘέ όǿǿǿΦƛǎƻΦƻǊƎύΦ ¢Ƙƛǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ soundscape is mostly applied to 

functional spaces with human being as users. Although the sounding of a sound from its 

sources is closely related to its acoustical properties and the condition of the acoustic space, 

this definition elucidates the importance of the way sounds are received in the auditory senses 

of the perceiving individual or the communityτas compared to the sound per seτand the 

consequent effects of sonic experience. There are also studies that solely focus on perception. 

CƻǊ ŜȄŀƳǇƭŜΣ 5ŀǾƛŜǎ Ŝǘ ŀƭΦ όнлмоύ ŀǊƎǳŜŘ ǘƘŀǘ άōŜƘŀǾƛƻǳǊΣ ŀǘǘŜƴǘƛƻƴΣ ƛƴŦƻǊƳŀǘƛƻƴ ŀƴŘ ƛƴŘƛǾƛŘǳŀl 

ŘƛŦŦŜǊŜƴŎŜǎέ ŀǊŜ ŦŀŎǘƻǊǎ ǘƘŀǘ ƛƴŦƭǳŜƴŎŜ ǇǊŜŦŜǊŜƴŎŜǎ ƻƴ ǎƻǳƴŘǎŎŀǇŜ όǇΦ ннтύΣ ŀƴŘ ŀŎƻǳǎǘƛŎŀƭ 

properties are excluded as they justified that it is primarily the meaning associated with the 

sounds that influence evaluation of a soundscape (p. 228). Besides sounds and perception, 

άŎƻƴǘŜȄǘέ ƛǎ ƛƴŎƭǳŘŜŘ ŀǎ ŀ ŎǊǳŎƛŀƭ ŜƭŜƳŜƴǘ ƻŦ ǎƻǳƴŘǎŎŀǇŜ ŀǎ sounds are conditioned by context, 

and context shapes the meaning of sounds.  

 

Existing frameworks of soundscape study usually include all the three components of sound, 

people and place, and especially on their interconnections. From the literature, Wrightson 

(2000) described that one could relate to his/her environment through sound (Figure 3.1). 

Brown, Kang and Gjestland (2011) summarised that soundscape is where there is the presence 

of acoustic properties and living things, and in an area of geographical and environmental 

characteristics; and interaction amongst each other (p. 388). Similarly, Truax (2001) defined 

that acoustic communicationτǿƘƛŎƘ ƳŜŀƴǎ άƘƻǿ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ŀƴŘ ǎƻŎƛŜǘȅ ŀǎ ŀ ǿƘƻƭŜ 

understand ǘƘŜ ŀŎƻǳǎǘƛŎ ŜƴǾƛǊƻƴƳŜƴǘ ǘƘǊƻǳƎƘ ƭƛǎǘŜƴƛƴƎέτάŀǘǘŜƳǇǘǎ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ 

interlocking behaviour of sound, the listener, and the environment as a system of 

relationships, not as isoƭŀǘŜŘ ŜƴǘƛǘƛŜǎέ όǇΦ ȄǾƛƛƛύΦ Likewise, Smith and Pijanowski (2014) 

integrated the three elements of sounds, the relationship with the environment, and human 

perception and responses in their design of soundscape ecology framework to identify 

άdistinct auditƻǊȅ ƻōƧŜŎǘǎέΣ άƳŜŀƴƛƴƎ [that] ƛǎ ŀǎŎǊƛōŜŘ ǘƻ ŀǳŘƛǘƻǊȅ ƻōƧŜŎǘǎέΣ άƛƴǘŜƎǊŀǘƛǾŜ 

ŀǎǎŜǎǎƳŜƴǘ ƻŦ ǘƘŜ Ǿƛǎǳŀƭ ŀƴŘ ŀǳŘƛǘƻǊȅ ŜƴǾƛǊƻƴƳŜƴǘέ ŀƴŘ άǇƘȅǎƛƻƭƻƎƛŎŀƭ ǊŜǎǇƻƴǎŜǎέ όǇΦ срύΦ 

ÇamcƤ and Erkan (2012ς2013) also ƛŘŜƴǘƛŦƛŜŘ άŎǳǎǘƻƳŜǊ ώǇŜƻǇƭŜϐ-venue [place]-musician 

[musical sounds] trichotomy in soundscape formation at café, bar and dance club. Besides this, 
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Zhang and Kang (2007) devised a system for soundscape evaluation, description and creation 

ƻŦ άǎƻǳƴŘέΣ άǎǇŀŎŜέΣ άǇŜƻǇƭŜέ ŀƴŘ άŜƴǾƛǊƻƴƳŜƴǘέ ŦƻǊ ǳǊōŀƴ ƻǇŜƴ ǎǇŀŎŜǎΦ  

 

 

 

 

Figure 3.1Υ ά¢ƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ƻŦ ŀƴ ƛƴŘƛǾƛŘǳŀƭ ǘƻ ǘƘŜ ŜƴǾƛǊƻƴƳŜƴǘ ǘƘǊƻǳƎƘ ǎƻǳƴŘΦέ ό²ǊƛƎƘǘǎƻƴΣ нлллΣ ǇΦ мн 
[modified from Truax, 1984, p. 11]) 

 

 

 

Although Zhang and Kang (2007) had provided a detailed system of soundscape study, this 

study attempts to adapt and elaborate on the components of soundscape study for application 

on a different context using the framework of sound, people and place. The element of 

άǎǇŀŎŜέ ŀƴŘ άŜƴǾƛǊƻƴƳŜƴǘέ ƛƴ ½ƘŀƴƎ ŀƴŘ YŀƴƎΩǎ ŦǊŀƳŜǿƻǊƪ ƛǎ ŎƻƳōƛƴŜŘ ŀǎ άǇƭŀŎŜέ ƛƴ ǘƘƛǎ 

study as these two components are closely related. ! άǎǇŀŎŜέ Ŏŀƴ ōŜ ŘǳǇƭƛŎŀǘŜŘ ŀƴŘ Řƻ ƴƻǘ 

ŀŦŦŜŎǘ ŜȄǇŜǊƛŜƴŎŜ ǿƘŜǊŜŀǎ άǇƭŀŎŜέ ƛǎ ƛƴǘŜǊtwined with soundscape profiles and can influence 

perception. 

 

Thus, this research employs the definition of soundscape as sound properties and sound 

experience in an environment, and the interconnections between them (Figure 3.2). These 

components will be included in the conceptual framework of this study with an added time 

dimension. Although landscape can be used as an analogy to the soundscape, one major 

difference between the two is that sound has a much shorter lifespan, and the soundscape of 

the same place can vary distinctively at different time period or season. Soundscape 

experience is also a process of being in time. Thus, the concept of time is integral in the 

framework of soundscape study. 
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Figure 3.2: The three interconnected components of sound, people and place with time dimension in the 
definition of soundscape as the framework of soundscape study. 
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3.2 Research Event and Site 
 

The RWMF is an example of an open-air anthropocentric soundscape of leisure event that 

contains ƭƛǾŜ ƳǳǎƛŎ ŜǾŜƴǘǎΦ !ǘ ǘƘŜ ǎŀƳŜ ǘƛƳŜΣ ǘƘŜ {/± ƛǎ ǎǳƛǘŀōƭŜ ŀǎ ŀ άǇƭŀŎŜέ ƻŦ ǘƘŜ ǎǘǳŘȅ ŀǎ ƛǘ 

is not merely a functional space that accommodates the event but has a self-contained theme, 

socio-cultural meaning and synchronously alive with its own soundscape.  

 

 

3.2.1 Rainforest World Music Festival (RWMF) 

 

The idea of a Rainforest World Music Festival (RWMF) was put forward by Randy Raine-

Reusch, a Canadian composer cum performer visiting Sarawak and Robert Basiuk, the then 

former Deputy Chief Executive Officer of the Sarawak Tourism Board after a successful 

performance of two sape players (a local indigenous musical instrument) at WOMAD (World of 

Music and Dance), Marseille.  

 

The RWMF presents musicians from around the world which includes the traditional musicians 

from the interiors as well as renowned and modernised world music performers. Edric Ong, 

one of the committee members during the formative years, stated tƘŜ ŦŜǎǘƛǾŀƭ ƛǎ ǘƻ άǎƘƻǿŎŀǎŜ 

the ethnic sights and sounds of Sarawak, focussing on the sapeέ όhƴƎΣ нлмрύΦ On the same line, 

Virtual Malaysia stated that: 

The festival is held to promote and preserve the unique cultures of Sarawak and provide a platform for 
local artists to perform side by side with international artists, allowing them to learn and share the 
ǿŜŀƭǘƘ ƻŦ ŜŀŎƘ ƻǘƘŜǊΩǎ ŀǊǘ ŀƴŘ ǇǊŜǎŜƴǘŀǘƛƻƴ, so it could survive well into the future. (Virtual Malaysia, 
2007, p. 1) 

Tan (2014) commented that the music event has been well-received:  

The RWMF has been to [sic] able to introduce selected forms of indigenous music to local and foreign 
audiences in the cities, promote new fusion music based on indigenous sources, and provide a 
platform to bridge music from across the globe to this region. The RWMF has promoted a new interest 
in and excitement about indigenous music and its revitalisation among some of the younger 
generation. (p. 367) 

 

This event is organised by the Sarawak Tourism Board (STB), supported by the Ministry of 

Tourism and Culture, Malaysia and the Ministry of Tourism, Sarawak, and endorsed by Tourism 

aŀƭŀȅǎƛŀΦ {ƛƴŎŜ нлмрΣ ŀ ŘŜǇŀǊǘƳŜƴǘ ŎŀƭƭŜŘ ά9ǾŜƴǘ ŀƴŘ /ƻǊǇƻǊŀǘŜ wŜƭŀǘƛƻƴǎέ ƛǎ ŦƻǊƳŜŘ ŀǘ {¢. 

and is fully in charge of the organisation of the festival. Over the years, RWMF audience has 

increased from 1.5 thousand in the first year to 21 thousand (Virtual Malaysia, 2007) for the 

total entries of the three-day event, and about 40% were repeated festival-goers (Geikie, Lah 

& Soo. 2013, p. 8). Some of the ŀǿŀǊŘǎ ǊŜŎŜƛǾŜŘ ŀǊŜ άнр ƻŦ ǘƘŜ .Ŝǎǘ LƴǘŜǊƴŀǘƛƻƴŀƭ CŜǎǘƛǾŀƭǎέ ōȅ 
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{ƻƴƎƭƛƴŜǎ ƳŀƎŀȊƛƴŜ Ŏƻƴǘƛƴǳƻǳǎƭȅ ŦǊƻƳ ȅŜŀǊ нлмл ǘƻ нлмпΣ ά¢ƘŜ ²ƻǊƭŘΩǎ .Ŝǎǘ .ǊŀƴŘǎ !ǎƛŀ 

Pacific 2012ςнлмоέ ōȅ .ǊŀƴŘ [ŀǳǊŜŀǘŜΣ άtŀŎƛŦƛŎ !ǎƛŀ ¢ǊŀǾŜƭ !ǎǎƻŎƛŀǘƛƻƴ όt!¢!ύ DƻƭŘ !ǿŀǊŘǎ 

нллсέΣ ŀƴŘ ǘƘŜ ά!{9!b ¢ƻǳǊƛǎƳ !ǎǎƻŎƛŀǘƛƻƴ ό!{9!b¢!ύ 9ȄŎŜƭƭŜƴŎŜ !ǿŀǊŘ нллфέΦ  

 

The main programs of the festival are the afternoon workshops and matinees as well as 

evening stage performance that starts from 7:30 PM until around midnight. For example, in 

2016, there were 23 performing bands and 33 workshop sessions. Other side events include 

5ǊǳƳ /ƛǊŎƭŜΣ ŎƘƛƭŘǊŜƴΩǎ ǿƻǊƪǎƘƻǇΣ lectures on culture, wellness program and a craft bazaar. 

  

 

3.2.2 Sarawak Cultural Village (SCV) 

 

Sarawak is the largest state among the 13 states in the federation of Malaysia. It is located on 

the island of Borneo and has an equatorial climate with tropical rainforest which provides a 

variety of nature adventures including jungle trekking, mountain climbing, sea diving and cave 

exploring as well as sight-seeing of diverse species such as sea turtles, proboscis monkeys, 

ƻǊŀƴƎǳǘŀƴǎΣ ƘƻǊƴōƛƭƭǎ ŀƴŘ ǘƘŜ ǿƻǊƭŘΩǎ ƭŀǊƎŜǎǘ ŦƭƻǿŜǊΣ Rafflesia.  

 

The population in Sarawak is multi-cultural with more than twenty distinct ethnic groups. The 

indigenous people are generally known as the Dayaks or Orang Ulu whilst the Chinese, Malays 

and Indians are considered the settled migrants. The various ethnic groups exhibit a reverence 

towards their mother tongue, culture and tradition, which are still widely practised today. 

 

The Rainforest World Music Festival (RWMF) has been held at the Sarawak Cultural Village 

(SCV) for twenty years since its inception. The venue is considered as closely related and 

symbiotic to the festival (Geikie, Lah & Soo. 2013, pp. 33, 35; Sarawak Tourism Board, 2007, p. 

175). Gorlinski (2006) stated that: 

In tandem with the unique setting of the Sarawak Cultural Village, the festival strives to engage the 
ƎǳŜǎǘǎ ǿƛǘƘ ŀƴ ŜƴŘǳǊƛƴƎ ǎŜƴǎŜ ƴƻǘ ƻƴƭȅ ƻŦ ƘŀǾƛƴƎ άōŜŜƴ ǘƘŜǊŜέ,έ ōǳǘ ŀƭǎƻ ƻŦ ƘŀǾƛƴƎ άŘƻƴŜ ǘƘŀǘέ. That is, 
the aim is to evoke a feeling of experience, rather than mere attendance at the Rainforest World Music 
Festival. (p. 247) 

 

The SCV was officially opened in 1990, and it is owned by the Sarawak Economic Development 

Corporation (SEDC). It is situated approximately 50-min drive or 35km north of the Kuching 

city, Malaysia. Besides being the official venue of RWMF, the SCV is open daily for visitors, and 

it also hosts festive events such as World Harvest Festival, National Day and traditional 

wedding ceremonies. 
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The SCV is a re-constructed place for ethnic and cultural tourism with the concept of the village 

ōŜƛƴƎ άǘƻ ǎŜŜ {ŀǊŀǿŀƪ ƛƴ ƻƴŜ Řŀȅέ όǿǿǿΦǎŎǾΦŎƻƳΦƳȅύΣ ƳŀƪƛƴƎ ƛǘ ŎƻƴǾŜƴƛŜƴǘ ŀƴŘ ŀŎŎŜǎǎƛōƭŜ ǘƻ 

get a taste of different cultures of Sarawak. Besides providing a concise understanding of 

customs and traditions, the setting gives a symbolic representation of a living environment and 

lifestyle where it provides a real experience of the ethnic culture. It has a combination of 

cultural, educational, ecological, aesthetic and historical components. 

 

¢ƘŜ {/± ŀǎ ŀ άǊŜǇƻǎƛǘƻǊȅ ƻŦ {ŀǊŀǿŀƪΩǎ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ƘŜǊƛǘŀƎŜέ όSarawak Tourism Board, 2007, p. 

58) contains replicas of different traditional houses of the seven ethnic people of Sarawak 

connected through a plankwalk that surrounds a lake in the middle. Beyond traditional 

ŀǊŎƘƛǘŜŎǘǳǊŀƭ ōǳƛƭŘƛƴƎǎ ŀƴŘ ƳŀǘŜǊƛŀƭ ŘƛǎǇƭŀȅǎΣ ǘƘŜ {/± ƛǎ ƛƴǘŜƴŘŜŘ ǘƻ ōŜ ŀ άƭƛǾƛƴƎ ƳǳǎŜǳƳ ƻŦ 

ŎǳƭǘǳǊŜέ όSarawak Tourism Board, 2007, p. 58). The village is inhabited with the houses filled 

with daily lifestyles such as local dialects conversations, people wearing traditional costumes, 

live local musical instruments playing and dance, simple local snacks making, accessories and 

craft making. Each house is also decorated with artefacts of traditional furniture, kitchenware 

and musical instruments.  

