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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 Saka@ultural Village (SCV) in Malaysia through
the combined methodologies of soundscape and ethnomusicology. This research attempted to
discover the sound characteristics of an opgnleisure soundscape with music events, the
meaning of world music in theontext 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 inéhaspects. 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
scapesounds frommature and animals ricidental 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 ind music festival. Secondly, in the experiential context, world
YdzZAAO gl a y2i 2y ft@LIGNINSG@BHDNG MRy b8 £SOV RG 2 NA T
Gol O1TaANRPdzyRéEd ¢Kdzaz ¢62NI R YdzZaAO KIR Ydzf GALX S
intellectual urderstanding 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
FNBIljdzSyOASa f2y3 gAGK | &aSyasS 2 Ffere®fora T SNByY O
participatoryexperience. As a conclusion, the study of the soundscape of RWMF revealed the

sociocultural meaning of McDonaldisation.
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Chapter 1
INTRODUCTION

1.1 Soundscape and Ethmaousicology

G{2dzy RaOl LIS¢ NBTSNE (azpadetdits ilationidthePlgc@andlR y Y Sy i
society.Featured and organised sounds are &t ( KS & aSuzgsBapebuktie (i K S

other less perceptible background and random souridshe same spacare also considered

Fa aA3IYyAFAOFY G LINBLISNIASAE GKIFEG F2NX GKS G2datl
YR I dzZRAG2NE aLJ} OS FT2NJ GKS LISNOSLIA2Yy 27F alLIS

The existing methods of sadscape study are diverse considering that there are various types
of soundscape for example, industrial, residential and recreationals well as contributions
from multiple disciplines of study such as acoustics, ethnomusicology or environmental
psychol@y.Research on soundscape preferences can be a useful reference for soundscape
creation and managemengome studies have been rigorous in creating a positive soundscape
where sounds are viewed as functional objects that can enhance the purpesglade

facilitate activitiesas well as increase agstic comfort and aural healfBrown, Kang

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

There is a lack of studies in the area of leisure soundscapamwisiicevents. Tis 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 caseisitfestivals, some

sounds are not byroducts as compared to other typesd soundscape for example in public
parks or transportation areasbut 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 usuddist 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 consequ@ntiyisesthe

cultural meaning in music that can be a determiningtdain experienceAn 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 ofoundmaking vith less consideration on the experienotthe

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 involvdetailedexamination of history,
instrumentations, musical vocabularies and cultural meaning of world musiadigicussions

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 thapeinga particular confined culire practised within its
own worldview. The music is no longamplya tradition in its cultural system but has been
madepopularand global as a marketing latedsentiallyattaching itself to a performance
setting and the experience of the audience. \damusic as an item for consumption is
contextdependent,andthis necessitates a study beyond the expressions of musicians to the

way individuals make sense and create meaningxperience

For example, in the setting of a music festival, world mssamiappropriation 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
merelya concert display expressiitg standalone meaning bt soundingat a particular place
that has social dynamics around the music with participatory elemémts openrair music
event, sound exposure and experience also incltite sounds of the crowdhe sounds of the
environment(e.g. nature sounds, traffic) and machines such as massive technological

amplification of music performance.

Hence, inconventionalethnomusicology study, sounds that can be part of the identity of
world music but that do not fit into the definition oktS & Ydza A OF f 206 2S04 ¢
Accordinglythe study of world music can be fragmented without the inclusion ofitiierent
characteristics of its formation, medium of sound eegsions and the experience in dsntext

of performance. Consequentlthe study of world musibighlightsa 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 ethnogragplit
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combines the methods of soundscape and ethnomusicolBgym this perspective, besides

the organised and intentional soundsmiisic, all the sounds in the environment such as

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

0KS tSaa adAaArofSé az2dzyRaAOF LIS LINRBredOI ASE & dz0
included in the study.

Furthermore, sound ethnography also highlights the prominence of context. The sounds of
music are not regarded as an indepient 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 whétme same sounds are placed in anotleewironment.

For example, theounds 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 perceyitio
the listeners. This methodological approach of world musa imult-tonal environment and

yet a totality of experience attempts to derigemoreholistic understanding.

1.2 Background of Research and Objectives of Study

Inrecent decades, music fegals have been multiplying around the glolbadthese events

have been drawing popularity among musicians and the pubtime examples of major music
SoSyida N8B {1 A3S8SGx CcSaitAdlt b2d cx {2t ARI &4z
Wight Festival, Ultra Korea, EXIT and Bonnav@orld 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 tourisBallantyne, Ballantyne and Pack2014)

reported that theGlastonburyFestival in the UK hdtlndreds of thousands of participast

Moreover,l OO2 NRAyYy 3 (2 GKS | dzihemhat Been arisizRdni4e® 2 F  { G |
47% in the number of visitors who attended at least one popularriusic event in the la&

& S| NI Thé authorsalsb f f SISR GKIFG aYdzaAO FSauAagdrkta |
participation and engagement for Australians asttallengeghe common perception that

citizens (especially the young) are more engaged &ittJ2 NIi G KIFy GKS | NI &aé¢ o6

Attending music festivalis found to be related to psychological and social changes individually
and collectively] A GGt S . dzZNASNJ I YR / NP dzOKSNJ onvnmy 0 Of
attending EDC [an EDMfestiva Ay [ & +S3F a6 OFly 06S Y2ydzySyil
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influence theirweld SAy 3 | yR 2dzif 221 ¢ A (FKS a3 LWNK BdzlH ff RRe &
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
G2 I Of I aaArolt Ydzaai O BalanyeSHallarkyn@ Patker RQ1HA Y I A Y
66).

The increase in attendance of festivals in recent decades necessitates more studies on this
social trendregardingsoundscape composition and festival experience. Although research on
music festival has been ongoirBallantyne Ballantyne & Packer, 2014; Chalcraft, Magaudda,
Solaroli & Santoro, 2011; Little, Burger & Croucher, 20h&lepth study on a specific music
genre or musical styles especially world music in relation to festival experience is lacking.
Furthermore, althaigh there is ararietyof sounds in a festivapart fromthe music
performances, there is insufficient finding on festival experience that encompasses the
different sounds in the soundscapgdoreover, multiple soundscape studies that have been
rigorous increating positive sound environments have been focusing on acoustic comfort and
well-being (Brambilla, Gallo & Zambon, 2013; Brown, 2@8bang & Kang, 200/however, the
meanings of sounds that could express cultural identities were not much studiedcdkmly,

a research framework for aethiled investigationinto the soundsand experience in a music

festival is also unavailable.

The purpose of this sound ethnography resedscto explore the soundscape composition and
experience ofeisure soundsgae of an operair music festival through the study of the
Rainforest World Music Festival (RWMF) that is held at the Sarawak Cultural Village (SCV),
Malaysia. The RWMFas international world music event that has been held annually since
1998. The festial site of SCV ismauseumwith traditional ethnic houses situated in a

rainforest environmentThis research also intends to examine the meaning of world music in
the setting of a festival. Furthermore, this stuaiynsto develop a methodological framewor
that can be transferred to the investigation of other similar types of soundscape especially

openair music events.

Hence, the objective of this study isé@amine thesoundscapef an openrair music event in

terms of its sound profiles, soundscaperguositions and characteristicEhe 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. Moreay this research aims to discover any relationship between
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sounds, people and place as welltls ways sounds shape sodialtural space as well as the
sociocultural meanings thaare revealedy the soundscape. In detail, the research questions

and obgctives of this study are:

1. What is the soundscape composition of an ogenmusic 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 sourstape profiles of RWMR terms ofsound sources and
soundscape characteristics.

b. To examine the sound properties that characterise the soundscape abj@mair
musicevent

c. To identify patterns and relationships of soundscape components.

2. How is the exprience of RWMF connected with its soundscape composition?
a. To examine the main components of RWMF as experienced by the fegtie.
b. To identify the main sound components of RWMF and their characteristics as
perceived by the festivajoersin terms ofsound 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 sourstape characteristics of world music in a festival setting
and its significance for soundscape experience.
b. To identify the characteristics ofveorld musicfestivalin relation toits festival
site.
c. To examine the ways sounds shape saxittural space thwugh the study of
RWMF.
d. To investigate how soundscape reflects semidttural meanings through the study
of RWMF.



This research is carried out iald measurements of Sound Pressure Lewel audio
recordings of thesoundscapgesurveysandinterviewson the experience and sound perception
of the festival;and participantobservationsThe definition of some termthat are used in this

thesis are shown iffablel.1.

TERM

DEFINITION

auditory space
sound source
sound species

sounding

sound property
active sound
passive sound
foreign sound
local sound
masking

scapesourd

geophony
biophony
anthrophony

mechanophony

anthropoentric soundscape

The spacevhere sounds are experienced and perceived.
The object or living organism thptoducessound.
The sound product produced laysoundsource.

The sounds of a sound species that includepritgess and changes from
soundproduction, transmission, interaction with other sounds and dece

Acoustic feature such as loudness, frequency and texture.
Soundthat is produced and controlled byuman

Soundthat is not generated by humasuch as from nature or machine.
The sound from asther placethat enters the auditory space afplace
The sound that is produced and belongs to the place.

The sounding of a sound covered by another sound.

Sound that is usually nemusical, noAfeatured or unstructured. This can
include passive sounds i.e. environmental sounds of geophony and
biophony; sonic byroducts or incidental sounds of human activities or
machines; and sound properties such as loesk and frequency range.

Sounds from the natural environment such as water and wind.
Sounds of living organisms excluding human beings.
Sounddrom human and their activities.

Sounds from machines.

The type of soundscape that is designed for and occupied by human
activities in contrast to, for example, the forest where it is hatnanly
constructedor notfor regular use.

Tablel.1: Ddfinition of terms.

1.3 Organisation of Thesis

This thesigs dividedinto seven chapters. After a brief Introductic@hapter 2 presents a
narrative review of soundscape study to provide a background and an overview of the
emergentstudyof soundscape imultiple fields Thereviewshows that leisure soundscape
with featured sounds as well as soundscape researchlation toAsian countriess lacking.
Thisis followedby a more specifireview of the literature on the existing studies of world
music fesivals. The currenliterature shows that there is a gap in tlsudyof world musidn

relation tofestival setting and via soundscape approach. Some other topical literature reviews
6



were incorporated into Chapter 5 and 6 along with related data pres@nidbr a more

integrated flow of discussion.

Chapter 3 presents the methodologies and framework of this research. It begins with the
O2yOSLJidzk t A&l GA2y 2F aaz2dzyRaOlLISeé yR Ala GK
again drawing on existing litettzre. Thisis followedby 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 applicationsafundscap@pproach to the study of RWMF by
relatingto the characteristics of leisure sounds and music festivals. A more methodological
sectionfollows 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 timdgoughanalysis of audio recordings and measurensent
of Sound Pressure Level (SPL). Findingsraeentedvia categorisation of souh
characteristics and frequency spectrograms. @halysiof the temporal and spatial
distribution of sounds shows a diversity of sound sources fnatare, human activities and
machinery. Some of the significant soundscape characterigéckadness ad low

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

Soundscape perceptions obtained from interviews and questionnamepresentedn

Chapter 5 and 6 with thpresentationof quotes from the responses. In Chapb, the

codebook of data analysis and an overview of soundscape preferences of R\ NHted It

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

festivalt music cultue, people and plaae and followed by a detaiéd discussion of each of the
componentdn relation toits sound sources. World music is perceived as a territorial

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

¢KS aSyasS 27F a&RATT §MBRugdinSekperiente. Fugthdayhdte, ihe2peapl8 K A 3
of the festival forms a positive social environmeatdthe festival site acts as a natural and

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

diversityfor different modes of experience among tikesmopolitanaudience.