 

The SCV occupies 17 acres of land, and the village is surrounded by thick forest, at the foot of 

the Mount Santubong and the coast of the South China Sea. This provides an atmosphere of 

the traditional living lifestyle in the forest, where one is immersed in the rainforest 

environment. With the design of the village that άǘƘŜ ǎƛǘŜ ƻŦ ǘƘŜ {/± ǊŜǇǊŜǎŜƴǘǎ {ŀǊŀǿŀƪ 

ǘƻǇƻƎǊŀǇƘȅέ ό{ŀǊŀǿŀƪ ¢ƻǳǊƛǎƳ .ƻŀǊŘΣ нллтΣ ǇΦ тсύΣ ǘhe lake in the middle of the village is a 

άǎȅƳōƻƭƛŎ ƻŦ {ŀǊŀǿŀƪ ǇŜƻǇƭŜǎΩ ŘŜǇŜƴŘŜƴŎŜ ƻƴ ǘƘŜ ǊƛǾŜǊǎ ŀǎ ŀ ƳŜŀƴǎ ƻŦ ŎƻƳƳǳƴƛŎŀǘƛƻƴ ŀƴŘ 

ƭƛǾŜƭƛƘƻƻŘέ ό¸ŜŀΣ нллнōΣ ǇΦ нппύΦ  

 

In its official website, the multi-sensory experience of visiting the SCV is promoted through its 

architecture, landscape, people, food, cultural lifestyles, music and dance (Sarawak Tourism 

Board, 2007, pp. 52ς72): 

This activity-packed Village seeks to tickle all the human sensesτthe visual impact of the traditional 
lines of the ethnic houses set against a dramatic landscape, the enchanting cacophony of traditional 
sounds and music on the ears, the exquisite taste and aroma of ethnic delicacies, the dexterous feel of 
finely-crafted handiwork and the excitement of unique games. (www.sarawakculturalvillage.com, as 
cited in Gorlinski, 2006, pp. 246ς247)  

Although the soundscape component is not verbalised explicitly by the SCV, it is perceived: 

He [tourist] will find himself in the Cultural Mini Village. After his auditory, olfactory and ocular senses 
are satiated, he can backtrack to a certain area in the cƻƳǇƭŜȄ ŀƴŘ ǎǇƻƛƭ Ƙƛǎ ƎƻǳǊƳŜǘΩǎ ǘŀǎǘŜōǳŘΦ όWƛǘŀō 
& Ritchie, 1991, p. 102) 

The sound environment is a significant element of the SCV that richly express a manifestation 

ƻŦ ŀ άƘŜǊƛǘŀƎŜέ ƻŦ ƴŀǘǳǊŀƭ ǎƻǳƴŘǎŎŀǇŜΦ ²ƛǘƘƻǳǘ ǘƘŜ ǊŀƛƴŦƻǊŜǎǘ ŀƳōƛŜƴŎŜ ǿƛǘƘ ǘƘŜ ǎƻǳƴŘǎ ƻŦ 
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birds, insects and wind, and if there were presence of traffic and machinery noise, the SCV 

would not be able to depict the embodiment of the traditional living environment of the ethnic 

groups in a more holistic way even with the presence of traditional houses and cultural 

performances. With what the place can offer, RWMF being held at this festival site is also 

known as a jungle festival. 
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Figure 3.3: A layout of Sarawak Cultural Village. (Retrieved from www.wonderfulmalaysia.com) 
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3.3 Context of the Soundscape of RWMF 
 

As soundscape is a study of the relationship between sounds, people and place, the context of 

the soundscape of RWMF plays an important role in this study. The two facets in the setting of 

RWMF can be broadly described, firstly, as leisure sounds, and secondly in a festival setting. 

The following sections present the characteristics of these two contexts that will underpin the 

soundscape approach of this study.  

 

 

3.3.1 Leisure Sounds 

 

The types of soundscape can generally be categorised as natural, industrial or construction, 

transportation, commercial, domestic and leisure with each having their distinct sound sources 

and ways of experience. Leisure soundscape with music events can be sounds of recreational 

activities and entertainment such as those heard at discotheques, pubs, clubs, concerts and 

ŦŜǎǘƛǾŀƭǎΦ ¢ƘŜ ǘŜǊƳ άƭŜƛǎǳǊŜ ƴƻƛǎŜέ ƛǎ ƳƻǊŜ ŎƻƳƳƻƴ ŦǊƻƳ ǘƘŜ ǇŜǊǎǇŜŎǘƛǾŜ ƻŦ ŀǳǊŀƭ ƘŜŀƭǘƘΤ 

ƴŜǾŜǊǘƘŜƭŜǎǎΣ άƭŜƛǎǳǊŜ ǎƻǳƴŘέ ƛǎ ǳǎŜŘ ƛƴ ǘƘƛǎ ǇŀǇŜǊ ŀǎ ǘƘŜǎŜ ǎƻǳƴŘǎ do not necessarily mean 

unwanted sounds and are studied not merely for noise abatement. 

 

Industrial and construction noise are by-products of mechanisms, and definitions of unwanted 

sounds from these types of soundscape are usually straightforward. In the efforts of 

minimising occupational health issues, standardised measurements and calculation of dose 

level in sound exposure can produce direct results. Clear guidelines are also available at an 

administrative or organisational level on ways to reduce harmful noise exposure.  

 

Nevertheless, leisure sounds such as those from music festivals and their level of desirability 

among the consumers can be rather complicated because the sound itself is the main product 

of consumption. Thus, the way to control the sound properties is a tension between quality, 

demand and aural health. In other words, musical considerations are embedded within the 

overall outcome of the soundscape. While noise in a workplace, traffic, and residential areas 

are usually aimed for reduction of sound level, contrastingly leisure sounds are mostly 

amplified, and at most times it is the main featured sound of an event. Furthermore, 

evaluation of leisure sounds is mostly based on comfort and enjoyment in contrast to 

annoyance and health issues in other types of soundscape. When the sounds may be harmful 

but do not cause immediate discomfort or pain, the jurisdiction on the control of sound 

emission from leisure sounds is usually subjectively qualitative.  
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Moreover, in contrast to 8-hour work five times a week, the exposure to leisure sounds is 

usually inconsistent. It is also difficult to include the background of the consumers such as the 

frequencies of attendance to leisure events, or the total accumulation of dose exposure from 

daily work and leisure activities. Exposure to leisure noise is also voluntary where one can 

freely leave the noise at any time as compared to the workplace when one is obligated to 

ŎƻƴǘƛƴǳŜ ƻƴŜΩǎ ǿƻǊƪΦ Thus, recuperation is assumed that exposure to leisure sounds even at a 

high level will not cause any serious or long-term harm.  

 

Thus, the study of leisure sound in terms of its composition and sound profiles that 

characterise this type of soundscape as well as its perception would derive further 

understandings and implications on the exposure to leisure sounds. Figure 3.4 shows the 

characteristics of leisure sound in relation to the framework of the triadic component of 

soundscape. 
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Figure 3.4: The characteristics of leisure sound in relation to the framework of the triadic component of 
soundscape. 
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3.3.2 Characteristics of Music Festivals 

 

Electrification has made listening to the radio and recorded music via electronic devices as well 

ŀǎ ǎƛƴƎƛƴƎ ƪŀǊŀƻƪŜ ŀǎ ŀ ǿŀȅ ƻŦ ŜƴƧƻȅƛƴƎ ƳǳǎƛŎ ŀǘ ƻƴŜΩǎ ŎƻƴǾŜƴƛŜƴŎŜ ŀƴŘ ǇǊƛǾŀǘŜ ǎǇŀŎŜΦ CǊƻƳ 

vinyl, cassettes, CDs, DVDs, iPods to mobile phones, these devices store music recordings that 

are ready to hand and can be enjoyed out of the context of performance beyond time and 

geography without the need to travel, as what Schafer (1977/1994) described as schizophonia. 

Nevertheless, Feld (2000) deduced that: 

Our era is increasingly dominated by fantasies and realisations of sonic virtuality. Not only does 
contemporary technology make all musical worlds actually or potentially transportable and hearable in 
all others, but this transportability is something fewer and fewer people take in any way to be 
remarkable. As sonic virtuality is increasingly naturalisedΣ ŜǾŜǊȅƻƴŜΩǎ ƳǳǎƛŎŀƭ ǿƻǊƭŘ ǿƛƭƭ ōŜ ŦŜƭǘ ŀƴŘ 
ŜȄǇŜǊƛŜƴŎŜŘ ŀǎ ōƻǘƘ ƳƻǊŜ ŘŜŬƴƛǘŜ ŀƴŘ more vagueΣ ǎǇŜŎƛŬŎ ȅŜǘ ōƭǳǊǊŜŘΣ ǇŀǊǘƛŎǳƭŀǊ ōǳǘ ƎŜƴŜǊŀƭΣ ƛƴ 
place and in motion. (p. 145) 

 

Although music recordings can be easily owned or accessible in the market or through the 

Internet, music festivals have also been increasingly popular since the 1960s (Ryan & Wollan, 

нлмоΣ ǇΦ ффύΣ Ǉƻǎǎƛōƭȅ ŀ ǊŜŀŎǘƛƻƴ ŀƎŀƛƴǎǘ ǎŎƘƛȊƻǇƘƻƴƛŀΦ Iƻƭǘ όнлмлύ ŎƻƳƳŜƴǘŜŘ ǘƘŀǘ άƭƛǾŜ ƳǳǎƛŎ 

has become a major domain, and structuring force in the economȅ ƻŦ ƳǳǎƛŎέ όǇΦ нпуύΣ ŀƴŘ ǘƘŀǘ 

άώƭƛǾŜϐ ǇŜǊŦƻǊƳŀƴŎŜ was defined as an authentic practice by contrasting creative musicianship 

ǿƛǘƘ ǘƘŜ ǊŜŎƻǊŘƛƴƎ ŀǎ ŀ άŘŜŀŘέ ƻōƧŜŎǘέ όǇΦ нпрύΦ [ƛǾŜ ŀƴŘ ŎƻƭƭŜŎǘƛǾŜ ŎƻƴǎǳƳǇǘƛƻƴ ƻŦ ƳǳǎƛŎ ŀǘ 

one specific public place has become an alternative to self-listening at home. Moreover, the 

birth of amplifiers and their portability has made music performances possible to be held in 

any preferred areas. 

 

A festival is usually a themed display or celebration with the public community gathering 

together at a place (Gadamer, 1986, pp. 39, 49; Getz & Page, 2016, p. 67). A festival is usually 

vibrant and dynamic with a duration that spans from a day to a few weeks. The activities can 

be sporadic or continuously held in a few days. The theme is commonly cultural or religious 

and consists of an exhibition of sound product and/or visual display. Falassi (1987) explained 

ǘƘŜ ƻǊƛƎƛƴ ƻŦ ǘƘŜ ǘŜǊƳ άŦŜǎǘƛǾŀƭέ ŀǎ ŦƻƭƭƻǿǎΥ  

Etymologically the term festival derives ultimately from the Latin festum. But originally Latin had two 
terms for festive events: festumΣ ŦƻǊ άǇǳōƭƛŎ ƧƻȅΣ ƳŜǊǊƛƳŜƴǘΣ ǊŜǾŜƭǊȅέΣ ŀƴŘ feriaΣ ƳŜŀƴƛƴƎ άŀōǎǘƛƴŜƴŎŜ 
ŦǊƻƳ ǿƻǊƪ ƛƴ ƘƻƴƻǳǊ ƻŦ ǘƘŜ ƎƻŘǎέΦ .ƻǘƘ ǘŜǊƳǎ were used in the plural, festa and feriae, which indicates 
that at that time festivals already lasted many days and included many events. (pp. 1ς2) 

Cŀƭŀǎǎƛ όмфутύ ƛƴǘŜǊǇǊŜǘŜŘ άŦŜǊƛŀέ ŀǎ άǘƛƳŜ ŀǿŀȅ ŦǊƻƳ ǿƻǊƪέΣ άŦŜǎǘƛǾŜ ǾŀŎŀǘƛƻƴέ ŀƴŘ άŘŀȅ ƻŦ 

ǊŜǎǘέ όǇΦ нύΣ ǿƘƛŎƘ ƛǎ ŀ ǊŜǾŜǊǎŀƭ ŦǊƻƳ Řŀƛƭȅ ƭƛŦŜ ǿƘŜǊŜ άǇŜƻǇƭŜ Řƻ ǎƻƳŜǘƘƛƴƎ ǘƘŜȅ ƴƻǊƳŀƭƭȅ Řƻ 

not; they abstain from something they normally do; they carry to the extreme behaviours that 

are usually regulated by measure; they invert patterns of daily social lifeέ όǇΦ оύΦ 
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A festival is a way of appreciation of a specific theme in a more leisured way, and it can range 

ŦǊƻƳ ōŜƛƴƎ ŦŀƳƛƭȅ ŦǊƛŜƴŘƭȅ ǘƻ ōŀŎŎƘŀƴŀƭΦ {ǘƻŜƭǘƧŜ όмффнύ ŘŜǎŎǊƛōŜŘ ŦŜǎǘƛǾŀƭǎ ŀǎ άǇǳōƭƛŎ ƛƴ ƴŀǘǳǊŜΣ 

participatory in ethos, complex in structure, and multiple in voice, scene, and purposeέ όǇΦ 

161). The central theme of a festival is usually accompanied by other activities and expositions 

such as music, dance, film, literature, arts and crafts, sports, games and food where one finds 

himself/herself being enveloped by a variety of activities. This heterogeneity is to cater for the 

different preferences of a large and diverse group of festival-goers that usually spend an 

extended period of time at the festival compound.  

 

For a festival, it is usually not merely the main product itself or the side activities that draws 

attendance to the festival but also the process of the experiential consumption of that 

ǇŀǊǘƛŎǳƭŀǊ ǇǊƻŘǳŎǘΥ ǘƘŜ άŎƻƴǘŜȄǘέ ŀǇŀǊǘ ŦǊƻƳ ǘƘŜ άǘŜȄǘέΦ tŀǊǘƛŎƛǇŀǘƛƴƎ ƛƴ ŀ ƳǳǎƛŎ ŦŜǎǘƛǾŀƭ ƛǎ 

different from self-listening at home in the way that it is a real-time experience of live aural 

production and simultaneous visual display of the music, and attaching oneself to the origins 

of sound production and other related extra-ƳǳǎƛŎŀƭ ŜƭŜƳŜƴǘǎΦ CǊƛǘƘ όнллтύ ŀǊƎǳŜŘ ǘƘŀǘ άǘƘŜ 

value of music is encapsulated ƛƴ ƛǘǎ ƭƛǾŜ ǇŜǊŦƻǊƳŀƴŎŜέΣ ŀƴŘ ǘƘŀǘ άǘƘŜ ƭƛǾŜ ǎƘƻw is the truest 

form of musical expression, the setting in which musicians and their listeners alike can judge 

ǿƘŜǘƘŜǊ ǿƘŀǘ ǘƘŜȅ Řƻ ƛǎ άǊŜŀƭέέ όǇΦ уύΦ Iƻƭǘ όнлмлύ ŀƭǎƻ ǎǘŀǘŜŘ ǘƘŀǘ άǘƘŜ ƭƛǾŜ ŜȄǇŜǊƛŜƴŎŜ is 

associated with co-presence in the here and now, and the strict meaning involves a face-to-

face relation in the same physical spaceέ όǇΦ нпрύΦ  

 

The experience of lived moments of temporality and the evanescence includes the soundscape 

ƻŦ ƻƴŜΩǎ ǎǳǊǊƻǳƴŘƛƴƎΦ Sound with its duration of existence and decay, and incessant 

substitutions of sounds in multiple layers provide a flow of time and progression thus a sense 

of activity. With a point of starting and ending of musical performance that gives a sense of 

time elapsed makes encounters at a festival vivid and alive. Moreover, the featured sound 

ǇǊƻŘǳŎǘƛƻƴ ƛǎ ōŜȅƻƴŘ ƻƴŜΩǎ Ŧǳƭƭ ŎƻƴǘǊƻƭΣ and this is different as compared to a contained music 

recording on a device that can be operated and played repetitively at any time and sounding 

the same way.  

 

Besides entertainment, a festival is also a social function where interaction plays a significant 

role. The casual setting facilitates socialising and give a sense of communal participation. Ryan 

ŀƴŘ ²ƻƭƭŀƴ όнлмоύ ŎƻƳƳŜƴǘŜŘ ǘƘŀǘ άCŜǎǘƛǾŀƭǎ ŜǊŀǎŜ ǎƻŎƛŀƭ ŘƛŦŦŜǊŜƴŎŜǎΤ ŀƴȅƻƴŜ can participate 

and ǇŜƻǇƭŜ ƻǇŜƴ ǳǇ ŀƴŘ ǊŜŎƻƎƴƛǎŜ ǎƻƳŜǘƘƛƴƎ ƛƴ ǘƘŜƳǎŜƭǾŜǎέ όǇΦ млоύΦ 
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Furthermore, attending a music festival is different from listening to music in concert halls as it 

gives a sense of freedom to, or not to partake in the activity. It is also different from listening 

to music in a rock or pop concert where it is more hegemonic in the way that the music is the 

only major focus, and main concentration is placed on the figures or activities on the stage. As 

a festival is held in a longer duration than a concert, it is usually a multi-display context that 

provides the participants with different purposes and experience. The motivations of attending 

a festival can be for the music itself, leisure, and/or socialising. In other words, festival gives a 

sense of attachment through participation but also a room for personal space, choice and 

spontaneity. This provides a way of phenomenological participation as a whole and flexibility 

ŀŎŎƻǊŘƛƴƎ ǘƻ ƻƴŜΩǎ ǇǊŜŦŜǊŜƴŎŜǎ ǊŀǘƘŜǊ ǘƘŀƴ ŀ mere act of listening. 

  

Moreover, the place of the festival is also an important feature. Music festivals are usually held 

al fresco in a spacious area that can accommodate a large number of festival-goers, and 

sometimes at a themed venue such as a cultural park or historical siǘŜǎΦ [ŜŀǾƛƴƎ ƻƴŜΩǎ ƘƻƳŜ 

and going to the festival venue is a physical transport to another place, being in close proximity 

to the place, and an embodiment of a different environment. A space can become a 

meaningful place when it is attached to the theme of the festival. Di Scipio (2013ς2014) 

described that:  

Sensed in its unfolding in time across the tridimensional space, sound spreads around and within the 
listening body, as well as across and within the body of the sound source. As it takes place (and that 
takes time), it also takes on the semantic connotations of the place, as an event in and of the 
environment. (p. 12) 

 

The soundscape at the festival compound is a collective contribution rather than one way 

directed sounds from the musicians on the stage with passive or silent consumption of the 

audience as in a concert hall setting. In line with this, Breitsameter (2011) described 

ǎƻǳƴŘǎŎŀǇŜ ŜȄǇŜǊƛŜƴŎŜ ŀǎ άōŜƛƴƎ ŀ ƭƛǎǘŜƴƛƴƎ ǇŀǊǘ ƻŦ ǘƘŜ ŀǳŘƛǘƻǊȅ ǿƻǊƭŘ ŀǎ ǿŜƭƭ ŀǎ ŀƴ ŀǳŘƛǘƻǊȅ 

ǇŀǊǘ ƻŦ ǘƘŜ ƭƛǎǘŜƴƛƴƎ ǿƻǊƭŘέ όǇ. 23). Amplification is usually inevitable in a festival setting to 

accommodate the size of the listening audience.  