/| KFLIWISNI ¢ Aa + RAaOdzaaArzy 2y (GKS NBflIGA2YyaKA
OK I NI OG S Nbrid tusicFaS a20FA @ t&¢ Ay | aANIAYyTFT2NBade Sy
with adelineation of four types of soundscape experien@@esentationat, oparticipatong,

ospectatoriaf and dbackground. It follows with the significant influence of intermediaries in

7



the soundscape creation of world music in the festival. Subsequerdigcassion ensues on

the extensivause ofi SOKy 2f 23A0Ff &2dzyRa YR AG&a AYLI AOI
GRATTFONMBVIGSéedx GKS OKFLIGSNI SELX I Aya GKS SELISH
GNF AYyF2NBade a |y SaOTheifsds ehdd with & doricisiohif R 02 Y L.
Chapter 7.



Chapter 2
LITERATURE REVIEW

2.1 Narrative Review of Soundscape Sied

Since the 1960s, scholarly studies on soundscape have been developing from multiple
LISNBELISOGA@Sad ¢2 RI ( SDEen Gskds diffeBridpecializadiaie/sRca O | LIS €
as architecturabcoustics landscape, environmental sciences, psychology, sonic arts,

musicology and ethnomusicology. Some research necessitates studying soundscape using
interdisciplinary methods. Besides being an emergent fi¢lstudy, 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, includeusdscape documentation, description, management

and creation. The definition @f & 2 dzy’ Ria @fiered8eéto thditerature is presentedn

detail in Sectior8.1.

2.1.1 Soundscape Documentation, Description, Managent and Creation

Documentation of soundscape, which may involve archiving of soiswlsyally carried out

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

due to environmental or cultural change. A natusalindscape haa diversegeophony, and
biophony while an urban space is usually dominated by anthrophony and mechanophony with
a reduced variety of natural sound. Documentation of soundscape is utheliyitial stage to
soundscape description amdanagenentand 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 obounds in a placd&.he 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. Consequemygutcome of describingnal

evaluating soundscape can be a relevant source for soundscape monitoring and design. As
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aGFrGSR 60& {OKFFTSNIOMPTTKMMPpHPnO adaz2dzyR NRYIyOS
inestimable valuén consideration osoundsymbolismput couldobviouslygivevaluable
RANBOGAGSEA F2N Tdzi dzNIBy idedtifizyigRsaudds thi8 ar&RcBIturklg y ¢ 0 LIP
meaningful and preferable as well as sounds that are perceived as intrusive and detrimental,

this evaluation can improve soundscapes such as by introduttie 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, manageiaemise
abatement is to reduce annoying or harmful sound2 dzy R4 Ol LJS & G dzRé A RSy ()
can cause physical impairment to our ears and other health issues

Beyond the risks to hearing, noise exposure can result in various forms of strdss leody, 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, thenanagemenbf soundscape involves thietroduction of positivesounds.Cain,
WSyyAy3a YR t2E2Y oO6nHnmo0 aidl dSR (KISimpy¢ KS S
removingnegativesoundshowever, is not enough if negativesoundsare not replacedy

more positive ones the soundscapendaecome lesgaegativebut not necessarily more

LJ2 a A G A @ SSimilablyl, RaimbaultaddiDubois (2005) statee difference between
GSELISNI& Ay y2A488¢ K2 YShH$RA OldzNBvhdgizigng oS NI &
or frequently use a place

Experts in noise control lead to an urban soundscape becomingégsdive(less unpleasant) without
being more positive (pleasant) whereas ditsers and planners assessments of urban soundscapes
show that the quality of soundscapes refers to the quastid quality of lifeway of life and activities.
(p. 346)

A positive soundscape contaimeaningfulsounds, facilitate activities with functional sounds,
and leads to acoustic comfort and physical health (Dumyahn & Pijanowski, 2011a, 2011b;
Lercher et al.2013,pp. 142;143; Smith& Pijanowski, 2014; Brown, Ka&gGjestland, 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 additiothtypical 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 cafiuence how people use a plaas well as

how sounds diffusacross an area. Specific artistic or cultural sound characteristics can be
incorporated into soundscape design to establish an identity that delivers-sattiaral

meanings and enhance the functions of apld@@ NJ SEl YLX ST | | NNA SO 6 Hn

psychological concept of restorative experiences is something whiche®asintroducedo
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soundscape research in recent years, the most basic aspect of which is related to recovery
FTNRY YSyidl t TSbundschpe$an affedtieéndseape val@asi¢s, Barrio & de
Lucio, 1999 for example, the property values in North America were found to decrease by
0.5¢0.9% with every increase of decibel (Nelson, 2004).

2.1.2 Development and Different Fields of Soundscape Study

The saind environment hadeen acknwledgedas a significant resource, rather than an
oblivious waste, that is capable of transmitting meanings and revealing-sottigal

conditionsas well as affecting work efficiency and health. Soundscape study encompasses
several terminologies and patmms. 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 studyoeindscapés dynamically evolving,

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

The pioneering studies by Southworth and Schateoustemologymusic ectogy and

architectural acoustickave 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; amdssape

composition. The concern of soundscape study can either be ecological, interpretative,
phenomenological, medical (aural, physical and psychological health), artistic, pragmatic or
from activism viewpointsTable2.1 shows asummaryof 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 consern

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 positiv:
soundscape

soundscae ecology networking in a socie@cosystem within a landscape

bioacoustics, biomusic, documentation, understanding and conservation of natural sounds

zoomusicology

sonic arts and installation creative and artistic expressions through sound compositiath an
installation

Table2.1: Different types of soundscape studies.

2.1.2.1 Early Studies

One of the earliest soundscape studies was by Southworth (1969 aried out research in

Boston city to explore varied samperceptionsandthe 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 secondgroup with only auditory exposure (blindfolded), and the third one

with visuatauditory. His study highlighted the informativess of sounds as well as the close
interaction between visual and auditory perceptions. As he specialised in city plgimaralso
suggested possible ways of sonic design in open and acoustically responsive spaces to enhance
the experiencen a place. Although the report was comparatively brief, the objective, method

and findings of the study cdre seenin similar or expasive forms in numerous ensuing

soundscape studies.

2.1.2.2 Acoustic Ecology

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

Research Studio of the School of Communication, Simon Fraser University, Canada on a
comparative sizR& 2F RAFTFSNBY (G 62NI R a2dzyRaol LISad Ly
was formed and the types of research included sound perception, sound pollution and

soundscape design. In 1977, an influential baals publishedy Schafer entitled’he

SoundscapeOur Sonic Environment and the Tuning of the Wétrkelkhibits past elaborated

descriptions of natural soundscapes, followed by the relationships between music and

12



soundscapes in several historical events, and descriptions on the sounds of modernigsBes
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 iminevguality of

soundscapes.

{ OKI FSNJ AYGNRBRdAzZOSR (GKS GSNXY al O2dzadA 0 SO2ft 23
soundscape on life and society (Schafer, 1977/1994; Truax, 1978/1999; Wrightson, 2000).
¢ NHzl E onnmul 0 RSTAYSE daflre@tiodstins befwedh Organients and |

QX

their sonic environments with particular emphasis on a functional balanem attentionto
R&aTdzyOlGAzylf 08SKIFIGA2dzZNE O6LI® HOU® LY washhpos K
establishedandit continues the écus of previous soundscape study on listening modality,
conserving natural soundscapes and soundscape design (wfae.proscenia.net). Since 2000,
studies on acoustic ecology habeen disseminated K N2 dzZ3K GKS ySgaft SaidSNI
vdzZl NIISNI 8¢ 3 fl yLRIzol KR FaliAkl2yyy dlF G { 2dzy R&AOI LISY ¢ K S
present, WFAE has several affiliated organisations such as the Soundscape Association of Japan
(SAJ) (1993), Forum fur 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).

2.1.2.3 Acoustemology

A descriptive and interpretative approach to soundge throughin-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 1§7980s with an anthropology and

ethnomusicology background. During the 199is,research highlighted the relation of music

and sonic environment. From the sound worlds of the Kaluli people, and attributing his
GK2dAKGa G2 {OKFFSNR&E NBYIN] GKFG aYly SOK2S
(1977/1994, p. 40), Feld developed drél SR 0 NI y OK 2 F-maseSifyRfaz0F 45y Id
thiswas later termediacoustemology 6+ O2dzAGA O SLIA&AGSY2f 2380 0C¢
a! O2dza G SY2f 2 3 &sthe priddipyldedian? fdzyn@vding and experiencing a

place:

An exploration of sonisensibilities, specifically of ways in which sound is central to making sense, to
knowing, toexperientialtruth. X as a sensual spadine, the experience of place potentially can
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always be grounded in an acoustic dimensibhisis so because space indsxthe distribution of
sounds, and time indexes the motion of sounds. (1996b, p. 97)

2.1.2.4 Music Ecology and Ecomusicology

Another area of soundscape study with jitgmaryfocus on musig¢s termedmusic ecology or
ecomusicology. Harley (1996) described neustology as the study of musicrelation to
other sonic elements in the soundscape regardless of whether they are natural,
anthropocentric or electranechanical; anih connection withthe environment with the

holisticperception of sounds.

Asimilai SNYS a802YdzarO2f 238¢ KFa 0SSy AYyONBIlIaAyYy
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; wwwesgorg). Aaron Allen,

iKS OKIANI 2F 9{D= RSTAYSR S$02Ydzard2fz23& 4 &
OHAMMI Z LI om0 YR dl &a20Alff & ndsEhuBiSR Y dza A
musicians, and/or musical communities, but also their interconnections in the world, both
YIEGdzZNI f FyR &a20Altfe O2yadNHzOGSRE Swnmml T Ll
Ydza A O NRE@RSENI (KIy aS O2niegnida Sulidy of tiedpioduiof rausié ¢

culture from the viewpoint of huma®nvironment relationships (2011a, p. 393). The theme
revolvesaround the relationship between music, culture and nature; the connection of music,

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

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

2.1.2.5 Architectural Acoustics

Soundscape in the field afchitectural acousticemphasises soundscape evaluation,

management and design. The setting of such aystoduses on built or mixed environments

such as a public square, park, residential area or shopping mall. Studies are usually applicative
F2NJ GKS AYLINRO@SYSYy(d 2F &d2dzyRaOl LIS ljdzt t Ade +y
facilitate, [sid human enjoyrent, health, weHo SAy 3 2NJ | OGAGAGE¢ 6. NBR gy
2011, p. 391).
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Studies in urban open spaces have found that overall sound levels that are Gpi@dBA

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

examining the type of sounds prese@hiang & Kang, 200Mowever, 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, @0.28¢100; Jennings &

Cain, 2013; Kang, 2007). In a space with overall sound levels that are bel6vdi®A, the

type of sound sources plagsvitalrole in the evaluation of acoustic comfort depending on the

dza SNE Q OKI NI Ol SNR & (i 58)28). Differént glages will r¥quigé Bifferemt 1 N 1T =
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 e&/oitroducing sounds to a

place by evaluating its architectural design with its physics of reverberation and sound
propagationand examining the functions of the place. The sound introduced to a place may be
used as maskingffectd 2 (0 KI ( Jonie soNdsiadtetrérifigiwithithe peiiception of

Iy 2 i K S NGaelzedzidRsen & Sehrndt, 2091 43) or to addpleasantness to the

environment:

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

It may also be possible to mask or distract attention from-towmiddle-intensity noise by overlaying
interestingsounds. Added sounds need not be continuous but could occun eft@ugh 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 cdre achievedy designing square forms and boundaries, landscapeesitsn

urban furniture and noise barriers, introducisgundmarkanay have dramatic effects. (Yang & Kang,
2005b, p. 78) (see also, Kang, 204,70, 82 & Kang & Zhang, 2010, p. 154)

2.1.2.6 Other Studies

G{2dzy RaOl LIS SO2ft23&¢ AY I dourndSandildhdscajednSern@afy y S O
how sounds reflect the ecosystem and consequences of human activities in a particular

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

Pijanowski, Farina, Gage, Dumyahn & Krausel ;2Bijanowski et al., 2011; Truax & Barrett,

2011). Other tangential fields of soundscape studies include bioacoustics, biomusic and
zoomusicology that examine ndruman sound worlds such as mechanisms in biological sound
production and sound communicatisr{Fletcher, 2007; Gray et al., 2001; Krause, 1993, 1998;

al NOAYSEttAS wnnyT tlhédyS g alOzxlé&x mptmT {2NDOS
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been usedn sonic arts and installation f@n artisticcreation ofsoundenvironment within a

space.

2.1.3 Saundscape 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 experiencelaing in a place or to enhantke
function d the soundscap®f an area. The context of soundscape plays a prominent role as it
is akeydetermining factor of soundscape description and the way sound environmertiewill
designedor users. Research on soundscapes has been carried out in differdérrments

which include natural environments, villages or citidi$ferent types ofshape (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, wébeintain). Some examples of research based

on the type of spacare presentedelow.

2.1.3.1 Natural Environment

Documenting natural sounds is either the sound collectiomdividualspecies recorded in its
environment or a general natural soundscape ofacp. 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 Fir
Naturkunde (Museum of Natural History) (www.tierstimnagohiv.de), The California Library

of Natural Sounds (www.naturesounds.org), and Xeaoto (bird sounds) (Www.xeRo

canto.org). Bernie Krause, aBioO2 dza G A OA L'y | YR GKS F2dzy RSNJ 27
recording both marine and terrestrial soundscajsasce the late 1960s
(www.wildsanctuary.com). Loufopoulos and Mniestris (2011) also recorded soundscapes of a
protected area on the Greek island of Corfu in 2(08)7. Natural or heritage sound samples
taken from the environmenére usedas sources for coparative studies; archival materials for
preservation or conservation especially those that are vulnerabkxtimction, museological

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

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

.dzZAf 0 SY@ANBYYSYy(d NBT Switkofdveellins biddings,a Q Y I ydzF I O
AYFNF a0 NH2OGdzZNB L O2yaiGNHzOGSR fFyRaoOl LISasx | yR
Soundscape resedrdhat has been carried out in built environments mostly aims to reduce

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

users andto maintain or introduceneaningfulsounds to the environment.

With regards to resarch at historical sites, Escobar et al. (2012) carried out noise
measurements and sociological studies on sound perception of a UNESCO World Heritage Site
at Caceres, Spain. They identified that the sitaldbe 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 lthatso a UNESCGMorld Heritage Site

and made comparisons with other historic centres.

On the type of environnmts, detailed studiesnostlyfocus on either mammade 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; Szeemeta & 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, 2pf0165%200; 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 deeindscapén two urban open public spaces for

four seasons from the summer of 2001 in seven Europstes. 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 Sziwvanni, 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 demograbic variables (Kang & Zhang, 2010; Yang & Kang, 2005b). Besides
this, the perception of low frequency in urban areas haen studiedn three French cities
(Guastavino, Dubois, Polack & Arras, 2001). Atkinson (2007) described the way sonic ecology
YN @zN&f 3IS23aINILIKEE Ay dzNbBEy &aLI OS FFFSOGa a
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soundscape design to create a positive sound environment.

In the context of urban or nmaternised 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 soundsapeof villages or cities, the World Soundscape Project (WSP) carried out several
majorLINE 2S5 0i0Ga G2 R20dzySyid &a2dzyRaOl LJIS&d&d CANRGTE &
publication with edited sound clips of Vancouver in 1&/273 and 198§1981. After moe

GKFry G662 RSOFRS&aZ GUKS aSldzsSt a{2dzyRaOl LIS x|y
R20dzYSydIFNE 2F (KS OKIy3IAy3d az2dzyRaOFILIS® LY ™
via the media; it is a series of oteur radio programs broadcasting recortsonic

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,
CNIYyOS yR {O20fFyR NBadd § SR OlyLIFIAKES A JdHK IATS NI
and these placewere revisitedn 200GH nnn 08 GKS G4SFY 2F (GKS LINE:
OYVBANRYYSY(a Iompdrativesfudics sverasckreNBut (Jarviluoma, Kytd,

Truax, Uimonen, & Vikman, 2009).

The Environmental AggO& Ay WI LIy O2yRdzOGSR amnn { 2dzy Ra(
I SN& (| 3 §1997 Wwiyere m Huddred soundscapes that carry natural and cultural

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

caused dsunamiand anuclear 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
G{2dzy RAaOHBISTeNRB8SAI KIjdzr 1 S 5 AcR013 ToBged, 206mé O b | 3
2013).

Besides this, HumaBnvironment Modelling and Analysis (HEMA) from the Department of
Forestry and Natural Resources at Purdue University has documented the soundscapes of
three phlces in Indiana (2008), Costa Rica (2008) and Wisconsin (2012)

O0f GY®I INR Odzf G dzNB ®LIIZNR dzS ®SRdz0 © | 9 a ‘basédlpdblict f & 2
system to manage and archive soundscape recordings by plotting the sounds on a geographical

map (VilanuevaRivera & Pijanowski, 2012).
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Furthermore, Moore (2013) described the touridmightened city of Baliegardingits

urbanised religious, cultural and musical sounds implying the diverse and-ghdtinelled
influenceson the city soundscapes. Oosbaan (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 beliefsedfainparties.

2.1.4 Conclusion: Potential Areas of Soundscape Resh

Theinvisiblesound environment habeen recogniseds an interdependent dimension to the
physicalvisual environment and a resource that relates to multiple facets of living. Soundscape
studies have been conducted from different specialisationsrandtly in an interdisciplinary

way. The approach to soundscape studyhaimandominatedspace or events cdoe broadly

summariseds either descriptive, interpretive, evaluatiaad/or applicative.

Extensive soundscape studies can be found on naturat@ments in the documentation of
terrestrial or oceanic noffmuman sounds eithefior the purpose of archiving, or to hesed as
resources for sonic artén builtenvironments, research projects on the soundscape in urban
open spaces, parks and shoppinglismwhave been increasing from civil, architectural or

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

Althoughdocumentationof different soundscapes are plentiful and increasing in number,

there is still much thicanbe recordedand examined from the view that there are diverse
contexts and aspects of soundscape resealrtiecent years, soundscape research has been
dynamic in America and European countries thus the study can be expanded in Asian countries
which containdistinctivesoundscapes due to different e@ystems andiodiversities such as

rainforestand sociecultural lifestyles.

Soundscape perceptiomasmostly carried out in urban spaces such as parks or residential
areas where most sounds are-pyoducts of activities and that do not contain any specific
featured sounds. Investigations on anthropocentric soundscape experience can be expanded
to events such as opeair music festivabr exhibitionwith prevalent featured sounds along

with other sourds in an environment.

While the approach of soundscape perception in urban contexts is mostly carried out via
evaluationto createa pleasant soundscape, the acoustic propentiiese examinedn relation
19



to demographic factors and preferenbat the mearing of the soundsvasless emphasised.
Hence, further investigation care doneon the relationship between acoustic properties and
sociccultural meanings of an event and place, and how soundscape especially those with
cultural music events shapes a sagjer the way soundscape informs about its cultural
system via sound profile$he soundscapef leisure events with organised sounds of music
necessitates a different methodological framework and will derive interpretative insigtas

the meaning andunction of thesoundscape

There are still much areas and context of soundscape reseagendingthe type of space,
function of place andulturalcondition. Expansion of soundscape study will continue to
contribute to the findings of these different elving 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 experienscEmusic event iran opentair settingis still limited as

compared b performancein a closecconcert hallWhile music recordings that hateen

widely producedrom studio and renditions in concert halls depiatepresentationof an idea,
creativity in organising sounds, and skilfulness in performing; soundscape stugeo-air

music events differs in a way that it includes other soet@nents 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 thel@rstanding of soundscape experience

in its context. Research that focuses mainly or solely on the rpesiormances iropen-air

settings may not provide a comprehensive picture of the sounds as experienced by listeners as
AlG YIF@ yS3t SO atdda@ay Kr8ldiE stréctromytiReanusic&l sounds and

influencing the overall sonic experience and soundscape perceptions.

Research on music festivals has been increasing in the past decades. Attending music festivals
isfound to be socialland/or psydologically beneficial ilWoodford 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 amondhe young people (Packer & Ballantyne, 2011). The participaras of

Electronic Dance Music festV@IE LISNA Sy OSR aNB&Gi2NBR FLAGK Ay

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 typemosicfestival, 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, 2Bb#ever, hese
studieswere mostly focusing oithe attendance of music festivals in geneatdthe

emotional, physical and cognitive benefitem it. The direct relation ofestival attendance to

aspecificmusicgenre or stylesuch as EDM, rock or world music is lacking in details.

There have been some culal studies o the soundscape ahusic festivalThe relation

between soundscapes with local and cultural identities, commercialism and tourism of Canada
Day celebration and Coastal Jazz Festival were documented (AndrisaniJ2®lipma, Kyto,
Truax, Umonen, & Vikman, 2009There was also a study on a tourisgtated Spanish Jewish
festival where musics usedor the assertionof identity among the Jewish in Spain (Cohen,
1999). The soundscape of the Burning Man Festivhle USwas also documentedn the way
soundsinform time and density of activities (Moore & Smallwood, 20Ngvertheless,tie
soundscape approadb the study of these festivafocused on theirspecificprograms and

were not specificallyrelated to world music

Therehavealsobeen studieon the sound properties of loudness in festival but it was mostly
related to aural health (Mercier, Luy & Hohmann, 2003; Tronstad & Gelderblom, 20 1&l|

as on thepreference of norexcessive loudness among youngsters (Gilles, Thuy, Re Ryc
Van de Heyning, 2014; Mercier & Hohmann, 2008udness wsfound to be rewarding as it

is arousing and couldansport oneself to another spaa# facilitatesocialising (Blesser, 2007;
Blesser & Salter, 2008; Welch & Fremaux, 2017). Neverthelesgde of music and setting
that produce the loudnesand its rewardsvere not mentioned Furthermore, here are other
sound propertiesn a festivathat have not been much studieslich as the use of low
frequencies, timbres and soundscape structdesgn over the festival period. The
examination of these sound characteristics cogdsherate other insightef musicfestivds

experience

World musichasbeen discussed much in the literature since its rise to popularity about three
decades ago. Feld (198, 2000) and Taylor (1997) provideetailedanalysisof its origin,
development and musical styles. The discussion on preservation, hybridity, authenticity and
commodification were also contested ihe writings by Boyd (2008), Feld (1994b, 2000),
Guibault (1993), Haynes (2005), Taylor (1997) and Weiss (2Bbteover,Conndl and
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Gibson (2004c) and Fernandes (2013) discussed the relation of world music to place.

Df AI2NR2SOAO Oounmn0 AGdZRASR (GKS 62NI Rs YdzaA O
discussion centres on preservation and cultural representation. Gorlinski (2006) wrote a

detailed account of the Rainforest World Music Festival (RYwWRybridisationof world

music andn relation totourism. Although the discourse of world mugenuch availablén

connection withglobalisation, postcolonialism and commercialisatitrere seemsto be a

paucity of studies that focus on world music in a festival seftinglation toits soundscape
composition and lived experiencBesides that, mthodological frameworks to carry out

extensivestudy on the soundscape of world music festigadlso currently foundnavailable.