 

To summarise, the characteristics of a music festival usually involves live music performances 

that are mostly amplified along with a variety of other activities. It provides real-time 

experience in a casual setting with flexibility in doing what one prefers. There is also a sense of 

community in a sociable atmosphere. A music festival is usually held in a wide, open area with 

specific cultural, historical or environmental features where one transport oneself to be part of 

the environment. The characteristics of music festivals in the aspects of sound, people and 

place are summarised in Figure 3.5. 
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Figure 3.5: The characteristics of music festivals in relation to the framework of the triadic component of 
soundscape. 

 

 

 

3.3.3 Soundscape Approach in the Study of Music Festivals 

 

The experience of world music performances in an open space and a festival setting differs 

ŦǊƻƳ ŀ ŎƭƻǎŜŘ ŎƻƴŎŜǊǘ Ƙŀƭƭ ƻǊ ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ƳǳǎƛŎΩǎ own tradition. Music performance in 

a concert hall is the only featured sound within the acoustic space. Even though sounds are 

immanent and it is impossible to eliminate other sounds entirelyΣ άǎƛƭŜƴŎŜέ ƛǎ ǎǘƛƭƭ sought, and 

other sounds that are inevitably present are regarded as absent or very subordinate to the 

extent that their existence can be aurally ignored. This is also noted by Watkins (2011): 

ά/ƻƴŎŜǊǘǎ ƻŦ ²ŜǎǘŜǊƴ ŀǊǘ ƳǳǎƛŎ ƎŜƴŜǊŀƭƭȅ ǎǘǊƛǾŜ ǘƻ ŎǊŜŀǘŜ ŀ ƘŜǊƳŜǘƛŎŀƭƭȅ ǎŜŀƭŜŘ ŜƴǾƛǊƻƴƳŜƴǘ 

for music, one which compels (but never fully achieves) the complete suppression ƻŦ άƴƻǊƳŀƭέ 

environmental soundέ όǇΦ плтύΦ !ccordingly, in musicology or ethnomusicological studies, the 

one particular unit of humanly organised and featured sounds of music is άextractedέ from the 

soundscape for examination based on its intended performance context of a quiet 

environment.  
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However, a musical performance can have different meanings when it is performed in a 

concert hall, a traditional setting in the forest or on a constructed urban stage in a festival. 

Although the structure of the music may still be delivered similarly, the soundscape differs 

with a change of environment and setting thus consequently affecting sound experience at the 

receiving end. This is because transmission process alters the sound from its source through 

travelling medium (e.g. reverberation of the place), intervention (e.g. sound engineering and 

amplification) and sonic interaction with the local ambience (e.g. the sounds from the crowd). 

Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ƛǘ ƛǎ ǘƘŜ ƛƴǘŜǊǇƭŀȅ ƻŦ ǘƘŜ ǇŜǊŦƻǊƳŜǊǎΩ ǎƻǳƴŘǎΣ ǘƘŜ ŀŎƻǳǎǘƛŎ ƳŀƴŀƎŜƳŜƴǘ ƻŦ ǘƘŜ 

sound engineers, and the place ŀƴŘ ǇƘȅǎƛŎŀƭ ŜƴǾƛǊƻƴƳŜƴǘǎΣ ŀƴŘ ǘƘŜ ƭƛǎǘŜƴŜǊǎΩ ŦƭŜȄƛōƛƭƛǘȅ ƛƴ ǘƘŜƛǊ 

way of listening that shape the whole soundscape and sound experience (Figure 3.6).  

 

Thus, the ultimate musical sounds from performances in the auditory space are not solely of 

cultural expression but a mixture of other multiple sound sources. Since musical expressions in 

an open-air setting are being transformed in their acoustical properties before the sounds are 

received by the audience, the study of outdoor music festival necessitates the methodological 

approach of soundscape that considers the totality of sounds in a place.  

 

As the music in a music festival is not the sole production of musicians but also of the Sound 

¢ŜŀƳΣ ǘƘŜ άƳǳǎƛŎέΣ ƛƴƘŜǊŜƴtly, has other significant sounding elements such as loudness, low 

frequencies and timbre. These elements are seldom analysed in musicological studies and 

could be deemed negligible or perhaps neglected due to methodological approach. 

Nevertheless, these elements can be the determining factor of the sound outcome and be 

influential to the semantic meaning of the text. For example, a piece of traditional music that is 

projected at a high volume with heavy bass sounds can result in a very different experience as 

compared to when it is performed in a traditional setting in the rural areas. While the 

musicological approach is to study the music as syntax and calls for its own research, 

soundscape approach of music festivals is the study of these other sound parameters of music 

and understanding of experience in context. 

 

As a music festival, the musical presentations can be regarded as the synecdoche of the 

soundscape. hǘƘŜǊ άǳƴƳǳǎƛŎŀƭέ ǎƻǳƴŘǎ ǘƘŀǘ ŀǊŜ ƴƻǘ ŘƛǊŜŎǘƭȅ ǊŜƭŀǘŜŘ ǘƻ ǘƘŜ ƳǳǎƛŎ ƳŀƪƛƴƎ 

process are usually ŘƛǎǊŜƎŀǊŘŜŘ ƻǊ ǇŜǊŎŜƛǾŜŘ ŀǎ ǎǳōƻǊŘƛƴŀǘŜ ǘƻ άƳǳǎƛŎέΣ ƻǊ ƛŦ ǘƘŜȅ ŀǊŜ ǎǘǳŘƛŜŘ 

carefully, it is to understand the music itself. However, the anatomical sonic component of 

music in a music festival is aurally received together with other latent but significant sounds.  
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Soundscape in a leisure sound setting is a coalescence of sounds from different parties. For 

example, when a music performance is being held as a festival in the open space of the 

rainforest, this also tacitly denotes the presence of many other sounds of nature (e.g. chirping 

birds, buzzing insects) and human activities (e.g. chatter, laughter) that are not prohibited to 

share the acoustic space of the main ƳǳǎƛŎ ǇŜǊŦƻǊƳŀƴŎŜǎΦ ¢ƘŜǎŜ άƻǘƘŜǊέ ǎƻǳƴŘǎ ŀǊŜ ƴƻǘ 

inconspicuous: they are many and varied, sƻƳŜǘƛƳŜǎ ǎƻ ŘƻƳƛƴŀǘƛƴƎΣ άŜŀǊ-ŎŀǘŎƘƛƴƎέ ŀƴŘ 

attention-grabbing that their presence cannot be ignored. Thus, the conscious intention to 

listen to world music in workshops or performances does not exclude hearing other sounds of 

the place or from the social interactions among the community. This constitutes a sonic 

experience of not only the featured musical sounds but a multi-tonal soundscape of leisure 

and environmental sounds. 

 

In summary, the intrinsic setting of a music festival as a leisure soundscape draws the 

approach of soundscape study that focuses on the sounds as part of the whole soundscape 

with the inclusion of people and the consideration of the environment. With the inseparable 

shared spaces and context between musical or unmusical sounds in one environment, the 

study of an isolated sonic fragment in relation to its ethnographical grounds but with 

disconnection from the entire soundscape may lead to some missing links in understanding the 

unit itself. Rather than only focussing on an extraction of sound in the environment, it is crucial 

to investigate the local synchronic ambience of open-air music events. Contextualism in 

relation to its socio-cultural setting as well as its auditory context is necessary for the study of 

music ŦŜǎǘƛǾŀƭǎΦ ¢ƘŜǎŜ άƻǘƘŜǊέ ǎƻǳƴŘǎΣ especially those that are incidental, may be viewed as 

unintended, non-cognitive and can be discriminated against; nevertheless, they do play a role 

in informing socio-cultural conditions such as density of people, level of liveliness, the degree 

of modernisation and type of human activities. 

 

Soundscape study of al fresco music events may not emphasise the musical contents such as 

musical structures, instrumentation, performance skills as in the conventional 

ethnomusicological studies. Music, the semiotics of the sound text, is regarded as a group of 

sounds and analysis of musical instruments, structures and meaning will only be included 

when it is related to the specific analysis of soundscape. Nonetheless, the total sonic outcome 

may reveal different insights into the sound experience in relation to the characteristics of 

sound properties.  
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Figure 3.6: The factors that can influence soundscape experience in an open-air music festival. 
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3.4 Research Design 
 

The study of soundscape generally involves the investigation of three components and their 

interrelationships: sound, people and place (Section 3.1ύΦ ά{ƻǳƴŘǎέ ǊŜŦŜǊǎ ǘƻ ŀŎƻǳǎǘƛŎŀƭ 

properties such as voƭǳƳŜΣ ŦǊŜǉǳŜƴŎƛŜǎΣ ƘƛŜǊŀǊŎƘȅ ŀƴŘ ǘŜƳǇƻǊŀƭ ŎƻƴŘƛǘƛƻƴǎΦ άtŜƻǇƭŜέ ǊŜƭŀǘŜǎ ǘƻ 

their experience and perception of sounds as well as their behaviours associated with the 

soundscape. Environmental conditions such as the climate, landscape and socio-cultural 

conteȄǘ ŀǊŜ ǎƻƳŜ ƻŦ ǘƘŜ ŜƭŜƳŜƴǘǎ ƻŦ ŀ άǇƭŀŎŜέΦ  

 

The aim of the study is to investigate the soundscape composition of an open-air world music 

event in a festival setting in the context of RWMF at SCV. Besides this, this study attempts to 

gain an in-depth understanding of the experience of the festival and the perception of its 

soundscape. This research is carried out via a combination of methodologies of acoustics and 

ethnography. Surveys were also used to obtain an overview of perception. The conceptual 

framework in the investigation of soundscape as well as the experience and perception of 

festival goers is presented in Section 3.4.1. The research methods on the examination of 

sounds are presented in Section 3.4.2.1, Section 3.4.2.2 and Section 4.1, whilst the experience 

and perception in Section 3.4.2.3 and Section 5.1. 

 

 

3.4.1 Conceptual Framework 

 

By merging the definition of soundscape (Section 3.1) and the characteristics of music festivals 

(Section 3.3), this study of RWMF via the approach of sound ethnography incorporates the 

concept of contextualism. Based on the three components of sound, people and place, this 

study integrates the sounding, experiential and spatial contexts in the investigation of the 

leisure soundscape with music event. 

 

The sounding context lies in the concept that sound is a constituent of the whole soundscape 

and highlights the significance of sounding: sounding refers to the sound production from the 

sound source, the changes in the transmission process of the sound species such as interaction 

with the other sounds or the acoustic effects in the auditory space.  

 

Secondly, the experiential context is based on the concept that sound is a phenomenon that is 

better understood through the experience and perception of the participants of the 
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soundscape. The setting of the experience such as the festival event, the social dynamics and 

the level of participation are closely related to the experiential context.  

 

Thirdly, the spatial context refers to the being of sound species in a particular space. Some 

related areas of investigation are the distribution of sounds in a space and the relation of 

άǇƭŀŎŜέ with sounds.  

 

Besides these three areas of contextualism, sound ethnography also places significance on the 

sounds of scape-sounds which refers to passive sounds of the environment such as geophony 

or biophony; the sonic by-products such as incidental sounds from human activities and 

machines; and sound properties such as loudness and frequency range. 

 

In relation to the experiential context, the approach of sound ethnography also emphasises 

experience and perception of the soundscape. In anthropocentric spaces, sounds are 

considered for human: sounds are regarded as meaningful only when they are or can be 

experienced. Furthermore, the medium of sounding may also change the sound from its 

source to the receiving end. Thus, besides the meaning of sounds intended from the sound 

sources that can be from musicians or nature, the perception of sounds in its reception among 

the participants of the soundscape is considered as a closer way to understanding. The 

following paragraphs present the elaboration on the concept of perception and experience. 

 

Perception is defined ŀǎ ŀƴ άŀǿŀǊŜƴŜǎǎ ƻŦ ǎƻƳŜǘƘƛƴƎ ǘƘǊƻǳƎƘ ǘƘŜ ǎŜƴǎŜǎέΣ and ƛǘ ƛǎ άǘƘŜ ǿŀȅ ƛƴ 

which something is regardedΣ ǳƴŘŜǊǎǘƻƻŘΣ ƻǊ ƛƴǘŜǊǇǊŜǘŜŘέ όtŜǊŎŜǇǘƛƻƴΣ нлмтύΦ tŜǊŎŜǇǘƛƻƴ Ŏŀƴ 

be equivocal and involve multiple realities. It is anthropocentricτa humanly constructed 

meaning, either individually or collectively, based on interpretations of observations: 

Auditory perception is broadly acknowledged as something which extends beyond the physiological 
processes of sensation, to being something which is inextricably tied ǘƻ ǘƘŜ ΨǎŜƭŦΩ - i.e. involving the 
thoughts, feelings and the personal and collective habitus of the individual. In other words, perception 
can be considered a philosophical construct, in the sense that it exists in the mind of a subject, as 
oppƻǎŜŘ ǘƻ ΨǊŜŀƭΩ ƻōƧŜŎǘǎ ǿƘƛŎƘ ŜȄƛǎǘ ƻǳǘǎƛŘŜ ǘƘŜ ƳƛƴŘΦ ! ǇŜǊŎŜǇǘ ƛǎ ǘƘǳǎ ŘŜŬƴŜŘ ŀǎ ŀ ŎƻƴŎŜǇǘ ƻǊ 
impression that is developed through recognition by the senses of some external object or 
phenomenon. (Harriet, 2013, p. 93) 

 

Perception can be predominantly allocentric which is object-centred or autocentric which is 

subject-centred (Schachtel, 1963). The allocentric mode perceives an object with 

objectification by identifying its content and understanding its meaning: 

There is either no relation or a less pronounced or less direct relation between perceived sensory 
qualities and pleasure-unpleasure feelings Χ the perceiver usually approaches or turns to the object 
actively and in doing so either opens himself toward it receptively or, figuratively or literally, takes hold 
ƻŦ ƛǘΣ ǘǊƛŜǎ ǘƻ άƎǊŀǎǇέ ƛǘΦ όǇΦ уоύ 
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The perceiver in autocentric mode reacts upon the sensuous quality of the perceived object. 

The perception centres on pleasure-displeasure feelings with less objectification. The mode of 

perception can be inclined towards certain sound sources and species: 

Listening to speech in an attitude of wanting to understand what is being said and listening to music in 
an attitude of grasping its structure are comparable to the active, structuring, allocentric visual 
focusing on objects. Being affected by the timbre of the speaking voice or the sensuous quality of a 
singing voice, the sweetness of a melody, by the emotionally charged intonation of words spoken in 
anger or in tenderness, in command or in supplication, in hostility or friendship, is comparable to the 
more autocentric impact of the various colours. These emotionally expressive overtones are 
άǳƴŘŜǊǎǘƻƻŘέ ƛƴ ŀ ƳǳŎƘ ƳƻǊŜ ƛƳƳŜŘƛŀǘŜ ǿŀȅΤ ǘƘŜƛǊ ƛƳǇŀŎǘ ǳǎǳŀƭƭȅ ƛǎ ƭƛƴƪŜŘ ǿƛǘƘ ǇƭŜŀǎǳǊŜΣ ŘƛǎǇƭŜŀǎǳǊŜΣ 
and other feelings, while the content of the words, as the sight of objects, may be grasped in an 
atmosphere of emotional neutrality. (Schachtel, 1963, p. 114) 

 

Perception of soundscape may also include non-auditory senses such as vibrations felt from 

rhythmic beats and very low frequencies. The dimensions of meaning in perception can be 

grouped into structural, contextual, denotative and connotative. Table 3.2 shows the mode of 

perception, its dimensions, the types of perception and aspects of study in this research. 

 

 

MODE OF 
PERCEPTION 

DIMENSION OF 
MEANING 

 

TYPE OF PERCEPTION 

 

ASPECTS OF STUDY 

allocentric structural identification of sounds ¶ perceived sound sources and sound 
species  

¶ perceived sound properties and 
soundscape characteristics 

contextual identification of context ¶ place 

¶ time 

denotative semantics and semiotics ¶ meaning of sound 

¶ function of sound 

autocentric connotative 

 

 

affective-ness  ¶ emotion 

¶ behaviour 

preferences and values ¶ evaluation of soundscape  

¶ preferred sound sources and sound 
species 

¶ preferred sound properties and 
soundscape characteristics 

Table 3.2: The mode and dimensions in sound(scape) perception. 

 

 

As hearing can be indefensible (Schwartz, 2003) thus involuntary, sounds can be experienced 

ǿƛǘƘƻǳǘ ǘƘŜ ƛƴǘŜƴǘƛƻƴŀƭ ŀŎǘ ƻŦ ǊŜŎŜƛǾƛƴƎ ǘƘŜƳΦ Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ǎƻǳƴŘǎ Ŏŀƴ ōŜ άǇŀǎǎƛǾŜƭȅ-

ŎƻƴǎǳƳŜŘέ ό.ǊƻǿƴΣ нлмоΣ pp. 96ς97; Brown, Kang & Gjestland, 2011, p. 389) without the 

conscious process of deciphering the aural information. At times, sound may not be perceived 

intelligibly can be due to its intangibility but its effects can still be substantial. This type of 
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experience of soundscape differs from perception that includes awareness and consciousness 

in knowing.  