2.3 Conclusion: Research on World Music Festivals

Studies ommusicfestival that focus on world music and the study of theerience of world

music in a festival settingeemto 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 m@vent includes the surrounding ambience and
information on the context that depicts not only the music but also the soaitural settings

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

site isintegralto generate a more comprehensive understanding of the phenomenon. On
another note, although RWMF has been ongoing for twenty years, researitte éestival
soundscape and experience is unavailable. More discussions on the related litexedure
includedin Chapter Sand 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 rewing multiple definitions in the literature. Due to the
multidimensional and different areas of soundscape research, a more nuanced understanding
of the concept is requiredAsoundscape framework is then developed for this study.
Subsequentlythe reseach event and sitare introduced. After that,ie context ofleisure

sounds in thesoundscape studyf®RWMF andhe characteristics ofusicfestivak are

presented. Tie basisof soundscape approach in the stuidyalso discussed followed by the

research @sign.

3.1 Definition of Soundscape

G{2dzy RaOF LJIS¢ NBTFTSNE (2 GUKS a2yA0 O2yaidAaddsSyi
LINE LISNI A S& T2 NYA{yHAdzyf R dza &SF azt NINBR ERZNDS@2 yaR A Y
respondents ira researchat urban public open spas when compared to other

environmental factors such as wind, sun, temperature, security, air quality, view and humidity
(Kang & Zhang, 2010, p. 156). Anothetistical result also showed thaine-third of

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

Kang & Jin, 2013, p. 1007).

The study of thesoundscapés 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 eology 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 tle@vironmentalstudy of sound management in a way that

its aim goes beyond noise mitigation to include meaning and relationships between sounds,
living things and placén other words, rather than paying attention to the sound environment
only when it is annoying and targeting mainly on adverse sounds t@icelecibels and

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

pleasant and meaningful soundscape in a place.

In regardto the definitions of soundscape from the different literatufBable3.1), the first
O2YLRYSYyld 2F a2dzyRaOF LIS NBTSNAR (2 &a2dzyRa | a
GO2YLX SGS a2dzyR Sytikepeidpfion dhscubitestrided 28y Rt dzR A 1 2 N&
aSyasSsy dadzyRSNEGFYRAY3AES 2N aKdzYly NBaLRyaSeéo
definitions is the environmer2 ¥ &2 dzy Ra 2F gKAOK Oly 06S LXKe@ (
Gf 20F GALAYIEO FEysROBANT AR OA D2y G SEGEé d 2 AGKAY (GKS&
GNBfFGA2YAaKALE YR d&Ay lfedbodporedty of sodhstapdican DSy S

ax
>

be termedas sound, people and place.

Schafer (1977/1994,p.7) & ¢ KS & 2 dzgniracddstolfiéld of siudy. We may speak of a musical
composition as aoundscapeor a radio program as a soundscape or an acou
SYGANRBYYSyG Fa I &a2dzyRall LISdé

Thompson (2002, p.1) &l dzZRAG2NE 2NJ [ dzNF £ fFyRaOlFLIS X &Ay
of perceiving that environment; it is both a world and a culture constructed tc
make sense of thaworldé

Raimbault & Dubois AGKS NBfFGA2YyEaKAL) 60Sis
(2005, p. 340) physical and a sociculturalcontext

w

Sy (KS AYyRA

Payne, Davies & Adams dthe totality of all sounds within a location with an emphasis on the relations|

(2009, p. 7) 08i6SSy AYRAGARdZ f Qa 2N a20AS8Ge&Qa
with the sonicenvironment

Brown, Kang & Gjestland & & 2 dzy Ra O LIS h6ntaaprdeptionioKthemetnsfic environment of &

(2011, p. 388) L I 0SS X GKS &2dzyRaldlI LIS GSNY KlFa |If¢
environment beforeperceptiore

Pijanowski, Farina, Gage, W Witdllection of biological, geophysical and anthropogenic sounds that

Dumyahn & Krause (2011 SY I y I 48 FNBY | fFyRaOlI LS | yR 6KAOK
p. 1214) important ecosystem processes and hunaiivitieQ Q
Truax (2012a, p. 2) aky SYOBANRBYYSY(d 27F oadedrgarousiic) it anK S NJ

emphasis on hovit is perceived by listene¢s

Brown (2013, p. 96) ¢the way the acoustic environment is perceived and understood by the
individual, or by aociety¥
Gl 02dza A0 SYOGANRYYSYy( 27F hatatelréséns X
YR al @At ofSéx néa® || dzaSNJ 2F G(KS
Davieset al.(2013,p.224) a O2 YLX SGS a2dzyR SYy@ANRBYYSyYy(d Aye |l ¢

Smith & Pijanowski (2014 ¢ G KS LISNODSLIiA2y 2F | ff lan2sdapka X Sy
p. 65)

Table3.1:5 STAYAGA2Yya 2F aazdzyRaOlI IS¢ Ay RAFFSNByld ai
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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 defimtfion

soundscape and their interrelationshiyth reference tothe literature.

3.1.1.1 Sound

a{ 2dzy R¢ NBidté&dsdustical objedt fm a vibrating source witpecificphysical
properties and associated meaningsl types of sounds in a space canthe focus of
soundscape study, whethéiney are natural or anthropocentric, purposefa unintentional,

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

Discrete sounds in a soundscape can be understood in diverse ways. One eisathpl

differentiation ofé 8 2 dzy R 202S00G ¢ | yR adaz2daffRsnia@Sseli e Y o020
contained particle of a soundscape ¢ { OK | F S Nab274y Sound ebjecisdare Ziewed as
acoustical materials detached from their contekhe studyof sound objects may include
categorisation of sound sources or teeamination of their pysical characteristics.

Psychoacoustic magnitudes of acoustic properties such as perceived loudness (Chen & Kang,
2004; Della Crociata, Simone & Martellotta, 2018z&o0, Carmona, Morillas, Vilch&mez &
Escobar, 2015) and sharpness of sound (Gozalo et al., 2015; Jeon, Lee, You & Kang, 2012) were
found to correlate with acoustic comforthe temporakondition of sound can be significant

such as thevariedflow ratet instead of constant soundsof a waterfountain in an urban

square is found more attractive (Zhang & Kang, 2007, pOf®jhe other hand, sound event is

a reference of a sound to its meanings, functions and affectess.

One significant element of sad is its textural structure that involves tisgmultaneous

layering of multiple sounds thamtermesh in an environment with each sound being transitory
gA0K Alifegpa2®y¢ §SaS RAFFSNBY (O a2dzyRa KdhutdS G KSA
their ultimate soundings are highly dependent on the type of acoustic space and the content

2F GKS 20KSNJ a2dzyRa +d GKFG LI NIOAOdzZE F NI GAYSO
sounding of each other creates a masking effect. In brief, masking can bébaelsas
GO2QPSNAY3A 2yS &d2dzyR 08 FY20KSNE oO0{ OKIFIFTSNE Mm@
d2dzyRa F020S 20KSNRARE¢ 0. NRPahe/sbundiimevferiag witidhe dpcp0 = |
LISNODSLIiA2Y 2F | y2iG§KSNI a2 dzy Rg 43piMedtiBrialimdking | | ya S
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happens when an unwanted sound is juxtaposed with another sound to reduce or conceal its

prominencefor the purpose of eliminatingny noise intrusion or unpleasant sonic experience.

3.1.1.2 People

¢CKS JdADFWEE aA 20 RaOENBea YSHya 4a0SySé 2N ad
what is beingperceivedy a person at a place. Sound entaitstext and meaning. Di Scipio

(201xH MmN O LIR2AYGSR 2dzi GKFG a!'a | LIKSy2YSyz2y 2
objectand isalwayseveng O LJP MHO P { 2dzyRa OFly 3ISYySNIffte o°
activity such as industrial, transportation, construction, residential and leisure of which each of
these indicate the presence of specific sounds and their customised rudesiil

managementThe study othe hierarchicalcharacteristic of sound can identify whether the

sound is featured or acts ashackground or intentional or incidental. For example, sounds in

a soundscape cape classified & G| Sey23GS¢ 0WHoOGHMNR dayaR? day?Rday R a
NE3IIFINRSR o6& O02YYdzyAde 2N GAAAG2NRE Ay Fylfz23
sounds that attract attention); this categorisatimbasedn how the sound is culturally

perceived in general (Schafer, 1977/1994).

Theidentification of the meanings projected through soumdshich is closely related to

perceptiort were reported to be prominent. There wagasitiveevaluation ofhigh-intensity
a2dzyRa FY2y3 GKS LIt 3 sdiaf flaming/anditfe Socid Gty 1A UdD$ §10&a
0KS y2AaasSé GKIG A& NBfF 0SSR Adother eEearshTohrd that 6 { K|y
all :unds from the slums are considered as annoying to the upper classes (Chandola, 2013, p.
58).Furthermore, he presence of a pleasant souoan improve acoustic comfort even when

it causes a higher sound level to the overall soundscape (Kang, #0200/, 82; Kang & Zhang,

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

as water from fountains antdirds chirping{Chen & Kang, 2004ju, Kang, Luo & Behm, 2013;
BKEYy3a g9 YFEYy3AZ wantoX YR GOdzt GdzNF €& | LIINB @S
A0NBSGE YR 06Stfa YR YdzAAO FNRY | 0Ot 201¢ 6%
vehicle ancconstruction sounds are mostly dislikddapng & Zhang, 201Bhang & Kang,

2007). Besides thispundmarkghat are compatible with the function of a place are

considered preferable:

The interviewees at the Peace Gardens [an open public square in Shéffigteld Kingdom] were

more favourable to the sounds of birdg € 0.05), church bellsp(< 0.01), water p < 0.01) and

OKAf RNB Y @4 0.01)Kvehdztng thfedntedviewees at the Barkers Pool were more favourable to

the music played on streetp €0.05) and music fromstorepf ndnamo® X Y2ad 2F¥ G(GKSa

26



the soundmarksf the squareX people choose a square to ugeeir soundscape preferences did play
an important role. (Kang, 2007, p. 72)

Characteristics of people, either as an indial or in a society, are deemed iagportant

factors that influence soundscape perceptidmterms ofgender, noise exposure significantly
affected the efficiency of task performance in females but not in males (Gulian & Thomas,
1986; Han, Joo & Oh, 2001 However, theravere research that showed contradictory results
that gender is not a prominent factor in soundscape perceptidnep & Kang, 2004ju, Kang,
Luo & Behm, 2013yleng & Kang, 2013; Kang & Zhang, 20dhg and Kang, 2005).
Furthermore, itwas foundthat favour with natural and cultural sounds increases as one gets
older (Kang, 200%iu, Kang, Luo & Behm, 20¥33ng & 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). Moreoveefprence towards natural sounds and annoyance
towards mechanical sounds increased with level of educatt@mg & Zhang,010, p. 154).

Type of occupation and income were also found to affectataluationof subjective loudness
andacoustic comfort in a research carried out in shopping malls in Harbin City, China (Meng &

Kang, 2013).

Besides demographic factors, thackgound 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 percepti@oundscape evaluation is found to be
significantly rela¢d 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 shawestepositive evaluatiorof the
soundscape than passeby (Yang & Kang, 2001). Similarly, regularity of visit and longer
duration of stay resulted in more satisfaction of the soundscagxishopping malls in Harbin

City (Meng & Kang, 2013; see also Liu, Kang, Luo & Behm a2@l3)pan open public

squares (Yang & Kang, 2001). Besides thissahadscapés 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 perceptaoriet

OHnmoU AaAGFGSR GKFIG a@2ftdzydGFNE FyYyR Ay@2tdzyialr N
LISNODS LI A2y 2 Fwodygeday IRtEningreddentdissd @ | YSE & Aa RS & ONMR LJ
fAAGSYyAy3IE (G2 aLISOATAO a2 dzyRasdwfidke: tikekvayfoh a G A O
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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 tkeundscap is also a tool to understand tHeehaviours

and sociecultural conditions of a community, or other living things within an ecosystem.