 

HenŎŜΣ ǘƘŜǊŜ Ŏŀƴ ōŜ ǘǿƻ ǘȅǇŜǎ ƻŦ ƻǳǘŎƻƳŜ ŦǊƻƳ ǎƻǳƴŘǎŎŀǇŜ ŜȄǇŜǊƛŜƴŎŜΥ άŘƛǊŜŎǘ ƻǳǘŎƻƳŜέ 

ǿƘƛŎƘ ƛǎ ŎƻƴǎŎƛƻǳǎ ǇŜǊŎŜǇǘƛƻƴΣ ŀƴŘ άŜƴŀōƭŜŘ ƻǳǘŎƻƳŜέ ǿƘŜƴ ǎƻǳƴŘǎŎŀǇŜ ŀŦŦŜŎǘǎ ŀ ǇŜǊǎƻƴ ƻǊ 

facilitates an activity unwittingly (Brown, 2013, pp. 96ς97). Thus, investigating overall 

experience without acknowledging specific sounds can also be useful in soundscape study.  

 

.ƻǘƘ ǘƘŜ άŘƛǊŜŎǘ ƻǳǘŎƻƳŜέ ƻŦ ŀƭƭƻŎŜƴǘǊƛŎ ŀƴŘ autocentric ǇŜǊŎŜǇǘƛƻƴǎ ŀǎ ǿŜƭƭ ŀǎ άŜƴŀōƭŜŘ 

ƻǳǘŎƻƳŜέ ŀǊŜ ƛƴŎƭǳŘŜŘ ƛƴ ǘƘŜ ŘƛǎŎǳǎǎƛƻƴ ƻŦ ǎƻǳƴŘǎŎŀǇŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ w²MF. The soundscape 

composition, ways of experience of participants and outcome of experience are reciprocal 

(Figure 3.7). 

 

 

 

Figure 3.7: Conceptual framework of soundscape study of RWMF. 

 

 

 

3.4.2 Research Method 

 

The study on RWMF was mainly carried out from 2015 to 2017. This research includes 

methods triangulation that involved field measurements of Sound Pressure Level and sound 

recordings as well as surveys and interviews to cross-check data for convergence and 

corroboration. Prior to data collection on RWMF, two exploratory studies were carried out at 

the World of Music, Arts and Dance (WOMAD) Cáceres 2015 and Mosborough Music Festival, 

Sheffield 2015. WOMAD was a suitable event to test the research instruments as it had a 

similar platform as RWMF, which is an open-air setting, large audience size, festive-like, 

tourism-related and with the performance of live music.  
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The research at RWMF was approved by The University ƻŦ {ƘŜŦŦƛŜƭŘΩǎ wŜǎŜŀǊŎƘ 9ǘƘƛŎǎ 

Procedure; The Ethics Committee for Research Involving Human Subjects, Universiti Putra 

Malaysia; The Ministry of Social Development Sarawak, Malaysia; and Sarawak Tourism Board, 

Malaysia. During 2015ς2017, the researcher was appointed as the Head of RWMF Survey 

Team by the festival organiser to conduct Customer Satisfaction Surveys and to present a 

report to the Sarawak Tourism Board after the festival on a voluntary basis. 

 

The data collection methods and the type of data collected are shown in Table 3.3. As 

soundscape study involves perception, most of the data were obtained via listener-based 

investigations of the experience of the respondents or interviewees. Audio recordings were 

used to examine the soundscape composition. Photographs and video recordings were used as 

supplementary data. The researcher also acted as an instrument by participant observation at 

the festival. Fieldnotes and research diary were used as supporting information to the data 

and to assist in data analysis and interpretation.  

 

 

DATA COLLECTION METHOD TYPE OF DATA 

Participant observation soundscape experience, writing research diary 

SPL measurement Sound Pressure Level 

Audio recording contextual sound species 

Questionnaire soundscape experience and perception 

Interview soundscape experience and perception; information on RWMF 

Table 3.3: Data collection methods and types of data of RWMF. 

 

 

 

 Measurements of Sound Pressure Level 

 

Field measurements of Sound Pressure Level (SPL) were carried out using a sound level meter 

to obtain readings such as Leq (Equivalent Continuous Sound Level), Lmax (maximum sound 

level), Lmin (minimum sound level) Leq, 50, and Leq, 10. Svantek SV 104 noise dosimeter was 

ǳǎŜŘ ǿƛǘƘ ǘƘŜ ǎŜǘǘƛƴƎǎ ƻŦ άǎƭƻǿέ ǊŜǎǇƻƴǎŜ ǘƛƳŜΣ ! ŀƴŘ / ǿŜƛƎƘǘŜŘ ƳŜŀǎǳǊŜƳŜƴǘ ŀƴŘ ŜȄŎƘŀƴƎŜ 

rate of 3 dB. The machine was calibrated before measurements were taken. The software 

Supervisor was used to process the data.  
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 Audio Recordings 

 

Contextual and phenomenological audio recordings were used to document the sound profiles 

during RWMF at several locations and time period at the festival site. Recordings included all 

sounds that are present in the acoustic space of the soundscape involving featured and 

background sounds as well as natural and human sounds. Schafer (2012ς2013) explained that 

άǇƘŜƴƻƳŜƴƻƭƻƎƛŎŀƭ ǊŜŎƻǊŘƛƴƎ ƛǎ ƴƻǘ ǘƻ ƛƴǘŜǊŦŜǊŜ ǿƛǘƘ ǘƘŜ ǎƻǳƴŘǎ ŀǊƻǳƴŘ ȅƻǳΦ Lǘ ŘƛŦŦŜǊǎ ŦǊƻƳ 

focused recording where one tries to eƭƛƳƛƴŀǘŜ ƛƴǘŜǊŦŜǊŜƴŎŜ ŦǊƻƳ ǎǳǊǊƻǳƴŘƛƴƎ ǎƻǳƴŘǎέ όǇΦ уύΦ 

Phenomenological recordings include the total sound environment as it is experienced in 

person, for example, the sounds from the forest at a music event in a village, or the sounds of 

the crowd at a music festival. Audio recording is able to capture the sounds and their physical 

properties objectively without human preference and personal hearing selection.  

 

A fixed point 5-minute recording was taken at several different venues at specific time slots 

based on the main events that are held during the music festival. The main program of the 

festival starts at 2:00 PM. Due to the long hours of the evening stage performance that runs 

continuously throughout the evening, the recording slots were divided into two sessions (Table 

3.4). ZOOM H2 was used with recordings sampled at 48 kHz and 24 bit. Frequency 

spectrograms generated from the audio recording via the software Adobe Audition 3.0 were 

used as an expedient method to represent sounds in visual, symbolic notations. A more 

detailed analysis framework of sounds is presented in Section 4.1. 

 

RECORDING TIME SLOT MAIN EVENT OF RWMF RECORDING VENUES 

10:00 AMς12:00 PM (preparation and set up)  

Iban Longhouse, Bidayuh Longhouse,  
Dewan Lagenda,  

Jungle Stage and Tree Stage (Arena Grounds), 
Melanau Tall House, Food Mart,  

Penan Hut, Persada Alam 

3:00 PMς5:00 PM Mini Sessions 

5:15 PMς7:15 PM dinner hours 

8:00 PMς10:00 PM Evening Stage Performances I 

10:30 PMς12:30 AM Evening Stage Performances II 

Table 3.4: Recording time slots at different venues during RWMF. 

 

 

 

 Questionnaires and Interviews 

 

Questionnaires and interviews were used to collect data on the experience of RWMF and the 

perception of soundscape experiences. The respondents and interviewees were festival-goers, 

organisers, musicians and volunteers at the event. 



  

53 
 

The three components of soundscape, namely sound, people and place were included in the 

questionnaire and interview questions. The questions also incorporated the four dimensions of 

sounds, namely acoustics, psychoacoustics, semantics and aesthetics perceptions of sounds 

(Schafer, 1977/1994, pp. 148ς150) which include identification of sound sources, evaluation of 

sound properties, the meaning of sounds and soundscape preferences. Sound(scape) 

preferences relate ǘƻ ǿƘŀǘ {ƻǳǘƘǿƻǊǘƘ όмфсфύ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ άǎƻƴƛŎ ŘŜƭƛƎƘǘέ ƻǊ άǘƘŜ 

delightfulness of the sounds, that is, the qualities of sounds which caused them to the liked or 

ŘƛǎƭƛƪŜŘέ όǇΦ рнύΦ  

 

wŜǎǇƻƴǎŜǎ ǘƻ ŀ ǉǳŜǎǘƛƻƴƴŀƛǊŜ ŜƴǘƛǘƭŜŘ ά/ǳǎǘƻƳŜǊ {ŀǘƛǎŦŀŎǘƛƻƴ {ǳǊǾŜȅ ƻŦ w²aCέ ǿŜǊŜ ŎƻƭƭŜŎǘŜŘ 

during RWMF 2015, 2016 and 2017 with 650, 466 and 1,216 respondents respectively. The 

survey team comprised 8ς12 volunteers appointed by the festival organiser and trained by the 

researcher prior to data collection. The questionnaires consisted of a general satisfaction 

survey on the festival with several questions specially designed for this research. The rating 

scale method was used on the perception of loudness at the festival. The related open-ended 

questions included the best experience of the festival, sound preferences, and the liked and 

disliked characteristics of the festival site. Convenient sampling was used where printed survey 

forms were distributed to the participants which were then self-administered. The 

respondents were approximately 60% first-timers and 40% repeated-goers; 40% who fully 

attended the 3-day festival; 70% who were Malaysian and 15% from the European countries; 

55% female and 45% male; 55% between the age group of 16ς30 and 30% of 31ς45 years old; 

65% had tertiary education; and 70% who were employed and 20% students. Numerical data 

were entered into Microsoft Excel and SPSS to generate descriptive statistics to provide an 

overview of the responses. Text data were analysed via coding method in NVivo. 

 

Structured interviews were carried out among 50 festival-goers by the researcher through 

convenient sampling and the questions are shown in Table 3.5. Additionally, there were ten 

semi-structured interviews (Table 3.6) with past and present members of RWMF organisation. 

Most of the interviewees have multiple roles, and some of them have also attended the 

festival for many years as a festival-goer (Table 3.7). The semi-structured interview questions 

were rather broad, and interviewees were probed based on their responses. The interviews 

were transcribed verbatim by the researchers and coding method was used in data analysis. A 

more detailed analysis framework of text via coding is presented in Section 5.1. 
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¶ How many times have you attended RWMF including this time? 

¶ What do you usually enjoy doing at this place during RWMF? 

¶ What do you think of the SCV as the festival venue? 

¶ How would you describe the people of RWMF? 

¶ Could you describe in specific the sounds that you like at this place during the festival?  

¶ Are there any sounds that you ŘƻƴΩǘ like? 

¶ Do you experience any noise, i.e. unwanted and annoying sounds during the festival? If yes, what are the 
sounds? 

¶ As a whole, is the music festival louder or quieter than the level of sound that you prefer it to be? 

¶ Do you have other comments on the sound environment of RWMF and your sound experience? 

Table 3.5: The structured interview questions on the experience of RWMF.  

 

 

¶ How many times have you attended RWMF? 

¶ What is your past and current responsibility or position that is related to RWMF? 

¶ How would you ŘŜǎŎǊƛōŜ άǊŀƛƴŦƻǊŜǎǘέΚ 

¶ What do you think of the SCV as the festival venue for RWMF? 

¶ ²Ƙŀǘ ŘƻŜǎ άǿƻǊƭŘ ƳǳǎƛŎέ ƻŦ w²aC ƳŜŀƴ ǘƻ ȅƻǳΚ 

¶ What does this music event being held ŀǎ ŀ άŦŜǎǘƛǾŀƭέ ƳŜŀƴ ǘƻ ȅƻǳΚ 

¶ How would you describe the people of RWMF? 

¶ What do you usually do when you attend RWMF? 

¶ Could you describe in specific the sounds that you like during RWMF?  

¶ From your experience, are there any sounds of RWMF that stay in your mind? 

¶ Are there any sounds that you ŘƻƴΩǘ like? 

¶ Do you experience any noise (unwanted, annoying) during the festival? 

¶ As a whole, is the music festival louder or quieter than the level of sound that you prefer it to be? 

¶ Did you attend any other similar open-air music festivals before? If yes, do you find any difference 
between RWMF and the other music festivals that you have attended? 

¶ Do you have any other comments on the sound environment of RWMF and your sound experience? 

¶ What do you want to see in RWMF in the next few years? 

Table 3.6: The semi-structured interview questions on the experience of RWMF.  
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NO. 

 
NAME OF INTERVIEWEE 

 
PROFILE 

1.  Angelina Patricia 
Bateman 

Angelina is the Director of the Events and Corporate Relations, Sarawak 
Tourism Board, the main organiser of RWMF. 

2.  Colin Wei Colin has been involved with the Sound and Stage Management Team of 
RWMF for eight years. He is also a repeated festival-goers of RWMF 
when he is not working with the Sound Team.  

3.  Edgar Ong Edgar participated in the formation of RWMF and in the organising of 
the festival during the early years. He is a filmmaker and journalist.  

4.  Heidi Munan Heidi is the Director of Crafthub that manages the Rainforest World Craft 
Bazaar at RWMF. She was also with the organising team during the 
formation of RWMF.  

5.  Hendrick Foh Hendrick has been the emcee of RWMF since 2006 until present. He 
works as a broadcaster.  

6.  Jane Lian Labang Jane is the General Manager of the Sarawak Cultural Village. She has 
been attending RWMF regularly since the first year.  

7.  Narawi Rashidi Narawi is the Head of the Heritage Resource Centre, the Music 
Department, the Technical Department and the resident music 
composer of the Sarawak Cultural Village. He has been training 
performing bands to perform at RWMF especially during the early years 
of the festival. 

8.  Robert Basiuk Robert is the former Deputy Chief Executive Officer of Sarawak Tourism 
Board who was one of the main leaders who head the formation of 
RWMF. However, he was not in the organising team since the first year 
of RWMF but has been attending the festival regularly. He is now the 
Director of Borneo Adventure. 

9.  Saufi Aiman Yahya Saufi is a sape (local ethnic stringed instrument) player and teacher from 
Sarawak. He is a repeated festival-goer and has also performed at 
RWMF. 

10.  Yeoh Jun Lin Yeoh has been with the organising of RWMF since its formation. She was 
recruited as a RWMF committee due to her position then as the 
chairman of the Sarawak Music Society. She has been the Artistic 
Director of RWMF for more than ten years.  

Table 3.7: The profile of the interviewees of the semi-structured interviews on the experience of RWMF. 
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3.5 Conclusion: Research Methodology 
 

{ƻǳƴŘǎŎŀǇŜ ǎǘǳŘȅ ƻŦ w²aC ƛƴ ǘƘŜ {/± ƛǎ ŀƴ ŀǇǇǊƻŀŎƘ ǘƘŀǘ ǎǘǳŘȅ ǎƻǳƴŘǎ ƛƴ ƛǘǎ άǇƭŀŎŜέ and in 

ǊŜƭŀǘƛƻƴ ǘƻ άǇŜƻǇƭŜέ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜΦ ¢ƘŜ ŀǇǇǊƻŀŎƘ ƛƴŎƭǳŘŜǎ ōƻǘƘ ǘƘŜ ŦŜŀǘǳǊŜŘ ǎƻunds of music 

and scape-sounds during the event such as the sounds of people, machines and the natural 

environment.  

 

The study used a combination of methodologies by incorporating an analysis of sounds as 

objects as well as ethnography via surveys and interviews. The emic knowledge from the 

responses of the festival-goers is merged with the etic interpretations of the researcher. By 

investigating sounds in its context and employing method and data triangulations, this study 

attempts to gain a deeper understanding and derive any socio-cultural implications of the 

soundscape of an open-air music festival and the meaning of world music in a festival. 
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Chapter 4 

SOUNDSCAPE COMPOSITION OF RWMF 

 

 

 

The quotidian soundscape of the Sarawak Cultural Village (SCV) is generally rich with the 

sounds of insects and birds as well as interactions and activities among its residents who are 

also the staff of the SCV. When it is open for visitors during working hours, the village is filled 

with the sounds of tourists, tourist guides, single or small group of traditional musical 

instruments played unplugged, and buses and vans near the entrance.  

 

The Rainforest World Music Festival (RWMF) brings a transitory change to the soundscape 

with three phases: setting up and PA soundcheck, the event itself, and clearing up after the 

event. During the festival, the everyday usual and local sounds of the SCV are merged or 

ŘƻƳƛƴŀǘŜŘ ōȅ ǘƘŜ ǎƻǳƴŘǎ ƻŦ ǘƘŜ ŜǾŜƴǘΦ Cŀƭŀǎǎƛ όмфутύ ǘŜǊƳŜŘ ǘƘƛǎ ƛƴŎƛŘŜƴǘ ŀǎ άǾŀƭƻǊƛǎŀǘƛƻƴέ 

ǿƘŜǊŜ ŀƴ άarea is reclaimed, cleared, delimited, blessed, adorned, forbidden to normal 

ŀŎǘƛǾƛǘƛŜǎέΤ ǘƘŜ ŦŜǎǘƛǾŀƭ ŎǊŜŀǘŜǎ ŀ άǘƛƳŜ ƻǳǘ ƻŦ ǘƛƳŜέ ǿƛǘƘ άŀ ǎǇŜŎƛŀƭ ǘŜƳǇƻǊŀƭ ŘƛƳŜƴǎƛƻƴ 

ŘŜǾƻǘŜŘ ǘƻ ǎǇŜŎƛŀƭ ŀŎǘƛǾƛǘƛŜǎέ ŀƴŘ ŀƴ άŀǳǘƻƴƻƳƻǳǎ ŘǳǊŀǘƛƻƴ Χ ǘƻ ōŜ ŘƛǾƛŘŜŘ ƛƴǘŜǊƴŀƭƭȅ ōȅ ǿƘŀǘ 

happens within it frƻƳ ƛǘǎ ōŜƎƛƴƴƛƴƎ ǘƻ ƛǘǎ ŜƴŘέ όǇΦ пύΦ  

 

The RWMF is a three-day international festival on world music that begins on Friday and ends 

on Sunday (Table 4.1). In the afternoon, the main program starts at 2:00 PM with three parallel 

ǘƘŜƳŀǘƛŎ aƛƴƛ {Ŝǎǎƛƻƴǎ ƻŦ ƛƴǘŜǊŀŎǘƛǾŜ ƳǳǎƛŎΣ ŘŀƴŎŜ ƻǊ ŎǳƭǘǳǊŀƭ ǿƻǊƪǎƘƻǇǎΦ Yƴƻǿƴ ŀǎ άethno-

musical ƭŜŎǘǳǊŜǎέΣ ǘƘŜǎŜ ǿƻǊƪǎƘƻǇǎ ƛƴŎƭǳŘŜ ŀƴ introduction to musical cultures and 

demonstration of musical instruments, playing or singing techniques and repertoire. The 

sessions are held simultaneously in two ethnic houses (Iban Longhouse and Bidayuh 

Longhouse) and a hall (Dewan Lagenda). The theme of the workshops can be divided by type 

of instruments (e.g. strings, percussions), performing ensemble or musical genre.  