{ OKFFSNI mptrTkmdppn RSEAONAOSR GKIG adKS LI NRaK
of the church bell. The einch bell is a centripetal sound; it attracts and unifies the community

AY | a20Alf @&B¥aBlEAYLIPA Y nDKS yREIAYSY 2F (KS
aSyaSsy (2 NBIdzZ I 6§S GKS O0SKIFI@A2dzNI 2F Sa8SNER2y S
alsoHahn, 2015)Another research found that the din that dominated the soundscape in a

festival in North India drew people into being religid@hankar et al., 2013.2 NS 2 GSNE 4 Y 2
above 80 dB(A) may also reduce helping behaviour and increase agagrA S 06 SKI @A 2 dzN
G adNRy3ISN Mé&hdieianien ndsesZEcompaniedy vibrations and contains
low-frequency components, or when the noise contains impsjsuch as with shooting noése
(Berglund, Lindvall & Schwela, 1999, p. xis #lso found that background music prolonged

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

3.1.1.3 Place

The spatial dimension of sound creates a sonic area: a space that accommodates the sounding
ofthesourcdk YR G KS NB2Y G6KSNB (KEOERIBx RAY (INMKBSH &NJ
GazdzyRaoOl LIS¢ GKIFG YSIhya aaOSySé¢ 2N agdASgé | f
aLX I OS¢ o

The type and shape of space as well as the functions and the meanings it holdpplatal

role in the objectives of theoundscapén the area and can directipfluencethe way sounds

are interpretedand evaluatedEach acoustic spatasits specific acoustic effects (e.qg.

reverberation time, reflection patterns) with its tied eneirmental conditions (e.g. weather,
temperature, humidity, luminance) (Kang, 2007; Zhang & Kang, Z0B¥3pace is also closely

related to its landscape features such as natural environmedtanhitectural characteristics

as well as the context of thdgre that may involve socicultural meanings and functions. The
NEfFGA2yaKAL 0SG6SSy az2dzyRalOF LIS yR it GKSaA
¢CKS LISNODSLIiA2Yy 2F aLX OS¢ OFy o6S I LKeaiolf
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Regarding charactestics of acoustic space, sound distribution and reflection patterns were

pointed out as influencing soundscape perception (Kang, 2007, gg2y9Schafer
OMPTTKMPpPn O O2YYSYGSR GKIFG a{LIOS IFTFSOGa az
structure throudh reflection, absorption, refraction and diffraction, but it also affects the
chamcteristics of sound productid@r(p. 217).Moore and Smallwood (2011) stated that
G5Aadry0S StAYAYlIGSa Y2ad 2F GKS KAIK FTNBI dzS
non-RANBOGAZ2Y I &!'2 64 dBNYIRE0 (0L IINBIBRINIRSNIQL Ay2 YV | (| ASY S
YdzaA 0Q Y2NB Syza22elotSé¢ o0%KFy3a g YIy3aZ HAnNTXI

Scientific evidence also showed that forest or vegetationldaffect the way sounds

propagate thus reduce nge (Ruspa, 2001; Swearingen, White & Guertin, 2013; Van
WSYGSNEHKSYZ | 2NYA1ESZ C2NBA&ASY 3 .200Sf R22NBYy =
ground can increase boundary diffusion of incident sound and can also increase boundary
absorption, thus rRdzOA Y3 y2A &S FAdzINIKSNE O6%KlIy3d g YIy3as
boundaries, street or squar@rnituret such as lampposts, fences, barriers, benches,

telephone boxes, and bus shelter© I y £ 42 0SS STFSOGA GBS Ay NBRdz
2007,p. 79).

Environmental conditions such as humidity, luminance, and air temperature were found to
correlate with evaluation of loudness and acoustic comfbreg, Kang & Jin, 2013 esearch

also showed that visual landscape was significantly correlattdaverall soundscape

preference (iu, Kang, Luo & Behm, 2013) whér¢ KSy @A adzl t S@F € dzt GA2Y
f2dzRySaa Aa t263 FYyR 02dadrd O2YTF2NI A& KA I
also proved thagoodsightcouldenhance the faour towards environmental sound3sai &

Lai, 2001).

3.1.1.4 Interconnections of Sound, People and Place

The definition of soundscape contains the three components of sound properties, sound
experience and sound environmenithis triad forms an encompassing améng of soundscape

that is regardedas a resource witBpecificutilitarian purposes.

| dZNNBy G fAGSNF GdzNB 2y (GKS RAFFSNBYG RSFAYAGA
description of its meaning as thghysicalounds (acousticgnd/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 theotvsome studies centre on the
SLIALKSY2YSYyl 60SKIFK@A2dz2NES 2dzi O2 YS-WIRR REDOOK Y S

(Epiphenomenon, 2017) tiie soundscapsuch as health and work efficiency.

The International Organisation for Standardisation (ISO) 1492814 RSTA Y S& a a2 dzy R3
a GKS al 02dzaGA 0O Sy dAiNE yandof uinderstbod byp@sshad SR 2 N
LIS2 L) S Ay O2yiGSE(G¢ 0666 ésouhdschpeenoRtly appliedk A & RSa O
functional spaces withumanbeing as usersAlthough the sounding of a sound from its

sources is closely related to asoustical 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 idividual or the community as compared to the sound perseand the

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

C2NJ SEIYLX S5 51 @A8a SiG ftd d6nnmo0d FNAHIz$R (KI

RAFTFONBYOSaé FNB FLOG2NE GKFG AyTFtdSyoOs LINBF
properties are excluded as they justified that it is primarily the meaning associated with the

sounds that influence evaluation of a soundscape (p. 2283ides sunds and perception,

02y GSEGE A& AyOf dzRSR I & sdund©diizéngitiofied B/ codtex® y (i 2

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 oneouldrelate to his/her environment through souné&igure3.1).

Brown, Kang and Gjestlari@d011) sumnrarised that soundscape is where thas¢he presence

of acoustic properties and living things, and in an area of geographical and environmental
characteristics; and interaction amongst each other (p. 38Bhilarly, Truax (2001) defined

that acoustic cormmunicatior 6§ KA OK YSlI ya aaK2g GKS AYRAQARdZ €
understandd KS | O2dza A0 SYOGANRBYNSYSY WKAR U Kdzf R & NB §
interlocking behaviour of sound, the listener, and the environment sgstemof

relationships, notasigol 4 SR Sy (i ALlikéws&SmithtahddPijaRo@ kil 2014 )b

integrated the three elements of sounds, the relationshiith the environment, and human

perception and responses in their design of soundscape ecology framéovioldéntify

ddistinctaudi2 NE 20 2SOU[that]X G VYEOWAYSR (G2 | dZRAG2NE 20
FdaSaaySyid 2F (GKS @OAadzaft yR | dzZRAG2NE Sy JdAiNP
Camd@and Erkan (2012013) alsd RSY i A T A SR ¢ QedepayedicianLlS 2 LIX S8
[musical sounds] trichotomy in soundscape formation at café, bar and danceBdsiules this,
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Zhang and Kang (200d¢viseda system for soundscape evaluation, descriptiod areation

2F qazdzyRés aall 08¢s alLIS2LX S¢ FyR aSYy@ANRYYS

as information

SOUND

as physical variables

CONTROL

x
e
8

INDIVIDUAL ENVIORONMENT

inner reality - inner sounds; thoughts, geography, climate, water, wind, people,
feelings, memory. animals, insects, etc.

Figure3.1Y G ¢ KS NBf I GA2yaKALl 2F Yy AYRAQGARdAzZ- & G2 GKS
[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 sal) people and place. The element of

GaLll 0S¢ YR GSY@ANRYYSyYyi(i¢ Ay %KIEy3a FYyR YIy3aQ
study as these two components are closely related. ¢ & LI OS¢ OFy 68 RdzLJX A O
I FFSOUG SELISNA Sy OS twindd SiMBSdurdscapelirdfil€s3ad cananfluengei S NJ

perception.

Thus thisresearch employs the definition of soundscape as sound properties and sound
experience in an environment, and the interconnections between theigute3.2). These
components wilbe includedn the conceptual framework of this study with an added time
dimension Although landscape cdre usedas an analogy to theoundscapgonemajor
difference between the two is that sound has a much sholifespan,andthe soundscape of
the same place can vary distinctively at differéinte periodor season. Soundscape
experience is also a process of being in tiffteus, the concept of time is integral in the

framework of soundscape study.
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Figure3.2: 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 an8ite

The RWMF is an example of an ognanthropocentric soundscape of leisure event that
containst A @S YdzaA O S@Syidaod !'i GKS alryS GAYS:I GKS
is not merely a functional space thatcommodateshe event buthas a sefcontained theme,

sociocultural 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 composam performer visiting Sarawak and Robert Basiuk, the then
former Deputy Chief Executive Officer of the Sarawak Tourism Board after a successful
performance of twasapeplayers (a local indigenous musical instrument) at WOMAD (World of

Music and Dance), Mseille.

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,

z

one of the committee members during the formative years, statédt FSa A @t A a
the ethnic sights and sounds of Sarawak, focussing osdp&g 6 h y 3 @n the samp lin€)

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
gSIHEGK 2F SI OK 2K 3dtpold duNide wellyhie theInB e @itualMaldysia/
2007, p. 1)

Tan (2014) commented that the musigert has been wellteceived:

The RWMF has been {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 fromcross 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 B@&irB), supported byé Ministry of

Tourism and Culture, Malaysia and the Ministry of Tourism, Sarawak, and endorsed by Tourism
alflr@aAlr o {AyOS wnmpz F RSLINIYSYyid OFttftSR a9
and is fully in chargef the organisation of the festivaDver the years, RWMF audience has
increased from 1.5 thousand in the first year to 21 thousavidijal Malaysia, 2007pr the

total entries of the threeday event, and about 40% were repeated festiyaérs (Geikie, Lah

& S00. 2013, p. 8some ofthd g NRaA NBOSA PGSR INB aup 2F GKS
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{2y3ftAySa YIIILTAYyS O2ylGAydz2dzate FTNBY &SI N un
Pacific2012¢H nmo ¢ o6& . NI yR [ dzNBFGiSs atl OAFAO ! aAl
HnncéX IH{yR Wi KS2ENREAY ! 3a20AF0A2y o! {9!'b¢! 0 9

Themainprograms of the festivaire the afternoon workshops and matineas well as
evening stage performance that starts froftBO PMuntil around midnightFor example, in
2016, there were 2 performing bands and 33 workshop sessi@iher side events include
5 NHzY / ANDf ST OKdutesONBINIR Wellness Nibgiakh Arid)A craft bazaar.

3.2.2 Sarawak Cultural Village (SCV)

Sarawak is the largest state among the 13 states irféberationof 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 siglseeing of diverse species such as sea turtles, proboscis monkeys,

2N} y3dziil yar K2NYoAffa RaffeBa 6KS ¢2NI RQa I NBSA

The population in Sarawak is mudtiltural with more than twenty distinct ethnic groups. The
indigenous people are generakpown 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 Raiforest World Music Festival (RWMigs been heldt 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. 2018,33, 35;Sarawak Tourism Baodfy 2007, p.
175). Gorlinski (2006) stated that:

In tandem with the unique setting of the Sarawak Cultural Village, the festival strives to engage the
3dzSaia 6AGK 'y SyYyRdzNAyYy 3 &&&y adSdzly 211Gt 22/ BT FREL KA YRR YR |
the aim is to evoke a feeling of experience, rather than mere attendance at the Rainforest World Music
Festival. (p. 247)

The SCWasofficially opened in 199@&ndit is ownedby the Sarawak Economic Development
Corporation (SEDC). It is situated appmadely 50min drive or 35km north of the Kuching

city, Malaysia. Besides being the official venue of RWMF, the SCV is open daily for argitors,
it also hosts festive events such as World Harvest Fedatibnal Day and traditional

wedding ceremonies.
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The SCV is a-mnstructed place for ethnic and cultural tourism with the concept of the village
0SAYy3 ai2 aSS {INrgll1 AY 2yYyS RI&¢ 06606 0A00PO0
get a taste of different cultures of Sarawak. Besides providewnaiseunderstanding of

customs and traditions, the setting gives a symbolic representati@nlioefngenvironment and

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

cultural, educational, ecological, aestieaind historical components.

¢KS {/+ & I GNBLRAAG2NE SFawpk ThirisiBhatza2007, MO K A (
58) contains replicas of different traditional houses of the seven ethnic people of Sarawak
connected through glankwalkthat surounds a lake in the middle. Beyond traditional

I NOKAGSOGdzNI f o0dzAift RAy3da FyR YFGSNAEFE RAALX &
O dzt (i SandBak Tabirism Board, 2007, p..5B)e villagés inhabitedwith the houses filled

with dailylifestyles 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 housg also decoratewvith artefactsof traditional furniture, ktchenware

and musical instruments.

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

the Mount Santubong and the coast of the South China Baaprovides an atmosphere of

the traditional living lifestylén the forest, where onés immersedn the rainforest

environment. With the design of the village théati KS aA 4GS 2F GKS {/ + NBLJ
G2L23INI LIKEE oO{ I N¥ gl | ¢neldedih thermiddig of N&RVElageisan 7 = LI
Gaedyvyoz2f AlO] 2ESFWNEHQ RSLISYRSYOS 2y (KS NAODSNE
f AGStAK22R¢ O, SIX HAAHOX LI HNnO®

In its official website, the muHsensory experience of visiting the S€yromotedthrough its
architecture, landscape, people, food, cultural ltfdes,music and dance (Sarawak Tourism
Board, 2007, p. 52;72):

This activitypacked Village seeks to tickle all the human sengbs visual impact of the traditional

lines of the ethnic houses set against a dramatic landscape, the enchanting cacopl@uljtiohal

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. 2¢B47)

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 ta certainareainthe2 YLJX SE | yR &L} Af KAAa 3I2dzN)¥ S
& Ritchie, 1991, p. 102)

The sound environmeris a significant element of the SCV thighly express a manifestation
2F F AKSNAGEFASE 2F yIFGdz2NFf az2dzyRaAOKLISP 2 A(K?2
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birds, insects and wind, and if there wareesenceof traffic and machinery noise, the SCV
would not be able to depict the embodiment of theaditional living environment of the ethnic
groups in a more holistic way even with the presence of traditiboalses and cultural
performancesWith what the place can offer, RWNbeingheld at this festival site is also

known as a jungle festival.
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Figure3.3: A layout of Sarawak Cultural Village. (Retrieved fnomv.wonderfulmalaysia.com)
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3.3 Contextof the Soundscape of RWMF

As soundscape is a study of tteationshipbetween sounds, people and place, the context of
the soundscape of RWMF plays importantrole in this study. The two facets in the setting of
RWMFcan be broadly described, firstly, as leisure sounds, and secondly in a festival setting.
The following sectionpgresentthe characteristics of these two contexts that will underpin the

soundscape approach of this study.

3.3.1 LeisureSounds

The types of soudscape cagenerally be categorisesis natural, industrial or construction,
transportation, commercial, domestic and leiswéh each having their distinct sound sources

and ways of experience. Leisure soundscape with music events can be sounds diomgea

activities and entertainment such as those heard at discotheques, pubs, clserts and
FSadAgrtad ¢KS GSNY af SAadiNBE y2AaS¢ Aa Y2NB
YSOSNIKSt Sdaz af SAadzNBE a2 dzy RéEnothekessmilybdan Ay (0 KA

unwanted sounds and are studied not merely for noise abatement.

Industrial and construction noise abg-productsof mechanisms, andefinitionsof unwanted
sounds from these types of soundscagre usually straightforward. In thefforts 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

administrativeor organisational level on ways to reduce hauninioise exposure.

Nevertheless, leisure sounds such as those from music festivals and their level of desirability
among the consumers can bather complicated because the sound itself is thainproduct

of consumption. Thus, the way to control the swlproperties is a tension between quality,
demand and aural health. In other words, musical considerat@wa®mbeddedvithin the

overall outcome of the soundscape. While noise in a workplace, traffic, and residential areas
are usually aimedbr reduction of sound level, contrastingly leisure sounds are mostly
amplified,andat most times it is the main featured sound of an event. Furthermore,
evaluation of leisure sounds mostly basedn comfort and enjoyment in contrast to

annoyance and health issugsother types osoundscapeWhen the sounds may be harmful

but do not cause immediate discomfort or pain, the jurisdiction on the control of sound

emission from leisure soundsusually subjectively qualitative.
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Moreover, in contrast to $iour work five times a week, the exposute 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 andeisure activitiesExposure to leisure noise is also voluntary where one can
freely leave the noise at any time as compared towwkplacewhen one is obligated to

O2y (A ydzS TBhwsSréraperatiaiabstme that exposureo leisure sounds event a

high level will not cause any serious or legegn harm.

Thus, the study of leisure souimterms ofits composition and sound profiles that
characterise this type of soundscape well as its perceptiowould derive further
understandings and imgglations on the exposurn® leisure soundskigure3.4 shows the
characteristics of leisure sourl relation tothe framework of the triadic component of

soundscape

Main product of consumption;
Musical and aesthetic
considerations

" PLACE|

) ¢

Voluntary participation;
High level of sound exposure;
Irregular exposure

Discotheques, pubs, clubs
concerts or festival sites

Figure3.4: 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 tening to theradioand recorded music via electronic devices as well

Fa aAy3aAy3a {INr21S a | gle 2F Syez2eiy3a YdzaAa
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 fantasies and reaations of sonic virtualityNot 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 anyavag t

remarkable. As sonic virtuality is increasingiyuralised> S@SNE 2y S$SQ& VYdzaAOFE @2NIR

SELISNASYOSR | & 0 thirkvagd® NBLIRGNOY @ (&S & y&Rf dzZNNBRZ LI NI A
place andn motion. (p. 145)

Although music recordings can be easily owned or accessible mahestor throughthe

Internet, music festivals have also been increasingly popular since the 1960s (Ryan & Wollan,
HAMOS LI® chp0s LRaarofe | NBFEOGA2Y F3alFAyad aod
has become a major domaiandstructuring force inthe econoth 2 ¥ Y dza A O¢é¢ 6 LIJD H |
dof A @S8  MmssNafimetddn guthéntic practice by contrasting creative musicianship
gAGK GKS NBO2NRAY3I a I aRSIFIRé 2062S8500¢ o6LId H
one specific public pladeasbecomean alternativeto selflistening at homeMoreover, he

birth of amplifiers and their portability has made music performances possitile teeldin

any preferred areas.

A festival is usually a themed display or celebration with the public community dgagher

together at a place (Gadamer, 198p. 39, 49; Getz & Page, 2016, p. @vfestival 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 themensmonly cultural or religious

and consists of an exhibition of sound prodaaot/or visual display. Falassi (1987) explained

GKS 2NAIAY 2F GKS GSN¥Y aFSadagrté a F2ftf26a

Etymologically the ternfiestivalderives ultimately from the Latifestum Butoriginally Latin had two

terms for festive eventdestumEz  F2 NJ aLJdzof A O 22 & RriaY SXBRYSYHZa NBPG A W
ITNBY 62N] AY K2y 2 dzNieteTusednkid pldal fBsiaandferiac2vihikh inilianedy” &

that at that time festivals laeady lasted many days and included many events. (gp) 1

CrftlraaAr o6mMpytT0 AYUSNIINBGSR GFSNRAFE & adAYS
NBade oL HOSX gKAOK A& || NBOSNEIFIf FNBY RIFATf 2
not; theyabstain from somethinghey normally dojthey carry to the extreme behaviours that

are usually regulated by measure; they invert patterns of daily so@al lif6 LJ® o 0 @
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A festival is a way of appreciation of a specific theme in a more leisurecandif,can range

TNRY 6SAy3 FrYAate FTNRASYyRt& (2 ol OOKFyYylf o {2
participatory in ethos, complex in structure, and mulkijn voice, scene, and purpase 0 LJ®

161). Thecentraltheme of a festivails usually accopaniedby other activities and expositions

such as music, dance, film, literature, arts and crafts, sports, games and food where one finds
himself/herselfbeing envelopedby a variety of activities. This heterogeneity is to céberthe

different prefererces of a large and diverse group of festigaers that usually spenah

extendedperiod of timeat the festival compound.

For a festival, it is usually not merely the main product itself or the side activities that draws
attendanceto the festival but &0 the process of the experiential consumption of that

LI NI A Odzf | NJ LINP RdzOGY GKS aO2y iSEG¢ LI NI FNRY
different from selflistening at home in the way that it israattime experience of live aural

production and simultaneous visual display of the music, and attaching oneself to the origins

of sound production and other related extdidza A OF f St SYSydad® CNARGK 0OH
value of musids encapsulated y A Ga f A@S LISNF 2 N¥wigtteSraest | y R (¢
form of musical expression, the setting in which musicians and their listeners alike can judge
GKSOUKSNI 6KI (¢ dKI®E yR2D A2f aNBHtimn0 | f a2 adl dSR
associatedvith co-presence in the here and now, aftie strict meaning involves a fate-

face reldion in the same physical space 60 LJ® Hnp O P

The experience of lived moments of temporality and the evanescence includes the soundscape
2F 2y SQa SodxdMiEh izt dtigh didexistence and decayy amcessant

substitutions of sounds in multiple laygpsovidea 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 diakavioreover, the featured sound

LINP RdzOGA2Y Aa 0S amlthiRis dffgrénDas complafed to sDdnfaindtBniisic
recording on a device that can be operated and played repetitively at any time and sounding

the same way.

Besides entertaiment, 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
YR 22ffly 6uHnmo0O O2YYSYyGSR GKI G canGaBisipate O f &
andlLJS2 LJX S 2LJSYy dzLJ FyR NBO23yAasS a2YSOKAy3a Ay
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Furthermore, attending a music festival is different frtistening tomusic in concert halls as it

gives a sense of freedom to, or not to partake in the activity. lisis different from listening

to music in a rock or pop concert where it is more hegemonic in the way that the music is the
onlymajorfocus, and main concentratide placedon the figures or activities on the stage. As

a festivalis heldin a longer durdbn than a concert, it is usually a muttisplay context that

provides theparticipantswith different purposes and experience. The motivatiofgttending

a festival can be for the music itself, leisuaad/or socialising. In other wordgestivalgives a

sense of attachment through patrticipation but also a room for personal space, choice and
spontaneity.Thisprovides a way of phenomenological participation as a whole and flexibility
FOO2NRAY3A (12 2y SQa me@ORBiNBisigOSa NI G KSNI G§KFy |

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 festaral and

sometimes at a themed venue such asudturalpark or historical $i Sa ® [ S Ay 3 2y S¢
and going to the festival venue is a physical transport to another place, lreaigse proximity

to the place, and an embodiment of a different environmehtspacean become a

meaningful place when it is attached to the themetloé festival.Di Scipio (2012014)

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 tha
takes time), it also takes on the semantic connotations of the place, as aniawmd 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 stagth passive or silent consumption of the

audience as in a concert hall setting. In line with tBigitsameter (2011) described

a2dzy R&OI LIS SELISNASYOS a aoSAay3a + tAaGaSyay3d
LI NI 2F (KS 28)3mS8ificdtighds usualiywihietable inlalfestival 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 vaty of other activities. It provideeattime

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 fesiwalkually heldn a wide open area with
specific cultwal, historical or environmental features where one transport oneself to be part of
the environment. The characteristics miusicfestivals in the aspects of sound, people and

placeare summarised irFigure3.5.
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Themed display ahusicalsourds
accompanied by side events;
Qollective soundscape making;
Amplified sounds;
Celebratory, vibrant and dynamic

UND “

b

PEOPLE | PLACE

S

T ¢

Real ime experience
Live experience;
Extended duration of stay;
Casualfree-style participation;
Communal participation
Sociable.