 

At 5:00 PM, Drum Circle is held at the Arena Grounds. It is improvisatory percussion 

instruments playing where participants sit or stand in a circle surrounding a leader. The leader 

will provide verbal and physical instructions to the participants on rhythmic patterns, 

dynamics, and the types of instruments to play. 
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After dinner hours, the Evening Stage Performances starts at 7:30 PM until around midnight at 

the Jungle Stage and the Tree Stage at the Arena Grounds, which is the same area where the 

Drum Circle is held. The performances are held alternately at the two stages that are situated 

next to each other. Each performing band performs between 10 to 60 minutes. The audience 

near the stage usually stand or dance with the music, while those further away usually sit on 

the grass or a few tiered floors near the sound system console. At the Food Mart area, a big 

screen with the audio-visual system is set up to project the live performance from the stage as 

an alternative spot to view the stage performances. 

 

Throughout the festival, a few other venues in the village are also filled with activities and 

people including during the Mini Sessions and Evening Stage Performances hours. There are 

cultural events such as sape tutorials (local traditional stringed instrument), arts and crafts, 

ŦƻƻŘ ŀƴŘ ŘǊƛƴƪǎΣ ŀƴŘ ŎƘƛƭŘǊŜƴΩǎ ǿƻǊƪǎƘƻǇǎΦ Lƴ ǘƘŜ ȅŜŀǊ нлмтΣ ŀ wellness programme such as 

yoga and meditation are also included in the program before the afternoon Mini Sessions and 

during dinner hours. Although some of these side events may seem tangential to the theme of 

world music, the availability of these multiple activities creates a sense of festivity. The SCV is 

also a place where one can spend their leisure time and explore local cultures at the different 

types of ethnic houses.  

 

 

TIME EVENT VENUE 

11:00 AMς1:45 PM, 

6:00 PMς7:00 PM 
(approx.) 

Wellness Program Iban Longhouse, Malay House,  
Dewan Lagenda, Persada Alam 

11:00 AMς8:00 PM Rainforest World Craft Bazaar (RWCB) Melanau Tall House, Malay House 

2:00 PMς2:45 PM, 

3:00 PMς3:45 PM, 

4:00 PMς4:45 PM 

3 sessions of 3 parallel Mini Sessions  
(afternoon workshops) 

Iban Longhouse, Bidayuh Longhouse, 
Dewan Lagenda 

2:00 PMς2:45 PM, 

3:15 PMς4:00 PM, 

4:30 PMς5:15 PM 

matinee 
(afternoon stage performance) 

Theatre Stage (auditorium) 

5:15 PMς6:15 PM Drum Circle Arena Grounds 
(at the Jungle Stage and Tree Stage area) 

7:30 PMς12:00 AM / 
1:00 AM (approx.) 

Evening Stage Performances 
(6ς7 acts per day) 

Jungle Stage or Tree Stage (alternating) 

Table 4.1: Some of the major programs of RWMF (based on the year 2017). 
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The objective of this chapter is to investigate the soundscape composition of an open-air music 

festival in the case of RWMF, examining the two components of the conceptual framework 

ƴŀƳŜƭȅ ǘƘŜ άǎƻǳƴŘέ in relation to άǇƭŀŎŜέ ƻŦ ǘƘŜ ŘƛŦŦŜǊŜƴǘ ǾŜƴǳŜǎ ŀǘ RWMF. Sounds are 

analysed as sound objects, i.e. as noumena. The audio recording files that were used in this 

thesis are appended in the Appendix in a CD. The experience and perception of RWMF and its 

soundscape are presented in Chapter 5 and Chapter 6. 

 

 

 

4.1 Analysis Framework of Sound(scape) 
 

The analysis of soundscape is divided into three main categories: identification and 

categorisation of sound sources and sound species; examination of sound characteristics; and 

investigation of sound properties. Nomenclature of soundscape by placing intangible sound 

profiles into textual form is necessary for a more concrete understanding of soundscape 

characteristics. The constituent parts of the soundscape were identified and grouped to 

explore similarities and differences as well as to reveal patterns and relationships. The 

software Adobe Audition 3.0 and Supervisor were used to assist in sound identification, to 

extract frequency spectrograms as a symbolic notation of soundscape as well as to generate 

readings on Sound Pressure Level. Some findings are presented on the frequency 

spectrograms. The spectrograms are plotted with time in seconds on the x-axis and logarithmic 

scale of frequency in Hertz on the y-axis.  

 

The identification of sound sources and species is fundamental to the understanding of 

soundscape composition. The categorisation of sound sources and species is based on their 

production mechanisms (Table 4.2). Sound source refers to the origin of sound production 

whilst sound species the specific type of sound. Sound source is a thing or a living thing, and it 

is described in a broader sense, for example, human, animal, car and waterfall. Sound species 

refers to the specific sound itself, and its connoting descriptors can be a verb (e.g. walking), a 

verb attaching with a noun (e.g. preparing food, birds chirping), a verb with an 

adjective/adverb (e.g. shouting loudly), or onƻƳŀǘƻǇƻŜƛŎ ǿƻǊŘ όŜΦƎΦ άōŀƴƎέύΦ hƴŜ ǎƻǳƴŘ 

source may produce more than one sound species: for example, a person is a sound source 

that can produce different types of sound species such as laughter, talking and footsteps.  
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SOUND SOURCE AND SOUND SPECIES 

passive  
(natural environment) 

passive  
(insects, animals) 

active 
(human: socio-cultural, work) 

passive 
(machines) 

geophony biophony anthrophony mechanophony 

Table 4.2: The categorisation of sound sources and sound species based on sound origin and production 
mechanism. 

 

 

Sound sources are firstly categorised ŀǎ άǇŀǎǎƛǾŜέΣ ǿƘƛŎƘ ƛǎ άǎƻǳƴŘǎ ŦǊƻƳ ǘƘŜ ƭŀƴŘǎŎŀǇŜ 

ŜƭŜƳŜƴǘǎέ ŀƴŘ άŀŎǘƛǾŜέ ǿƘƛŎƘ ƳŜŀƴǎ άǎƻǳƴŘǎ ŦǊƻƳ ƘǳƳŀƴ ŀŎǘƛǾƛǘƛŜǎέ όYŀƴƎΣ нллтΣ ǇΦ унύΦ Lƴ 

this thesis, whether sounds are classified ŀǎ άǇŀǎǎƛǾŜέ ƻǊ άŀŎǘƛǾŜέ ŘŜǇŜƴŘǎ ƻƴ ǿƘŜǘƘŜǊ they 

have direct human ƛƴǾƻƭǾŜƳŜƴǘ ƛƴ ǘƘŜ ǎƻǳƴŘƛƴƎΦ άtŀǎǎƛǾŜέ ǎƻǳƴŘǎ ŀǊŜ ǘƘƻǎŜ ŦǊƻƳ ƴŀǘǳǊŜ ŀƴŘ 

mechanical sounds that can be humanly operated, but their soundings do not have direct and 

Ŏƻƴǘƛƴǳƻǳǎ ƘǳƳŀƴ ŎƻƴǘǊƻƭΦ ά!ŎǘƛǾŜέ ǎƻǳƴŘǎ ŀǊŜ ǇǊƻŘǳŎŜŘ ǘƘǊƻǳƎƘ ƘǳƳŀƴ ǇŀǊǘƛŎƛǇŀǘƛƻƴ ŀƴŘκƻǊ 

control. 

 

{ƻǳƴŘǎ ŀǊŜ ŦǳǊǘƘŜǊ ŎƭŀǎǎƛŦƛŜŘ ōŀǎŜŘ ƻƴ ǎƻǳƴŘ ƻǊƛƎƛƴǎ ƛƴǘƻ άƎŜƻǇƘƻƴȅέ όǎƻǳƴŘǎ ŦǊƻƳ άƴƻƴ-

biological sources ƻŦ ƴŀǘǳǊŀƭ ǎƻǳƴŘέύΣ άōƛƻǇƘƻƴȅέ όǎƻǳƴŘǎ ŦǊƻƳ ƭiving organisms, excluding 

ƘǳƳŀƴǎύΣ ŀƴŘ άŀƴǘƘǊƻǇƘƻƴȅέ όάƘǳƳŀƴ-ƎŜƴŜǊŀǘŜŘ ǎƻǳƴŘǎέύ όYǊŀǳǎŜΣ мффуύΦ Both geophony and 

biophony are mostly passive sounds. According to Krause, anthrophony includes human-

engineered sounds from electro-mechanical machines. However, to differentiate the sounds of 

machines from human physiological sounds, this study uses another category of 

άmechanophonyέ ŦƻǊ ǇŀǎǎƛǾŜ ǘŜŎƘƴƻƭƻƎƛŎŀƭ ǎƻǳƴŘǎ ǿƘƛŎƘ Ŏŀƴ ōŜ ƳŜŎƘŀƴƛŎŀƭΣ ŜƭŜŎǘǊƛŎŀƭΣ 

electronic or vehicular. Although machines are firstly operated by humans, their sound making 

mechanisms are of electronic, electricity and/or mechanical medium; the quality and the 

continuity of mechanophony are not directly produced or intervened by humans. In this study, 

live music, either singing or playing of musical instruments, is considered as an active-

anthrophony including amplified musical sounds as the initial sounding is actively and 

continuously manoeuvred. The categorisation of sound sources and species is exclusive. 

 

Secondly, the analysis of sound characteristics is to identify the attached explicit knowledge of 

sounds in terms of intent, hierarchy, form and location (Table 4.3). άLƴǘŜƴǘέ ƘŜǊŜ ǊŜŦŜǊǎ ǘƻ 

whether the sound produced is intended to be heard or incidental from an activity; this 

description is only applicable for anthrophony and mechanophony. In terms of hierarchy, 

άŦƛƎǳǊŜ ƛǎ ǘƘŜ ŦƻŎǳǎ ƻŦ ƛƴǘŜǊŜǎǘ ŀƴŘ ƎǊƻǳƴŘ ƛǎ ǘƘŜ ǎŜǘǘƛƴƎ ƻǊ ŎƻƴǘŜȄǘέ (Schafer, 1977/1994, p. 

152). Loufopoulos and Mniestris (2011) ŀƭǎƻ ŘŜǎŎǊƛōŜŘ ǎƻǳƴŘǎ ōȅ ǘƘŜƛǊ άǇƻǎƛǘƛƻƴƛƴƎέ ƛƴ 

άƛƳŀƎƛƴŀǊȅ ȊƻƴŜǎέ ƛƴ ŀ ǎƻǳƴŘǎŎŀǇŜ ǘƘŀǘ άŎŀƴ ōŜ ƻƴ ƛǘǎ ǎǳǊŦŀŎŜ όŦƻǊŜƎǊƻǳƴŘύΣ ƛǘǎ ŘŜǇǘƘ 
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(background) or the space in-ōŜǘǿŜŜƴ όƳƛŘŘƭŜ ƎǊƻǳƴŘύέ όǇΦ орύΦ Lƴ ǘƘƛǎ ǎǘǳŘȅΣ ƘƛŜǊŀǊŎƘȅ ƳŜŀƴǎ 

the order that specifies whether the sounds are intended to have focused attention directed to 

it. A featured sound is usually a signal that delivers a message, and it is produced to be listened 

to at a particular time and place even though it may not always be more audible than 

backƎǊƻǳƴŘ ǎƻǳƴŘǎΦ άCƻǊƳέ ƛǎ ŘƛǾƛŘŜŘ ƛƴǘƻ άǎǘǊǳŎǘǳǊŜŘέ ǎƻǳƴŘǎ ǘƘŀǘ ŀǊŜ ƻǊƎŀƴƛǎŜŘ ŀƴŘ 

άǊŀƴŘƻƳέ ŀǎ ŀƴ ǳƴŀǊǊŀƴƎŜŘ ƎǊƻǳǇ ƻŦ ǎƻǳƴŘǎΦ ¢ƘŜ άƭƻŎŀǘƛƻƴέ ƻŦ ǎƻǳƴŘ Ŏŀƴ ōŜ άƭƻŎŀƭέ ƻǊ 

άŦƻǊŜƛƎƴέ ǘƻ ƛŘŜƴǘƛŦȅ ǘƘŜ ŀǎǎƻŎƛŀǘƛƻƴ ƻŦ ǎƻǳƴŘ ǿƛǘƘ ǘƘŜ ǇƭŀŎŜ ŀƴŘ ƛǘǎ ǾƛǎƛōƛƭƛǘȅΦ ά[ƻŎŀƭέ sound 

species are where their sounds sources are located at that particular place and are mostly 

ǾƛǎƛōƭŜΣ ŀƴŘ άŦƻǊŜƛƎƴέ ǊŜŦŜǊǎ ǘƻ ǎƻǳƴŘǎ ŦǊƻƳ ŀƴƻǘƘŜǊ ǾŜƴǳŜΦ 

 

Thirdly, the sound properties that are analysed in this study are frequency range and Sound 

Pressure Level (Table 4.4). Frequency spectrogram is used to identify the frequency range of a 

sounding object and the dominant frequency range of the total soundscape. The frequency 

reading or range indicated in this analysis are approximate.  

 

{ƻǳƴŘ tǊŜǎǎǳǊŜ [ŜǾŜƭ ό{t[ύ ƛǎ άŀ ǾŀƭǳŜ ƻŦ ǘƘŜ ǎƻǳƴŘ ǇǊŜǎǎǳǊŜ ƛƴǘŜƎǊŀǘŜŘ ƻǾŜǊ ǘƘŜ ŀǳŘƛōƭŜ 

ŦǊŜǉǳŜƴŎȅ ǊŀƴƎŜ ǿƛǘƘ ŀ ǎǇŜŎƛŦƛŜŘ ŦǊŜǉǳŜƴŎȅ ǿŜƛƎƘǘƛƴƎ ŀƴŘ ƛƴǘŜƎǊŀǘƛƻƴ ǘƛƳŜέ όYŀƴƎΣ нллтΣ ǇΦ рύ 

ŀƴŘ ƛǘ ƛǎ άƛƴŦƭǳŜƴŎŜŘ ōȅ ǘƘŜ ŜƴŜǊƎȅ όƛƴ ǘŜǊƳǎ ƻf pressure) emitted from the sound source, the 

ŘƛǎǘŀƴŎŜ ŦǊƻƳ ǘƘŜ ǎƻǳƴŘ ǎƻǳǊŎŜΣ ŀƴŘ ǘƘŜ ǎǳǊǊƻǳƴŘƛƴƎ ŜƴǾƛǊƻƴƳŜƴǘέ όh{I!Σ нлмоΣ ǇΦ пύΦ ! 

sound level meter or noise dosimeter is used to measure SPL in decibels. The noise dosimeter 

is set according to European Union standards of A-ǿŜƛƎƘǘƛƴƎ ǘƻ ǊŜŦƭŜŎǘ ǘƘŜ ŜŀǊΩǎ ǊŜǎǇƻƴǎŜ ǘƻ 

sound, slow response, the exchange rate of 3 dB, criterion level of 85 dBA, and the threshold 

level of 0 dBA. Other readings are also generated via Supervisor software: LAeq (the sound 

level of average energy over the measured time); Ln (noise level exceeding the n percent of 

measured time) specifically L10 (noise level exceeding 10% of the measured time), L50 and 

L90; Lpeak (the highest, unweighted sound level), Lmax (the highest weighted sound level) and 

Lmin (the lowest weighted sound level); and dose (allowable daily exposure value with 100% 

as the maximum value).  

 

In the sound analysis, a few terms from sound sources or species, acoustic properties and/or 

sound characteristics are combined for a more comprehensive description of sound (Toh, 

2014). For example, live music performance can be described as active-anthrophony-featured-

structured. 
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SOUND CHARACTERISTICS 

intent hierarchy form location 

intentional incidental featured background structured random Local foreign 

Table 4.3Υ ¢ƘŜ ǎƻǳƴŘ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ǘƘŀǘ ŀǊŜ ƛƴŎƭǳŘŜŘ ƛƴ ǘƘŜ ǎƻǳƴŘ ŀƴŀƭȅǎƛǎΦ άLƴǘŜƴǘέ ƛǎ ƻƴƭȅ ǳǎŜŘ ŦƻǊ 
anthrophony and mechanophony. 

 

 

SOUND PROPERTIES 

frequency 
(Hertz) 

Sound Pressure Level (SPL) (decibel) 

LAeq Lpeak Lmax Lmin L10 L50 L90 dose 

Table 4.4: The type of sound properties in sound analysis. 

 

  

 

4.2 Sound Profiles of RWMF  
 

The RWMF contains sounds of culture, human activities, machinery and nature. Besides live 

music from Mini Sessions, stage performances and street performances, there is also playback 

of music that ranges from local traditional music to mainstream commercialised music. This 

section presents the sound profiles of RWMF identified from audio recordings and fieldtrips.  