Travelling to a particular place;
Being in context
A venue with cultural, historical o
environmental features;
Open air and spacious area,;
Community gathering point.

Figure3.5: The characteristics mhusicfestivals in relation to the framework of the triadic component of
soundscape

3.3.3 Soundscape Approach in the Study of Music Festivals

The eyerience of world music performances in an open space and a festival setting differs
FTNRY || Oft 2aSR 02y OSNI K I dwhtraditibid. Mugic pérfortnandein/ (i S E i
a concert hall is the only featured sound within the acoustic space. EBeeigh sounds are
immanentand it is impossibléo eliminate other sounds entire}y & a A f Sso@BténdA a ad A
other sounds that are inevitably preseate regardedas absent or very subordinate to the

extent that their existence cabe aurally ignoredThisis also notedy Watkins (2011):

G/ 2y OSNIia 2F 2SAGSNYy FNI YdzaaO 3ISYySNrfte aidN
for music, one which compels (but never fully achieves) the complete suppréssion & y 2 NI | f &
environmental sounél 6 LJdccordingly) i musicology or ethnomusicological studies, the

one particular unit ohumanly organised anfitatured sounds of musis cextracted from the
soundscape for examination based on its intended performance contextjofet

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 construatedanstage in a festival.

Although the structure of the music may skl deliveredsimilarly, the soundsape differs

with a change of environment and setting thus consequently affecting sound experience at the
receiving endThisis because transmission process alters the sound from its source through
travelling medium (e.g. reverberation of the place), inmtion (e.g. sound engineering and
amplification) and sonic interaction with the local ambience (e.g. the sounds from the crowd).

Ly 20KSNJ g2NRaz Al Aa (GKS AydSNLX e 2F GKS L
sound engineers, and the platcey R LIK& aA Ol f Sy@ANRBYYSyGas |yR

way oflisteningthat shape the whole soundscape and sound experi€ragre3.6).

Thus, the ultimate musical sounds from performances in thditaty space are not solely of
cultural expression but a mixture of other multiple sound sources. Since musical expressions in
an openair setting are being transformed in their acoustical properties betbeesounds are
received by the audiencéhe stud/ of outdoor music festival necessitates the methodological

approach of soundscape thabnsiderghe 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
¢SIYX (KS & YydradohérBignKicarnt SdBiyg elements such as loudness, low
frequencies and timbre. These elements are seldom analysed in musicokigutialsand

could be deemed negligible or perhaps neglected due to methodological approach.
Nevertheless, theselements can be the determining factor of the sounutcomeand be
influential to the semantic meaning of the text. For example, a piece of traditional musitsthat
projectedat a high volume with heavy bass sounds can result in a very different expeagnce
compared to when its performedin atraditional setting in the rural areas. While the
musicologicabpproach is to study the music as syntax and calls fomitsresearch,

soundscape approach afusicfestivals is the study of these other sound paeters of music

and understanding of experience in context.

As a music festival, the musical presentations lbamegardedas the synecdoche of the

soundscapeh  KSNJ ddzy Ydza A OF f ¢ a2dzyRa GKIG FNB y2i0 F
process areusualR A A NBE I NRSR 2NJ LISNOSAGSR | a &adz2NRAY
carefully, it igo understandthe music itselfHowever, he anatomical sonic component of

music in a music festival is aurally received together with other latent but signifcamds.

44



Soundscape in a leisure sound setting is a coalescence of sounds from different parties. For
example, when a music performancedising heldas a festival in the open space of the

rainforest, this also tacitly denotes the presence of many otloensls 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 theainY dza A O LISNF 2 NX I yOSad ¢KSasS az2i
inconspicuous: they are many and varied, ¥S G A YS&a &2 R@IAGHK ANWATET S VGRS |
attention-grabbing that their presence cannbeé 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 sociahferactions among the communitifhisconstitutes a sonic

experience of not only the featured musical sounds but a rtahial soundscape of leisure

and environmental sounds

In summary, thantrinsicsetting of a music festival as a leisure soundscapgdithe

approach of soundscape study that focuses on the soasgart 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 gneitenment, the

study of an isolated sonic fragmeintrelation toits ethnographical grounds but with
disconnection from the entire soundscape may lead to some missing links in understanding the
unit itself. Rather than only focussing an extractionof sound in the environment, it is crucial
to investigate the local synchronic ambience of of@nmusic events. Contextualism

relation toits sociocultural setting as well as its auditory context is neces&arthe study of
musicF Sa i A @I &K NE K 8stiaffgRasathat are incidental, may be viewed as
unintended, norcognitive and can be discriminated agaimstyerthelessthey do play a role

in informing sociecultural conditions such as density of people, level of livelinessjégeee

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 ahéconventional

ethnomusicological studiedlusic,the semiotics of the sound text, is regarded as a group of
sounds and analysis of musical instruments, structures and meaning wibeiigluded

when it is related to the specific analysis of soundscijmetheless, the total sonic outcome

may revealifferent insightsinto the sound experience relation tothe characteristics of

sound properties.
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Figure3.6: The factors that can influence soundscape experience in an-apenusic festival.

46



3.4 Researb Design

The study of soundscape generaliyolvesthe investigation of three components and their
interrelationships: sound, people and place (SecBatby @ & { 2dzy Ra¢ NBTFSNE (2
properties such as¥odzY S FNBIljdzSy OASas KASNI NOKe FyR (S
their experience and perception of sounds as well as their behaviours associated with the
soundscape. Environmental conditions such as the climate, landscape andsibaral

conteEi N8B &42YS8S 2F G(KS StSySyida 2F | aL}i | OS¢ o

The aim of the study i® investigate the soundscape compositionaof openair world music

event in a festival setting in the context of RWMF at SCV. Besides thistutlyattempts to

gain an indepth undersanding 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
framewark in the investigation of soundscape as well as the experience and perception of
festival goers is presented in Secti®dd.l The research methods on the examination of

sounds are presented in SectiBr.2.1, Sectior3.4.2.2and Sectiort.1, whilst the experience

and perception in SectioB.4.2.3and Sectiorb.1

3.4.1 Conceptual Framework

By merging the definition of soundscape (SecBol) and the characteristics ofusicfestivals
(Section3.3), 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
studyintegratesthe sounding, experiential argpatial 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 thesignificanceof sounding: sounding refers to the sound pration 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 sounphisreomenon that is

better understood through the experience and perception of the participants of the
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soundscape. The setting of tiegperiencesuch as the festival event, the social dynamics and

the level of participation areloselyrelated to the expegntial context.

Thirdly, the spatial context refers the being of sound specidés a particular space. Some
related areas of investigation are the distribution of sounda gpaceand the relation of
ALJt | vOtB $ounds.

Besides these three areas@intextualism, sound ethnography also plasemificanceon the
sounds ofscapesounds whichiefers to passive sounds of the environment such as geophony
or biophony; thesonicby-products such as incidental sounds from human activaies

machines andsound properties such as loudness and frequency range.

In relation tothe experiential context, the approach of sound ethnography alsphasises
experience and perception of thebundscapeln anthropocentric spaces, sounds are
considered fohuman:sounds areregarded agneaningful only when they are or can be
experienced. Furthermore, the medium of sounding may also changsotinedfrom its

source to the receiving end. Thus, besides the meaning of sounds intended from the sound
sources that can be fro musicians onature, the perception of sounds in its reception among
the participants of the soundscapeconsidered as a closer way to understanding. The

following paragraphs present the elaboration the concept of perceptioand experience.

Percepionisdefinedr & |y &l 61 NSy Saa 27T a&azafdiliKMya3d aliikKNER dz

AN 4 oA x

which somethings regarded dzy RSNB 022 RX 2NJ AYGSNLINBGSRE 6t
be equivocal and involve multiple realitiesidtanthropocentric a humanlyconstructed

meaning, either individually or collectively, based on interpretations of observations:

Auditory perceptioris broadly acknowledgeals something which extends beyond the physiological
processes of sensation, to being something wiigcimextrcably tiedd 2 (i K-S.e. MhlGrig he

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

oppr SR (2 WNBItQ 206280034 $6KAOK SEA&G 2dziaARS GKS
impression that is developed through recognition by the senses of some external object or

phenomenon. (Harriet, 2013, p. 93)

Perception can be predominantly atlentric which is objeetentred orautocentricwhich is
subjectcentred (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 lepsonourcedor less direct relation between perceived sensory
qualities and pleasurenpleasure feelingX the perceiver usually approaches or turns to the object
actively and in doing so either opens himself toward it receptively or, figuratively or literddbs teold
2F AGT GNRSE G2 GaINraLk¥ AlGd 6LIP yoo
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The perceiver imutocentricmode reacts upon theensuousgjuality of the perceived object.

The perception centres on pleasudéspleasure feelings with less objectification. The mode of

perception carbe inclired towards certain sound sources and species:

Listening to speech in an attitude of wanting to understand whéeisg saidand listening to music in
an attitude of grasping its structurgre comparable to the active, structuring, allocentric visual
focusng 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, irtilitysor friendship, is comparable to the
more autocentricimpact of the various colours. These emotionakpressiveovertones are

ddzy RSNEG22Ré AY | YdzOK Y2NB AYYSRAFGS g1 &8T GKSANI
and other feelingswhile 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-aoditory senses such as vibrations felt from

rhythmic beats and verlpw frequencies. The dimensions of meaning in perceptionbean

groupedinto structural, contextual, denotative and connotativieable3.2 shows the mode of

perception, its dimensions, the types of perception asgects of study in this research.

MODE OF @ DIMENSION OF

PERCEPTIO MEANING TYPE OF PERCEPTIO

allocentric structural identification of sounds
contextual identification of context
denotative semantics and semiotics

autocentric = connotative affectiveness

preferences and values

1

ASPECTS OF STUDY

perceived sound sources and sound

species

perceived sound properties and
soundscape charaatistics

place
time

meaning of sound

function of sound

emotion
behaviour

evaluation of soundscape

preferred sound sources and sound

species

preferred sound properties and
soundscape characteristics

Table3.2: The mode and dimensions in sound(scape) perception.

As hearing can be indefensible (Schwartz, 2003) thuuntary, sounds can be experienced

gAGK2dzi GKS AyiGSyidAz2ylf

I O

2F NBOSAGAyY3

O2y adzy SRE 6 ppNE%7yBIowm Kamgp&Gjestland, 2011, p. 389) without the

conscious process of deciphering the aurfbimation. At timessoundmay 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 frgrarceptionthat includes awareness and consciousness

in knowing.