 

Figure 4.1 shows the sitemap during RWMF and Table 4.5 summarises the characteristics of 

the venues where audio recordings were taken. The sound profiles of each venue in the list are 

selected by its function, main activities, core or crowd concentration area, transitional zone 

where people pass by to go to a particular place, and type of sound environment.  

 

The Iban Longhouse, Bidayuh Longhouse and Dewan Lagenda are venues for Mini Sessions 

(music and/or dance workshops), which is one of the main programs of RWMF. The Iban 

Longhouse and the Bidayuh Longhouse are replicas of traditional architectures. Both of them 

are stilted houses which have been designed to prevent harm from enemies, wild animals and 

flood in the olden days. Dewan Lagenda is a multi-purpose hall that is built with modern 

construction materials such as concrete and parquet flooring. The Evening Stage 

Performancesτthe other main program of RWMFτare held at the Jungle Stage and Tree 

Stage that are located at the Arena Grounds. The three Mini Session venues as well as the 

Arena Grounds, are located near to each other (Figure 4.1).  

 

The Melanau Tall House is located the farthest away compared to the other recording venues. 

This building is also a stilted house where the Rainforest World Craft Bazaar is held on the 
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ground beneath the house. The Food Mart is located near to the lake and alongside the main 

plankwalk. It is the only venue with a function but without any live music or cultural activity.  

 

The Penan Hut and Persada Alam do not have any designated specific function during the 

festival, but festival-goers can visit and spend their leisure time at these places. These two 

venues are next to each other and are on the borderline of the SCV territory where the forest 

surrounds the village. These venues are chosen as they are contrasting to other venues in 

terms of their function, location, environment and occupancy.  
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Figure 4.1: Sitemap of the SCV during RWMF. The venues are accessible via the plankwalk (main pathway, in 
white) that circles a man-made lake (blue) in the middle of the village. (Picture: Adapted from Rainforest World 
Music Festival, 2017. [Retrieved from rwmf.net]) 
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VENUE 

USUAL 
FUNCTION 
OF SPACE 

MAIN 
FUNCTION 
DURING 
RWMF ARCHITECTURE LOCATION 

ACTIVE 
TIME 

RECORDING 
TIME SLOT 

Iban 
Longhouse 

ethnic 
house 

Mini Sessions 
 

¶ Timber-stilted house; one 
set of stairs to the 
entrance. Mostly made of 
wood. 

¶ Mini Session area: long 
space, at the veranda 
inside the longhouse. 

¶ Near to the man-
made lake.  

¶ Few food stalls are 
at the front of the 
house.  

¶ Less than 50 metres 
to the Arena 
Grounds. 

2:00 PMς
4:45 PM 

 

3:00 PMς
5:00 PM 

Bidayuh 
Longhouse 

ethnic 
house 

Mini Sessions ¶ Timber-stilted buildings; 
three sets of stairs to the 
entrance. This is the 
highest workshop venue. 

¶ Mini Session area: 
rectangular space, at the 
open veranda with a 
canvas canopy. 

¶ Less than 100 
metres to the Arena 
Grounds. 

2:00 PMς
4:45 PM 

3:00 PMς
5:00 PM 

Dewan 
Lagenda 

multi-
purpose 
hall (with a 
roof but no 
walls) 

Mini Sessions ¶ Made of concrete, with 
roof truss and parquet 
flooring. Among the 
workshop venues, this is 
the strongest and biggest 
building with the 
smoothest flooring. 

¶ Mini Session area: on the 
1st floor (the ground floor 
has rooms made of 
concrete); long, wide and 
spacious. 

¶ Next to the Arena 
Grounds (open 
field) of the Jungle 
Stage and Tree 
Stage area.  

2:00 PMς
4:45 PM 

3:00 PMς
5:00 PM 

a place to 
meet 
musicians 
after their 
performance, 
souvenir stall, 
drink stalls, 
shelter 
during rain 

7:30 PMς
1:00 AM 

8:00 PMς
10:00 PM 

Arena 
Grounds; 
Jungle 
Stage & 
Tree Stage  

(not used) Drum Circle 
 

¶ Jungle Stage is situated 
next to the smaller Tree 
Stage.  

¶ The Arena Grounds (open 
field) at the front of the 
two stages is about 40 m x 
60 m in size.  

¶ The guests and VIP seating 
areas and the PA console 
are at the back of the 
open field.  

¶ The Arena Grounds 
(open field) is next 
to Dewan Lagenda. 

¶ Very near to 
Bidayuh Longhouse 
and Iban 
Longhouse. 

¶ Behind the stages 
are thick forests.  

5:15 PMς
6:15 PM 

 

10:30 PMς
12:30 AM, 
3:00 PMς
5:00 PM, 
5:15 PMς
7:15 PM 

Evening Stage 
Performances 

7:30 PMς
1:00 AM 

8:00 PMς
10:00 PM, 
10:30 PMς
12:30 AM 

Melanau 
Tall House 

ethnic 
house 

Rainforest 
World Craft 
Bazaar 
(RWCB) 

¶ Timber-stilted house. 
Around 20 feet above the 
ground.  

¶ Bazaar area: underneath 
the house. 

¶ About 300 metres 
away from the 
Jungle Stage and 
Tree Stage. 

11:00 AMς
8:00 PM 

3:00 PMς
5:00 PM, 
5:15 PMς
7:15 PM, 
8:00 PMς
10:00 PM, 
8:00 PMς
10:00 PM 

Food Mart (N/A) food stalls; 
marquee 
with tables 
and seats 

¶ A marquee with concrete 
flooring.  

¶ A widescreen with sound 
system is set up at the 
front of the marquee 
projecting the Evening 
Stage Performances from 
the Jungle Stage and Tree 
Stage.  

¶ Opposite the Orang 
Ulu Longhouse. 

¶ Surrounded by 
plankwalk and the 
lake.  

2:00 PMς
11:00 PM 

3:00 PMς
5:00 PM, 
5:15 PMς
7:15 PM, 
8:00 PMς
10:00 PM, 
10:00 AMς
12:00 PM 

Penan Hut ethnic 
house 

(not used) ¶ A small thatched hut 
above a bed-cum-seat. 
The main structure is 
made of wood and the 
walls of palm fronds. 

¶ By the main 
pathway between 
Dewan Lagenda and 
Food Mart. 

(open for 
visit) 

3:00 PMς
5:00 PM, 
5:15 PMς
7:15 PM 

Persada 
Alam 

tea house, 
outdoor 
meetings 

¶ An open area with 
wooden paths with a tea 
pavilion and a small 
waterfall. 

¶ Surrounded by 
forest at the back 
with the most 
vegetation as 
compared to other 
venues.  

¶ Next to Dewan 
Lagenda, behind the 
Penan Hut. 

Table 4.5Υ ¢ƘŜ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ƻŦ ǘƘŜ ŘƛŦŦŜǊŜƴǘ ǾŜƴǳŜǎ ŀǘ ǘƘŜ {/± ŀƴŘ ǘƘŜ ŀǳŘƛƻ ǊŜŎƻǊŘƛƴƎ ǘƛƳŜ ǎƭƻǘΦ ά!ŎǘƛǾŜ ǘƛƳŜέ 
refers to peak hours where the venue holds a specific event or is crowded with people.  
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4.2.1 Mini Sessions 

 

Three parallel sets Mini Sessions (also known as workshops) are held from 2:00ς4:45 PM at 

three different venues in the SCV, namely the Iban Longhouse, Bidayuh Longhouse and Dewan 

Lagenda.  

 

 

 Mini Session Venues 

 

4.2.1.1.1 The Bidayuh Longhouse 

 

The Bidayuh Longhouse is located less than 100 metres away from the Arena Grounds. The 

building is the tallest building among the three workshop venues, and its entrance is 

approachable only after going up three sets of stairs. The long stilts are built with timber and 

the roof from palm thatch. The walls and floors are mostly made from bamboo where one can 

hear the creaking sound of the bamboo floor when walking on it. Bamboo is an important 

material in the everyday life of the Bidayuhs where it is used in house construction, cooking, 

and musical instruments such as the perutong (Reed & Tarman, 1998). 

 

The Bidayuh Longhouse in the SCV consists of three attached sections. The first section is the 

circular Rumah Baruk where skulls from headhunting were kept in this type of building in the 

past. The head house is linked to a replica of the traditional house where one can experience 

the traditional ethnic culture with bamboo floor mat, bamboo wall, a staircase that is made of 

a multiple-notched log; musical instruments such as gongs and drums; household materials 

such as potteries, baskets and sugar-cane crusher. The third section of the building has rental 

rooms that are usually occupied during RWMF. Mini Sessions are held at the front of the rental 

rooms section of the longhouse at the open and shaded awa (veranda). The musicians usually 

sit on the chairs and the audience on the floor made of plank wood instead of bamboo at this 

part of the building. 
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Figure 4.2: Bidayuh Longhouse (middle) and its Rumah Baruk (head house in a circular shape on the right). 
(Photo: J. Chieng: August 9, 2016) 

 

 

 

 

Figure 4.3: The veranda of the Bidayuh Longhouse where Mini Sessions are held. (Photo: Rainforest World Music 
Festival; August 5, 2016. [retrieved from rwmf.net]) 
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4.2.1.1.2 The Iban Longhouse 

 

The Iban Longhouse is a stilted house that is mostly built using timber with leaf thatch as its 

roof. The traditional Iban Longhouse consists of many apartments of individual homes that are 

linked to each other, with a roofed and walled veranda outside the apartments called the ruai. 

This inner veranda is a walkway to different apartments, and also space where social and 

communal activities are being held. There are several doors that lead to the outside open 

veranda tanju.  

 

The inner veranda of the Iban Longhouse has a fireplace that is usually lit up with mild smokes. 

The house has an atmosphere of ethnicity with displays of hanging skulls; ritual materials; 

gongs; boat paddles; machetes and other farming and fishing tools; weaved baskets; 

traditional clothing; and wood-carved hornbill, statues and masks. During the non-festive 

season, the longhouse is alive with conversations in Iban (local dialect) among the staff, with 

the preparation of local cookies, the weaving of pua kumbu (traditional textile) and the making 

of bead accessories. Homestay is available in this longhouse thus the setting is made in a way 

that is suitable for living. The sounds of bird chirpings and the serenity of the surrounding 

nature give a sense of being in a traditional longhouse in a rural area.  

 

The Mini Sessions is held at the ruai, the long inner veranda of the Iban Longhouse. The 

audience sits on the bamboo or rattan floor mats facing the inner side of the longhouse while 

the musicians sit on the chairs or the floor. Sometimes the audience stands and watches from 

outside the doors or through the windows. Attending a workshop in this longhouse creates an 

atmosphere of closeness to culture when listening to the traditional music performance. This 

could be because the longhouse is built not only as a display museum but is decorated as a 

living home. Holding the workshop event at the long veranda of the longhouseτwhich is 

usually a place where people gather for communal activities including music-makingτadds on 

to the connection to the context.  

 

The Iban Longhouse is located very near to the big lake in the middle of the SCV. During the 

festivals, multiple food stalls are set up by the lake at the front of the longhouse where the 

sounds of food preparation and customers are audible from the longhouse. It is also less than 

50 metres to Dewan Lagenda and the Arena Grounds. As the only function of the Iban 

Longhouse during RWMF is to hold Mini Sessions, it is only actively used in the afternoon.  
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Figure 4.4: The Iban Longhouse at the Sarawak Cultural Village. (Photo: J. Chieng; October 2, 2008) 

 

 

 

 

Figure 4.5: The veranda (ruai) of the Iban Longhouse where Mini Sessions are held. (Photo: Sarawak Tourism 
Board; August 6, 2016) 
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4.2.1.1.3 Dewan Lagenda 

 

The hall at Dewan Lagenda that is used for other Mini Sessions is a long, wide and spacious 

space located on the first floor. The ground floor has rooms made of concrete. It is the largest 

venue among the three Mini Session venues and also the only place that has a stage for 

musicians. Dewan Lagenda is an open covered space. It has the tallest ceiling and a smooth 

parquet flooring thus able to accommodate a big crowd and heavier movements. Workshops 

on percussions and more vigorous dance are usually held at this hall. Consequently, the sound 

environment at this venue is more dense and louder as compared to the other Mini Session 

venues. 

 

Furthermore, in contrast to the other two Mini Session venues, this space is very much actively 

occupied during the Evening Stage Performances as the hall is located next to the Arena 

Grounds (open field) where the Jungle Stage and Tree Stage are located. Besides watching the 

performances from the hall, there are also a few other activities to do. At the back of the hall, 

there is a merchandise stall that mostly sells records of the musicians. It is also a place to meet 

the musicians after their performance session. At the staircase area to the entrance of the hall, 

there are beer and wine stalls. During rainy nights, the hall becomes a shelter crowded with 

people. 
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Figure 4.6: Dewan Lagenda at the Sarawak Cultural Village. (Photo: J. Chieng; October 2, 2008) 

 

 

 

 

Figure 4.7: The hall area of Dewan Lagenda where Mini Sessions are held. (Photo: Rainforest World Music 
Festival; August 7, 2016. [Retrieved from rwmf.net]) 
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 Sound Profiles of Mini Sessions 

 

A typical Mini Session starts with welcoming by an emcee. Each musician then introduces his 

or her musical instruments/dance, playing techniques, culture, or background of the band. This 

verbal explanation is usually followed by a short demonstration of music or dance. This 

structure is a repetitive cycle that usually ends with hand claps and cheers from the audience. 

The number of recurrence of this cycle approximately informs the number of different types of 

instruments, band groups, or repertoire. Towards the end of the workshop, all the musical 

instruments will combine to improvise a piece together. 

 

Figure 4.8 shows an example of the sound structure of a Mini Session. The coloured bars at the 

top of the spectrogram show the appearance of main sounding across time, namely speaking 

by emcee (blue), explanation of music culture by musician (green), playing of musical 

instruments (red), and sounds from audience such as hand claps, laughter, cheer, whistle, 

structured hand clapping to musical beats (yellow). This particular session presents more 

varied types of instruments with 14 short demonstrations. In each cycle, the emcee usually has 

a very minimal sounding or sometimes omitted. The duration used for explanation and musical 

demonstration is almost the same. The sounds by the audience are the only main sounding 

that always overlaps with others which can be laughter as a response to what the musicians 

have shared, or hand claps as a sign of welcome or encouragement, or clapping to the beats of 

the musical demonstration. 

 

Before this sound cycle begins, the Mini Sessions contain sounds of people moving in or out of 

the venue and set up. In this Mini Session (Figure 4.8), it has a longer than usual set up time 

ǿƛǘƘ ƳǳǎƛŎƛŀƴǎ ǇƭŀȅƛƴƎ ƳǳǎƛŎ ǘƻƎŜǘƘŜǊ ōŜŦƻǊŜ ǘƘŜ ǿƻǊƪǎƘƻǇ ǎǘŀǊǘŜŘ όŀǇǇǊƻȄƛƳŀǘŜƭȅ лΩςрΩύΦ 

After the last cycle, the session ends by having all instruments improvised to play together; this 

period of time usually produces upbeat sounds with the longest performance time, the 

thickest texture and the loudest sound volume in the whole structure of Mini Session as can be 

ǎŜŜƴ ƻƴ ǘƘŜ ǎǇŜŎǘǊƻƎǊŀƳ όŀǇǇǊƻȄƛƳŀǘŜƭȅ омΩςоуΩύΦ Most instruments were being played to 

their full volume with less attention to musical functions or sound layering. Performers also 

seem to enjoy the collaborative sound making together. The performance is followed by 

rumbles, cheers, hand clapping and whistles from the audience. Then follows a quiet moment 

where the audience starts to leave for another Mini Session venue or stay back for the next 

session. 
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REC NO. 1 
DATE RWMF 2016 Day 1 
REC TIME SLOT 3:00 PMς5:00 PM 
VENUE Bidayuh Longhouse, at the veranda 
EVENT aƛƴƛ {Ŝǎǎƛƻƴ ά¢ƘŜ .ǊŜŀǘƘ ƻŦ [ƛŦŜΥ LƴǎǘǊǳƳŜƴǘǎ ¢Ƙŀǘ bŜŜŘ ! [ƻǘ ƻŦ Iƻǘ !ƛǊέ 

   

Figure 4.8: Excerpt of frequency spectrogram that shows the cyclic structure of a Mini Session. 
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Mini Sessions are evidently dominated by active sounds of anthrophony. Speech by emcee and 

musician introducing music culture, and music or dance performances are the common 

intentional-featured-structured sounds. Mini Sessions are usually casual and interactive, and 

the audience are occasionally invited to sing, clap or dance along. Sounds from the audience 

are more varied in their characteristics. Hand claps, cheers and whistle in response to speech 

or music are intentional-featured but random.  

 

Some other active-anthrophony are the sounds of children that suggest a family-friendly 

environment. The translation of the explanation by musicians to English informs a culture from 

a different or remote place. When the lyrics in songs are unintelligible, the lexical meaning 

ōŜŎƻƳŜǎ ƭŜǎǎ ƛƳǇƻǊǘŀƴǘ ǘƘŀƴ ǘƘŜ ǘƻǘŀƭ ƻǳǘŎƻƳŜ ƻŦ ǘƘŜ άŘƛǎǘŀƴǘέ ǎƻǳƴŘǎΦ 

 

Anthrophony-incidental-background sounds include coughing and people walking away to 

other Mini Sessions venues, or entering the longhouse for the ongoing or upcoming session. 

Besides this, there are sounds of cleaning and those from the food stalls near the Iban 

Longhouse. There are frequent sounds of birds chirping intermittently at high frequencies of 

4000ς8500 Hz which are rather obvious during the transition period between Mini Sessions 

(Figure 4.12). 

 

There are occasional mechanophony-incidental-discrete sounds of camera shutters and phone 

beeps. Audio feedback from the sound system is rare, but when it happens, the impulsive 

sound is usually accompanied by high volume that much attention can be directed to the 

sound (Figure 4.10). In some performances, sometimes there are added sound effects via the 

sound system during music demonstration that modify acoustical characteristics of the music 

such as the timbre and the addition of echo. 

 

The two mechanophony-constants that are always present during Mini Sessions are the low 

frequency from the generator at 85 Hz and the big standing electric fan with a metal propeller 

(Figure 4.9 & Figure 4.10). These two sounds form a layer of the soundscape that accompanies 

the appreciation of musical sounds although it is not intended to be heard. When the music is 

loud, these sounds are being masked thus negligible. Table 4.6 shows a summary of sound 

sources, sound species, sound characteristics and sound properties of the soundscape at Mini 

Session venues at 3:00 PMς5:00 PM. 
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 SOUND SPECIES FREQUENCY (HZ) 

geophony raindrops  

biophony birds chirping  

anthrophony music 150ς2,100 

speech by the emcee 200ς850 

speech by the musicians (in different languages)  

translation of languages into English  

conversations among audience   

cheers 600ς1100 

whistle 2200ς2600 

laughter  

hand claps 500ς2500 

hand claps to musical beats  

cough  

sounds of children  

walking on the wooden floor  

garbage cleaning  

food stalls: food preparation, selling and buying, eating  

sounds from the Mini Sessions at Dewan Lagenda  music: 45ς700 

shout: 820ς920 

whistle: 2800ς3600  

mechanophony generator 85 

standing electric fan with a metal propeller  

camera focusing: 2000 

shutter: 3000 

phone beep 4,000 

audio feedback 445 

Table 4.6: Some of the sound species and their frequency range of the soundscape at the Mini Session venues at 
3:00 PMς5:00 PM during RWMF. 

 

 

The overall soundscape of each venue of the Mini Sessions is slightly different. The meeting 

area at the Iban Longhouse is a long space, and the building is mostly made of timber. At the 

Bidayuh Longhouse, the sessions are held in a rectangular space with a bamboo floor. Dewan 

Lagenda is similar to a multi-purpose hall that is strongly built to withstand a larger size of 

audience as well as more percussive music and heavy dance. The different construction 

materials, sizes and location of the Mini Session venues result in distinctions between the 

types of workshop that are held in each place and the size of audience in each venue, and 

consequently the soundscape.  
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Workshops with more percussive workshops, larger ensemble and more vigorous dance 

movements are usually held in Dewan Lagenda. Thus, the sounds from Dewan Lagenda are 

usually upbeat, rhythmic and low in frequencies as well as with louder cheers from a bigger 

audience size. Comparatively, the sound characteristics at the Iban Longhouse are most of the 

time thinner in texture and lower in sound level.  

 

Twenty sporadic 30-second SPL measurements at the Iban Longhouse during RWMF 2015 

between 3:00 PMς5:00 PM showed a reading of LAeq = 76.6 dB, LAmax = 84.8 dB and LAmin = 

66.9 dB. The sound levels of Mini Session at the Bidayuh Longhouse, based on two 

measurements (Figure 4.13 & Figure 4.14), showed that the LAeq is 89.8 dB and 91.0 dB 

respectively. The ambience level (L90) was slightly more than 70.0 dB. The SPL measurements 

at Dewan Lagenda showed a higher reading of LAeq 97.4 dB and 99.5 dB (Figure 4.15 & Figure 

4.16). 

 

Consequently, the Iban Longhouse and the Bidayuh Longhouse were usually άƛƴǾŀŘŜŘέ ōȅ 

sounds from the Dewan Lagenda during the parallel Mini Sessions. Sounds from Dewan 

Lagenda had a wide frequency range of 10 to 3600 Hz, but most of the time the sounds that 

were audibly heard at the Iban Longhouse and the Bidayuh Longhouse were continuous low 

frequencies below 300 Hz. These sounds either formed a bass layer, fill the empty acoustic 

space, or mix with the sounds at Iban Longhouse at the same frequencies (Figure 4.9, Figure 

4.10 & Figure 4.11). They sometimes dominated the local soundscape especially when a 

musician was giving an explanation or when a solo instrument was playing a rather quiet piece.  

 

With the presence of sounds of Mini Sessions from Dewan Lagenda at the Iban Longhouse or 

the Bidayuh Longhouse, there are overlapping of two active sounds. The intentional-featured-

structured-local music from the Mini Sessions in Dewan Lagenda becomes a total contrast at 

the Iban Longhouse and Bidayuh Longhouse as incidental-background-random-foreign. These 

foreign sounds are incidental as they invaded through the soundscape without being intended 

to be heard and its appearance is unpredicted thus random in its form. The supposedly 

featured sounds and background sounds in terms of volume becomes a reverse at the Bidayuh 

and the Iban Longhouse (Figure 4.11). This sound masking may cause interference in 

appreciation of the musical meaning. 
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REC NO. 2 
DATE RWMF 2015 Day 3 
REC TIME SLOT 3:00 PMς5:00 PM 
VENUE Bidayuh Longhouse, at the veranda 
EVENT aƛƴƛ {Ŝǎǎƛƻƴ ά.ƭƻǿ .ȅ .ƭƻǿΥ ! [ƻƻƪ ŀǘ ²ƛƴŘ LƴǎǘǊǳƳŜƴǘǎέ 

  

Figure 4.9: Excerpt of frequency spectrogram that shows the variety of anthrophony and mechanophony in a 
Mini Session at the Bidayuh Longhouse. There were also conversations among the audience, sounds of raindrops 
and blowing sounds from an electric fan. 

 

 

 

 

 
 

REC NO. 3 
DATE RWMF 2017 Day 1 
REC TIME SLOT 3:00 PMς5:00 PM 
VENUE Bidayuh Longhouse, at the veranda 
EVENT aƛƴƛ {Ŝǎǎƛƻƴ ά{ƛƴƎ ! 5ƛŦŦŜǊŜƴǘ ¢ǳƴŜΥ hǳǊ {ƻƴƎǎ ¢Ŝƭƭ hǳǊ {ǘƻǊȅέ 

  

Figure 4.10: Excerpt of frequency spectrogram that shows the variety of sounds in a Mini Session at the Bidayuh 
Longhouse. There were also conversations among the audience and blowing sounds from an electric fan. 
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REC NO. 4 
DATE RWMF 2015 Day 1 
REC TIME SLOT 3:00 PMς5:00 PM 
VENUE Iban Longhouse, at the open veranda 
EVENT aƛƴƛ {Ŝǎǎƛƻƴ άChakunchak: The Popular Malay Joget όƛƴǘŜǊŀŎǘƛǾŜ ŘŀƴŎŜ ǿƻǊƪǎƘƻǇύέ ōȅ 

SCV (Malaysia) 
  

Figure 4.11: Excerpt of frequency spectrogram that shows the merging of sounds from the Mini Sessions in the 
Iban Longhouse and Dewan Lagenda. In this excerpt, there were also sounds of conversations among the 
audience. 

 

 

 

 

 
 

REC NO. 5 
DATE RWMF 2015 Day 2 
REC TIME SLOT 3:00 PMς5:00 PM 
VENUE Iban Longhouse, at the open veranda 
EVENT Transition between Mini Sessions 

  

Figure 4.12: Excerpt of frequency spectrogram that shows the ambience of the Iban Longhouse when there is no 
event. There were conversations, sounds from food stalls, footsteps on the wooden floor of the longhouse. 
Besides that, the sounds from Dewan Lagenda is audible. 
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L10 L50 L90 LCpeak LZpeak LApeak LAmax LAmin LAeq 

93.5 81.4 70.3 126.5 126.5 127.7 107.0 67.2 89.8 
   

DATE RWMF 2017 Day 1 
REC TIME SLOT 3:00 PMςрΥлл ta όнΥрр taΣ рлΩпнΩΩύ 
VENUE Bidayuh Longhouse, at the veranda 
EVENT aƛƴƛ {Ŝǎǎƛƻƴ ά{ƛƴƎ ! 5ƛŦŦŜǊŜƴǘ ¢ǳƴŜΥ hǳǊ {ƻƴƎǎ ¢Ŝƭƭ hǳǊ {ǘƻǊȅέ 

  

Figure 4.13: The LAeq and other SPL readings of a Mini Session at the Bidayuh Longhouse. All readings are in dB. 

 

 

 

 

 
 

L10 L50 L90 LCpeak LZpeak LApeak LAmax LAmin LAeq 
95.6 83.9 73.2 122.4 123.2 123.3 106.0 66.9 91.0 

   
DATE RWMF 2017 Day 1 
REC TIME SLOT 3:00 PMςрΥлл ta όпΥлт taΣ онΩлрΩΩύ 
VENUE Bidayuh Longhouse, at the veranda 
EVENT aƛƴƛ {Ŝǎǎƛƻƴ ά{ǉǳŜŜȊŜ .ƻȄŜǎΥ ¢ƘŜ [ǳǊŜ ƻŦ ǘƘŜ !ŎŎƻǊŘƛƻƴǎέ 

  

Figure 4.14: The LAeq and other SPL readings of a Mini Session at the Bidayuh Longhouse. All readings are in dB. 
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L10 L50 L90 LCpeak LZpeak LApeak LAmax LAmin LAeq 

101.1 94.6 75.3 124.3 124.2 119.6 105.2 76.6 97.4 
  

DATE RWMF 2017 Day 3 
REC TIME SLOT 3:00 PMςрΥлл ta όнΥпс taΣ оΩннΩΩύ 
VENUE Dewan Lagenda 
EVENT aƛƴƛ {Ŝǎǎƛƻƴ άCǳƴŀƴŀ Fun: Rhythms and Dance from Cape ±ŜǊŘŜέ ōȅ .ƛǘƻǊƛ 

  

Figure 4.15: The LAeq and other SPL readings of an excerpt of Mini Session at the Dewan Lagenda. All readings 
are in dB. 

 

 

 

 

 
 

L10 L50 L90 LCpeak LZpeak LApeak LAmax LAmin LAeq 
103.9 94.7 79.1 130.7 130.8 124.9 111.0 73.4 99.5 

  

DATE RWMF 2017 Day 3 
REC TIME SLOT 3:00 PMςрΥлл ta όпΥпо taΣ ммΩмнΩΩύ 
VENUE Dewan Lagenda 
EVENT aƛƴƛ {Ŝǎǎƛƻƴ άIŀƴŘǎ hƴΥ bƻ Melodic Instruments. All tŜǊŎǳǎǎƛƻƴΦέ 

  

Figure 4.16: The LAeq and other SPL readings of an excerpt of Mini Session at the Dewan Lagenda. All readings 
are in dB. 
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4.2.2 Jungle Stage and Tree Stage at the Arena Grounds 

 

The Jungle Stage and Tree Stage at the Arena Grounds are the place where the main world 

music performancesτtermed as the Evening Stage Performancesτtake place from 7:30 PM to 

approximately 12:30 AM. The Jungle Stage is the bigger stage situated next to the Tree Stage. 

Both stages are surrounded by forest behind. The open field of the Arena Grounds where the 

audience stands or sit to watch the performance is an area of about 40 x 60 metres. Between 

5:00 PMς6:00 PM, Drum Circle is held at the same open field. The guests and VIP seating 

areas, and the PA console are placed at the back of the field. The Jungle Stage and Tree Stage 

area are located in between the three Mini Session venues with Dewan Lagenda situated 

directly next to the open field.  

 

The Evening Stage Performances commence with blessing and prayer by a local musician on 

the first evening (Rec No. 6) and end with a Finale on the last day as a closing where all 

musicians have their final bow on stage (Rec No. 7). A performance by an ensemble group or 

band may last from 10 to 60 minutes. The performances alternate between Jungle Stage and 

Tree Stage; while there is a performance on Jungle Stage, the crew will set up the Tree Stage 

for the next performance, and vice versa. The Jungle Stage usually holds larger performing 

bands as it is more spacious and stable in its construction.  

 

The following sections present the soundscape composition at the Arena Grounds during the 

different times of the day in chronological order. 

 

 

 Sound Profiles of the Arena Grounds: Morning 

 

From the audio recordings between 10:00 AMς12:00 PM, there are three main types of 

soundscape at the Arena Grounds. Firstly, it is the sound system set up and sound check for 

Evening Stage Performances (Figure 4.17). The sound level dropped to a very much quieter 

ambience in between sound check sessions (Figure 4.18) where one can hear conversations, 

people passing by and birds chirping occasionally. Thirdly, it is the playback of music through 

the sound system (Figure 4.19). One constant sound that appears at all times at the Arena 

Grounds is from the generator at 85 Hz that layered the soundscape with a continuous low 

hum (a straight line at the lower part of the spectrograms).  
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REC NO. 8 
DATE RWMF 2015 Day 1 
REC TIME SLOT 10:00 AMς12:00 PM 
VENUE Arena Grounds 
EVENT Soundcheck 

  

Figure 4.17: Excerpt of frequency spectrogram that shows the soundscape of the Arena Grounds in between 
10:00 AMς12:00 PM during sound check. The yellow spectrum where amplified sounds during sound check 
whilst the red line across at 85 Hz is the sound of the generator. 

 

 

 

 

 
  

REC NO. 9 
DATE RWMF 2015 Day 2 
REC TIME SLOT 10:00 AMς12:00 PM 
VENUE Arena Grounds 
EVENT Stage set up, in between sound check sessions 

  

Figure 4.18: Excerpt of frequency spectrogram that shows the soundscape of the Arena Grounds in between 
10:00 AMς12:00 PM when there is no sound check. A saxophone player practising (unplugged) at the Jungle 
Stage can be heard. The red line across at 85 Hz is the generator. 
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REC NO. 10 
DATE RWMF 2015 Day 3 
REC TIME SLOT 10:00 AMς12:00 PM 
VENUE Arena Grounds 
EVENT Stage set up 

  

Figure 4.19: Excerpt of frequency spectrogram that shows the soundscape of the Arena Grounds in between 
10:00 AMς12:00 PM when there is music playback through the stage sound system.  

 

 

When the Wellness Program was being introduced in RWMF 2017 during its 20th anniversary, 

sound check and music playback via amplifiers were still ongoing in the morning. Although 

having a therapeutic program such as Yoga or Taichi at the ethnic houses of the SCV or Persada 

Alam seems fitting in the rainforest environment, the soundscape of high decibels and low 

frequencies may not be compatible for meditation or relaxation.  
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 Sound Profiles of the Arena Grounds: Afternoon 

 

In the afternoon, the soundscape is often filled up with sounds from the three on-going 

workshops as the Arena grounds is located in between the three Mini Session venues. Figure 

4.20 shows the simultaneous yet distinctive appearance of active-featured sounds from the 

Mini Sessions at the Bidayuh Longhouse and Dewan Lagenda. Rec No. 5046 shows another 

example of more intense overlapping of active sounds of angklung (musical instruments made 

from bamboo) from Dewan Lagenda and guitars from Bidayuh Longhouse. This creates a bi-

tonal soundscape when these two sounds merge and gives the place another soundscape 

identity.  

 

Some other sounds heard are different types of insects at 7,300ς8,300 Hz, birds chirping, wind 

and the generator (the straight line in the spectrogram in Figure 4.20). The Arena Grounds is 

also a place where people pass by to go from one Mini Session venue to the other. The mixture 

of sounds at the place acts as a sound junction point to Dewan Lagenda, Bidayuh Longhouse 

and Iban Longhouse that provides an aural signboard of the activity of those three venues in 

each place. 

 

 

 

 
   

REC NO. 11 
DATE RWMF 2015 Day 1 
REC TIME SLOT 3:00 PMς5:00 PM 
VENUE Arena Grounds 
EVENT no event at the Arena Grounds 

όaƛƴƛ {Ŝǎǎƛƻƴ ά¢Ƙƛǎ ƛǎ aȅ LǎƭŀƴŘ ƛƴ ǘƘŜ {ǳƴΥ ! aǳǎƛŎŀƭ WƻǳǊƴŜȅ ¢ǊŀŎƛƴƎ ǘƘŜ wƻƻǘǎ ƻŦ 
/ŀƭȅǇǎƻέ ōȅ Yƻōƻ ¢ƻǿƴ ŀǘ .ƛŘŀȅǳƘ [ƻƴƎƘƻǳǎŜΤ άaŀƭƻȅŀ !ƴƻǳΗΥ /Ƙŀƴǘǎ ŀƴŘ tŜǊŎǳǎǎƛƻƴǎ 
from the Indian Ocean Island of La wŞǳƴƛƻƴέ ōȅ [ƛƴŘƛƎƻ ŀǘ 5Ŝǿŀƴ [ŀƎŜƴŘŀύ 

   

Figure 4.20: Excerpt of frequency spectrogram that shows the soundscape of the Arena Grounds in between 3:00 
PMς5:00 PM. 
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 Sound Profiles of the Arena Grounds: Evening 

 

There are two sessions of Drum Circle that are held on each day of the festival between 5:00 

PMς6:00 PM, and each session usually lasts about 20 minutes (Figure 4.21 & Figure 4.22). Any 

festival-goers can participate without the need of prior skills or training in playing musical 

instruments. The participants sit or stand in a circle surrounding a leader who gives 

instructions on rhythmic patterns, dynamics, and which particular group of instruments to 

play. The use of a wide range of percussive instruments, mostly unpitched, gives a varied 

timbre, texture and frequency range. The music is rhythmic in common time, upbeat, rather 

repetitive in patterns with few solo sessions by musicians. In this setting, the fun of playing 

together with some creativity instructed by the leader is more enjoyable than making good 

music. This is in line with what Turino (2008) described as participatory music: 

To keep everyone engaged, participatory musical and dance roles must have an ever expanding ceiling 
of challenges, or a range of activities that can provide continuing challenges, while, at the same time, 
there must be an easy place for young people to begin and for others who, for whatever reason, do 
not become dedicated to performing but still want to participate at some level. (p. 31)  

While crucial core parts are typically taken or guided by experts, they may include less skilled 
performers Χ elaboration parts typically encompass the full range of skill levels Χ the people who take 
these parts are not responsible for keeping the entire performance going, as is true for core players. 
(p. 32) 

 

In the session shown in Figure 4.23, the sound species are instructions and occasional counting 

of beats at 400ς800 Hz by the leader, sounds of percussive music mostly at 60ς600 Hz as well 

as with few higher pitched percussions, cheers, whistling on beat at 2,000ς3,500 Hz, singing, 

instruments rumble, solo sections by Didgeridoo or drum and silence. Generators that emit 

constant sounds at 78 and/or 85 Hz is always present and can be audibly heard when there is 

less sound as can be seen in the spectrogram. With many percussions playing together at the 

same time and with some instruments that are being electrically amplified, the sound level is 

high throughout the 20-minute session. Figure 4.23 shows the loudness via the striking colour 

on the spectrogram excerpt. Figure 4.24 shows the LAeq of 99.2 dB in one session of Drum 

Circle; the data shows that attending one session of Drum Circle is already exceeding the 

allowable daily dose exposure value as outlined by EU-OSHA.  

 

 



  

86 
 

 

Figure 4.21: Drum Circle at the Arena Grounds where the Jungle Stage (behind, right) and Tree Stage (behind, 
left) are located.  (Photo: J. Chieng; June 21, 2014) 

 

 

 

 

Figure 4.22: The leader (the man standing in the middle of the circle) giving instructions to the participants of the 
Drum Circle. (Photo: Rainforest World Music Festival; August 7, 2015 [Retrieved from rwmf.net]) 
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REC NO. 12 
DATE RWMF 2016 Day 1 
REC TIME SLOT 5:15 PMς7:15 PM 
VENUE Arena Grounds 
EVENT Drum Circle 

  

Figure 4.23: Excerpt of frequency spectrogram that shows the last two minutes of a Drum Circle Session. (A full 
Drum Circle session: Rec No. 13). 

 

 

 

 

 
  

L10 L50 L90 L10 ς L90 LCpeak LZpeak LApeak LAmax LAmin LAeq Dose 
103.7 95.6 81.7 22.0 135.8 136.1 126.6 106.9 70.2 99.2 101% 

   

DATE RWMF 2016 Day 1 
REC TIME SLOT 5:15 PMς7:15 PM (5:09 PM, муΩύ 
VENUE Arena Grounds 
EVENT Drum Circle 

  

Figure 4.24: The LAeq and other SPL readings of a Drum Circle session. All readings are in dB. 
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The Arena Grounds does not hold any specific event after the Drum Circle and before the 

Evening Stage Performances starts at 7:30 PM. During this period, participants start to find 

their own spots to sit and relax while waiting for the evening shows to begin. At this time, the 

soundscape is filled with playback of music through the sound system (Rec No. 14). This 

soundscape gives a sense of transition, avoids silence between live music sounds and a sense 

of anticipation to exciting performances.  

 

 

 Sound Profiles of the Arena Grounds: Evening Stage Performances 

 

The Evening Stage Performances presents staggered music culture performance alternatively 

at the Jungle Stage and Tree Stage from 7:30 PM for approximately five hours (Figure 4.25 & 

Figure 4.26). In between performing bands, there will be band introduction and 

announcements by an emcee. Besides active sounds of anthrophony from the stage 

performance and the audience (e.g. cheers, whistle, shouts, hand claps, dancing, and groups of 

audience singing together), there are sounds of the audio system feedback occasionally as well 

as geophony of rain and thunder, biophony from different types of insects and mechanophony 

from the generators. More details on the sound species of the soundscape during Evening 

Stage Performances are presented in Figure 4.27, Figure 4.28 and Figure 4.29. 

 

The sounds of insects and generators produce continuous and constant horizontal sounds that 

form the fundamental layer of the soundscape of the evening (Figure 4.30 & Figure 4.31). The 

chirrups from insects appear at 7,750ς8,000 Hz, approximately 12 to 13 sounds in one second 

(Figure 4.30). Another more audible type of insects make sounds at 2,000ς2,650 Hz in 

approximately twice in every second (Figure 4.31). The generators emit constant sound at 78 

Hz and 85 Hz, similarly to the diatonic tone of E-flat2 and E2 quarter tone-sharp. The merging 

of these two constant sounds forms a clustered sound. 
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Figure 4.25: Evening performance at the Jungle Stage. (Photo: J. Chieng; August 9, 2015) 

 

 

 

 

Figure 4.26: The audience during music performance at the Jungle Stage. (Photo: Sarawak Tourism Board; August 
6, 2016. [Retrieved from Retrieved from rwmf.net]) 
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REC NO. 15 
DATE RWMF 2016 Day 1 
REC TIME SLOT 8:00 PMς10:00 PM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Tree Stage by Sangpuy (Taiwan) 

  

Figure 4.27: Excerpt of frequency spectrogram that shows some of the sound profiles of the Evening Stage 
Performances. 

 

 

 

 

 
  

REC NO. 16 
DATE RWMF 2016 Day 1 
REC TIME SLOT 8:00 PMς10:00 PM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Tree Stage by Naygayiw Gigi Dance Troupe (Australia) 

  

Figure 4.28: Excerpt of frequency spectrogram that shows some of the sound profiles of the Evening Stage 
Performances. 
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REC NO. 17 
DATE RWMF 2015 Day 2 
REC TIME SLOT 10:30 PMς12:30 AM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Tree Stage by Culture Shot (Malaysia) 

  

Figure 4.29: Excerpt of frequency spectrogram that shows some of the sound profiles of the Evening Stage 
Performances. There is audience shouting in an intermittent pattern at 600ς1,500 Hz in response to the 
ƳǳǎƛŎƛŀƴΩǎ ŎŀƭƭΤ ƭƻǿ ŦǊŜǉǳŜƴŎƛŜǎ ƻŦ ƳǳǎƛŎ ŀǘ ммлς140 Hz; and generator at 78 Hz. 

 

 

 

 

 
  

REC NO. 15 (extraction) 
DATE RWMF 2016 Day 1 
REC TIME SLOT 8:00 PMς10:00 PM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Tree Stage by Sangpuy (Taiwan) 

  

Figure 4.30: Excerpt of frequency spectrogram that shows a close-up view of the sounds of insects and 
generators that layer the soundscape of the Arena Grounds. 
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REC NO. 18 (extraction) 
DATE RWMF 2016 Day 3 
REC TIME SLOT 8:00 PMς10:00 PM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Tree Stage by Violons Barbares (Bulgaria, Mongolia, 

France) 
  

Figure 4.31: Excerpt of frequency spectrogram that shows a close-up view of the sounds of insects and 
generators that layer the soundscape of the Arena Grounds. 

 

 

As an overview, 44 sporadic 30-second SPL measurements at the Arena Grounds during RWMF 

2015 show the reading as shown in Table 4.7. All the measurements were taken at the seating 

areas at the back and sides of the field further away from the stage. The sound level seems to 

be increasing as the evening goes to approximately 10% higher during the latter part of the 

evening. 

 

 

TIME SLOT 
LAmax 

(dB) 

LAeq 

(dB) 

LAmin 

(dB) 

5:15PMς7:15PM 84.7 75.8 66.9 

8:00 PMς10:00PM 88.7 80.4 67.7 

10:30 PMς12:30 AM 98.3 87.7 78.4 

Table 4.7: Forty-four sporadic 30-second SPL measurements at the Evening Stage Performances during RWMF 
2015. 

 

 

Figure 4.32 shows a more detailed SPL reading of another five measurements of an evening at 

the Arena Grounds from its beginning to the finale around midnight. The reading also shows 

that the SPL level is increasing over the night with a slight drop during the Finale. The LAeq 
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exceeded the limit as according to aural health guide in all measurements. The distribution of 

the sound seems rather average with LAeq reading close to L50. The ambience sound level 

(L90) becomes rather high at the end of the night. The LCpeak reading is getting higher over 

the night reaching close to the limit of 140 dB.  

 

   

 
 

 
 

Time Duration L10 L50 L90 L10 ς L90 LCpeak LZpeak LApeak LAmax LAmin LAeq 

7:39 PM уΩосΩΩ 90.8 87.3 79.3 11.5 122.9 123.9 111.0 93.5 71.2 87.9 
8:00 PM млΩнфΩΩ 99.2 93.3 82.2 17.0 130.8 131.2 119.4 101.6 73.5 95.4 
9:18 PM сΩнфΩΩ 99.4 94.6 82.9 16.5 134.0 134.7 116.2 101.0 76.5 95.8 
11:22 PM сΩроΩΩ 105.5 101.5 96.3 9.2 139.0 139.3 127.6 109.3 88.9 102.8 
11:32 PM нлΩнмΩΩ 103.3 98.1 90.4 12.9 139.5 140.3 124.1 109.6 83.6 99.9 

 

 

DATE RWMF 2017 Day 3 
REC TIME Between 7:30 PMς12:00 AM 
VENUE Arena Grounds 
EVENT Evening Stage Performances 

 

 

Figure 4.32: The L10, L50 and L90 (top) and LCpeak, LAmax, LAmin and LAeq (below) readings of five 
measurements during an Evening Stage Performances at the Arena Grounds. All readings are in dB. 
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As festival-goers usually spend time at different locations of the village throughout the night 

besides at the Arena Grounds, Table 4.8 shows an example of SPL readings of continuous five 

hours of one night at the festival at the different locations such as the Arena Grounds, Dewan 

Lagenda and walking around the plankwalk of the village. As the LAeq is closer to L10 rather 

than L50, it can be said that the fluctuation of sound level is wide. The LCpeak is more than the 

acceptable level of 140 dBA. LAmax is close to the acceptable 115 dB. The daily exposure has 

exceeded the standard limits of LAeq 87 dB.  

 

 

 

L10 L50 L90 L10 ς L90 LCpeak LZpeak LApeak LAmax LAmin LAeq Dose 
94.6 86.2 69.7 24.9 140.5 141.2 130.5 113.0 53.4 91.2 261% 

 

DATE RWMF 2016 Day 1 
REC TIME 7:24 PM (рƘǊ нΩύ 
VENUE Arena Grounds, Dewan Lagenda, around SCV 
EVENT Evening Stage Performances at the Arena Grounds 

 

 

Table 4.8: SPL readings of 5 hours exposure to RWMF during the Evening Stage Performances at different 
locations of the village. All readings are in dB. 

 

 

4.2.2.4.1 Evening Stage Performances: 8:00 PMς10:00 PM 

 

The first half of the Evening Stage Performances until approximately 10:00 PM seems to have 

thinner and more varied texture. Music performances do include a solo instrument or a slower 

piece. Some performances do not include low frequencies where there are aural spaces for 

silence at the lower ends of the frequency range (Figure 4.33, Figure 4.34 & Figure 4.35).  

 

When low frequencies are used, it is approximately 40ς270 Hz with the range from 30 Hz to 

190 Hz (Figure 4.36, Figure 4.37, Figure 4.38 & Figure 4.39). When thicker texture is used, it 

does not last long and it alternates with thinner texture.  
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REC NO. 19 
DATE RWMF 2014 Day 1 
REC TIME SLOT 8:00 PMς10:00 PM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Tree Stage by Kalakan (Basque Country) 

 

 

Figure 4.33: Excerpt of frequency spectrogram during the Evening Stage Performances at the Arena Grounds. 
There is the sound of a generator that emits fluctuating sound at 78 Hz. No low frequencies are used in the 
performance. (Full recording: Rec No. 20) 

 

 

 

 

 
 

REC NO. 21 
DATE RWMF 2014 Day 1 
REC TIME SLOT 7:30 PMς8:00 PM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Tree Stage by Sape & Warrior (Sarawak, Malaysia) 

 

 

Figure 4.34: Excerpt of frequency spectrogram during the Evening Stage Performances at the Arena Grounds. 
There is the sound of a generator that emits fluctuating sound at 78 Hz. No low frequencies are used in the 
performance. (Full recording: Rec No. 22) 
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REC NO. 23 
DATE RWMF 2014 Day 3 
REC TIME SLOT 7:30 PMς8:00 PM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Jungle Stage by Geng Wak Long (Malaysia) 

 

 

Figure 4.35: Excerpt of frequency spectrogram during the Evening Stage Performances at the Arena Grounds. 
(Full recording: Rec No. 24) 

 

 

 

 

 
 

REC NO. 25 
DATE RWMF 2015 Day 2 
REC TIME SLOT 8:00 PMς10:00 PM  
VENUE Arena Grounds 
EVENT Evening Stage Performances at Tree Stage by Son De Madera (Mexico) 

 

 

Figure 4.36: Excerpt of frequency spectrogram during the Evening Stage Performances at the Arena Grounds. 
There are generators that emit constant sounds at 78 Hz and 85 Hz. Low frequencies appear at 60ς100 Hz. 
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REC NO. 26 
DATE RWMF 2014 Day 2 
REC TIME SLOT 8:00 PMς10:00 PM (9:07 PM) 
VENUE Arena Grounds 
EVENT Evening Stage Performances ŀǘ ¢ǊŜŜ {ǘŀƎŜ ōȅ WŀƳƛŜ {ƳƛǘƘΩǎ aŀōƻƴ ό²ŀƭŜǎύ 

 

 

Figure 4.37: Excerpt of frequency spectrogram during the Evening Stage Performances at the Arena Grounds. 
Low frequencies of music appear at 40ς120 Hz. (Full recording: Rec No. 27) 

  

 

 

 

 
 

REC NO. 28 
DATE RWMF 2016 Day 3 
REC TIME SLOT 8:00 PMς10:00 PM (9:21 PM) 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Tree Stage by Violons Barbares (Bulgaria, Mongolia, 

France) 
 

 

Figure 4.38: Excerpt of frequency spectrogram during the Evening Stage Performances at the Arena Grounds. 
There are audible chirrups from insects at 2,000ς2,650 Hz, in approximately twice in every second. Generators 
emit constant sound at 78 Hz and 85 Hz.   
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REC NO. 29 
DATE RWMF 2017 Day 1 
REC TIME SLOT 8:00 PMς10:00 PM (8:32 PM) 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Jungle Stage by Okra Playground (Finland) 

 

 

Figure 4.39: Excerpt of frequency spectrogram during the Evening Stage Performances at the Arena Grounds. The 
low frequencies appear at 40ς160Hz. (Full recording: Rec No. 30) 

 

 

4.2.2.4.2 Evening Stage Performances: 10:30 PMς12:30 AM 

 

During the latter part of the night, the recordings from 10:30 PM onwards also show thinner 

texture (Figure 4.40 & Figure 4.41). However, most of them are a coalescence of thick and 

dense texture, loud sounds, and strong low frequencies and with a longer duration of 

performance in a similar texture. Every musician in the band of which may consist only about 

five instruments is augmented through the sound system. Due to the loudness and 

enhancement of low frequencies via technology, the timbre of the bass instruments either 

from stringed bass or different types of idiophones seem to be similar in sound outcome. 

 

The low frequencies can appear from 40ς300 Hz which is a bigger range of 260 Hz as compared 

to the earlier part of the evening. These low frequencies can be strongly rhythmic or meshed 

bass sound. The thick texture of loud sounds can be in the frequency range of 40 Hz to 1,000 

Hz (Figure 4.42, Figure 4.43, Figure 4.44 & Figure 4.45). Figure 4.46 shows the frequency 

spectrogram during the Finale of the Evening Stage Performances at the Arena Grounds. Figure 

4.47 shows the SPL of the three nights at the Arena Grounds after 11:00 PM. The LAeq is above 

94 dB for all the three measurements. The ambience sound level is between 87ς96 dB with 

little variability (low reading of L10 ς L90).  
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REC NO. 31 
DATE RWMF 2014 Day 2 
REC TIME SLOT 10:30 PMς12:30 AM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Tree Stage by Nading Rhapsody (Sarawak, Malaysia) 

 

 

Figure 4.40: Excerpt of frequency spectrogram during the Evening Stage Performances at the Arena Grounds. 
Music (singing with a stringed instrument) with fluctuating generator sound at 78 Hz. 

 

 

 

 

 
 

REC NO. 32 
DATE RWMF 2016 Day 1 
REC TIME SLOT 10:30 PMς12:30 AM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Jungle Stage by Auli (Latvia) 

 

 

Figure 4.41: Excerpt of frequency spectrogram during the Evening Stage Performances at the Arena Grounds. 
Low frequencies appear at 40ς150 Hz. 
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REC NO. 33 
DATE RWMF 2016 Day 2 
REC TIME SLOT 10:30 PMς12:30 AM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Tree Stage by Shanren (China) 

 

 

Figure 4.42: Excerpt of frequency spectrogram during the Evening Stage Performances at the Arena Grounds. 
Low frequencies appear at 40ς250 Hz. (Full recording: Rec No. 34) 

 

 

 

 

 
 

REC NO. 35 
DATE RWMF 2015 Day 3 
REC TIME SLOT 10:30 PMς12:30 AM 
VENUE Arena Grounds 
EVENT Evening Stage Performances at Jungle Stage by Lindigo (Reunion Island) 

 

 

Figure 4.43: Excerpt of frequency spectrogram during the Evening Stage Performances at the Arena Grounds 
with loud sounds (greenish at low frequencies) and thick texture. (Full recording: Rec No. 36) 

 

 

 
























































































































































































































































































