HerOS> GKSNB Oly 0SS (g2 (GeLlSa 2F 2dzid2YS FNRY
GKAOK Aa O02yaOAz2dza LISNDSLIWA2YZEZ YR aSylof SR
facilitates an activity unwittingly (Brown, 2013.06¢97). Thus, investigating exall

experience without acknowledging specific sounds can also be useful in soundscape study.

20K GKS GRANBOG 2 duitddehti IS NDB LINARYASY GNIS T If y R
2dzi02YSé¢ NB AyOf dzZRSR Ay (KS RMRThdzodndsBage 2 T &
composition, ways of experience of participants and outcome of experience are reciprocal

(Figure3.7).

soundscape of World Music (music culture) +
festival (people) + environment (rainforest) +
other miscellaneous sounds

AN

direct and enabled outcome (Brown, 2013) — p experi;:,ii;t?cl,l,??seg;gz;g? ig:g):entric

Figure3.7: Conceptual framework afourdscape study oRWMF.

3.4.2 Research Method

The studyon RWMF was mainly carried out from 2015 to 200s research includes

methods triangulation thainvolvedfield measurements of Sound Pressure Lewel sound
recordingsas well as surveys and inteaws to crosscheck data for convergence and
corroboration.Prior todata collection on RWMF, two exploratastiudies were carried out at

the World of Music, Arts and Dance (WOMAD) Céaceres 2015 and Mosborough Music Festival,
Sheffield 2015. WOMAD was a sile event to test the research instruments as it had a

similar platform as RWMF, which is @pen-air setting, large audience size, festilike,

tourismrelated and with the performance of live music.
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The research at RWMF was approved by The Univ@sity { KSTFA STt RQa wSaStk NJ
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 2012017, the researcher vgaappointed 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 datecollection methods and thiype of data ollectedare shownin Table3.3. As
soundscape study involves perception, most of the de¢sie obtainedvia listenerbased
investigations of the experience of the respondents or interviewees. Audio recordings were
used to examine the soundscape compositiBmotographs and video recordinggere used as
supplementary dataThe researcher also acted asiastrumentby participantobservation at
the festival.Heldnotes and research diawere usedassupporting infemation to the data

and to assisin data analysis and interpretation.

DATA COLLECTION METHOD TYPE OF DATA

Participantobservation soundscape experience, writing research diary

SPL measurement Sound Pressure Level

Audio recording contextual sound spees

Questionnaire soundscape experience and perception

Interview soundscape experience and perceptigmformation on RWMF

Table3.3: Data collection methosland types of data of RWMF.

3.4.2.1 Measurements ofSound 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 L8gS¥antek SV 104 noise dosimeter was
dzZaSR ¢A0K GKS aSitiday3aa 2F aatzgeé NBaLrRyasS (A
rate of 3 dB. The machineas calibratebefore measurementsvere taken The software

Supervisor was used to process the data.
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3.4.2.2 Audio Recordings

Contextual and phenomenological audio recordings were used to document the sound profiles
during RWMFHat several locations arntiine periodat the festival siteRecordings included all
sounds that are present in the acoustic space efsbundscape involvirfgatured and

background soundas well as natural and human sounds. Schafer (2BQ23) explained that

GLKSYy2YSy2ft23A0Ff NBO2NRAY3I A& y2id G2 AydSNF

focused recording where one triestb A YA Y I 1S AYGIiSNFSNByOS FTNRY
Phenomenological recordings include the total sound environmentiaekperiencedn

person, for example, the sounds from the forest at a music event in a village, or the sounds of
the crowd at a maic festivalAudio recordings able tocapture the sounds and their physical

properties objectively without human preference and personal hearing selection.

A fixed point 5minute recordingvas takenat several different venues apecifictime slots

based on the main events thatre 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 slatsre dividedinto two sessionsTable
3.4). ZOOM H2vas usedvith recordirgs sampled at 48 kHz and 24. Bitequency

spectrograms generated from the audio recording via the software Adobe Auditione3ed
usedas an expedient methd to represent sounds ivisual symbolic notations. A more

detailed analysis framework of sounigspresentedn Sectiord.1.

RECORDING TIME SL! MAIN EVENT OF RWMF RECORDING VENUES
10:00 AM;12:00 PM (prepamation and set up)
3:00 PM5:00 PM Mini Sessions Iban Longhouse, Bidayuh Longhouse,
Dewan Lagenda,
5:15 PM7:15 PM dinner hours Jungle Stage and Tree Stage (Arénaunds),

Melanau Tall House, Food Mart,

8:00 PM;10:00 PM Evening Stage Performances | Penan Hut, Persada Alam

10:30 PM12:30 AM Evening Stage Performances |

Table3.4: Recording time slots at different venues during RWMF.

3.4.2.3 Questionnaires and Interviews

Questionnaires and interviewsene used to collect data on the experience of RWMF and the
perception of soundscape experiencése respondents and interviewees were festigakrs,
organisers, musicians and volunteers at the event.
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The three components cfoundscapenamely sound, pede and placavere includedn the
gquestionnaire and interview questions. The gquestions also incorporated the four dimensions of
sounds, namely acoustics, psychoacoustics, semantics and aesthetics perceptions of sounds
(Schafer, 1977/1994,mp 148;150)which include identification of sound sources, evaluation of

sound properties, theneaningof sounds and soundscape preferencgsund(scape)

preferencegelatel 2 G KI 0 {2dziKg2NIK omdpc p0 NBEFSNNBR {:
delightfulness of the sounds, that, the qualities of sounds which caused them to the liked or
RAAEA{ISRE O6LIP pHO O

wSalLlRyasSa G2 I jdSaitA2yylFIANSE SyaAdt SR &/ dza 2
during RWMF 2015, 2016 and 2017 with 650, 466 and 1,216 respondents respedtiinely
survey team comprisedc@2 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 desifpreithis research. The rating

scale methodvas usedn the perception of loudness at the festival. The related epaded
questionsincludedthe best experience of the festival, sound preferences, and the liked and
disliked characteristics of the festivgite. Conveniensampling was used where printed survey
forms were distributed to the participants which were then sadfministered. The

respondents were approximately 60% fitghers and 40% repeatedoers; 40% who fully
attended the 3day festival; 70%who were Malaysian and 15% from the European countries;
55% female and 45% male; 55% between the age groupa¥0lénd 30% of IU5 years old,;

65% had tertiary education; and 70% who were employed and 20% students. Numerical data
were entered into Microsft 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 festigaérs by the researcher through
convenient samplingnd the questionsre shownin Table3.5. Additionally, there were ten
semistructured interviews Table3.6) with past and present members BWMForganisation.
Most of the interviewees have multiple roleandsome of them have also attended the

festival for many years as a festigier (Table3.7). The semstructured interview questions
were rather broadandinterviewees wergrobed based on their responses. The interviews
were transcribed verbatim by the researchers and coding method was used in data aalysis.

more detailed analysis framework of text via codisgresentedn Sectiorb.1

53



1 How many times havgou attended RWMF including this time?

7 What doyou usually enjoy doing at this place during RWMF?

1 What doyouthink of the SCV as the festival venue?

¢ How wouldyou describe the people of RWMF?

1 Couldyoudescribe in specifithe sounds thayou like at this place during the festival?
1 Are there any sounds thabuR 2 \ike®

1 Doyouexperience any noise, i.e. unwanted and annoying sounds during the festival? If yes, what art
sounds?

7 As a whole, is the music festival louderquieter than the level of sound thgbu prefer it to be?
1 Doyouhave other comments on the sound environment of RWMF yod sound experience?

Table3.5: The structured interview questions on the exgerie of RWMF.

1 How many times havgou attended RWMF?

¢ What isyour past and current responsibilityr position that is related to RWMF?

1 HowwouldyouRSEONAGS aNFAYT2NBaléK

7 What doyouthink of the SCV as the festival venue for RWMF?

1 2KFEG R2S32a&0G&8NPR WdzaC YSIy (2 &2dK

1 What does this music evebeingheld & I aFSaidAg@lrté YSIy (2 @&2dK
1 How wouldyoudescribe the people of RWMF?

1 What doyouusually do wheryouattend RWMF?

7 Couldyoudescribe in specific the sounds thaiu like during RWMF?

1 Fromyour experience are there any sounds of RWMF that stayaour mind?

1 Are there any sounds thgbuR 2 iike?

1 Doyouexperience any noise (unwanted, annoying) during the festival?

1 As a whole, is the music festival louder or quieter than the level of doloait you prefer it to be?

1 Didyouattend any other similar opeair music festivals before? If yes, goufind any difference
between RWMF and the other music festivals thatihave attended?

1 Doyouhave any other comments on the sound environment W/NRF andyour sound experience?
1 What doyouwant to see in RWMF in the next few years?

Table3.6: The sembtructured interview questions on the experience of RWMF.
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NO. NAME OF INTERVIEWEI PROFILE

1. Angdina Patricia
Bateman

2. Colin Wei

3. Edgar Ong

4, Heidi Munan

5. Hendrick Foh

6. Jane lan Labang

7. Narawi Rashidi
8. Robert Basiuk
9. Saufi Aiman Yahya

10. Yeoh Jun Lin

Angelina is the Director of the Events and Corporate Relations, Sara
Tourism Board, thenainorganiser of RWMF.

Colin has been involved with the Sound and Stage Management Tea
RWMF for eight years. He is also a raee festivalgoers of RWMF
when he is not working with the Sound Team.

Edgar participated in the formation of RWMF andhe organising of
the festival during the early years. He ilmmakerand journalist.

Heidi is the Dictor of Crafthub that manages the Rainforest World Ci
Bazaar at RWMF. She was also with the organising team during the
formation of RWMF.

Hendrick has been the emcee of RWMF since 2006 until present. He
works as a broadcaster.

Jane is the General Manager of the Sarawak Cultural Village. She he
been attending RWMF regularly since the first year.

Narawi is the Head of the Heritage Resource Centre, the Music
Department, the Technical Department and ttesident music
composer of the Sarawak Cultural Village. He has been training
performing bands to perform at RWMF especially during the early ye
of the festival.

Robert is the former Deputy Chief Executive Officer of Sarawak Tour
Boad who was one of thenainleaders who head the formation of
RWMF. However, he was not in the organising team since the first ye
of RWMF but has been attending the festival regularly. He is now the
Director of Borneo Adventure.

Saufiis asape(local ethnic stringed instrument) player and teacher fro
Sarawak. He is a repeated festigaler and has also performed at
RWMF.

Yeoh has been with the organising of RWMF since its formationv&$e
recruitedasa RWMFommitteedue 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.

Table3.7: The profile of the intervieweesf the semistructured nterviews on the experience of RWMF.
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3.5 Conclusion: Research Methodology

{2dzy RaOl LIS addzRe 2F w2aC Ay GKS {/ +tamdia |y I L
NEBfFGAZY (G2 aLIS2LI S¢ | yR SELISNRS Yo musicS |+ LIL.
andscapesoundsduring 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 anerinéws. The emic knowledge from the
responses of the festivaoersis 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 undeending and derive any socimultural implications of the

soundscape of an opeair music festivahnd the meaning of world music in a festival
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Chapter 4
SOUNDSCAPE COMPOSITIGNRWMF

The quotidian soundscape of the Sarawak Cultural Village (SCV) is geitdralith the
sounds of insects and bir@s well asnteractions and activities among its residents who are
also thestaff of the SCV. When it is open for visitors during working hours, the viltafijiéed
with the sounds of tourists, tourist guidesingle or small group of traditional musical

instruments played unplugged, and buses and vans near the entrance.

The Rainforest World Music Festival (RWMfings a transitory change to the soundscape

with three phags: setting up and PA soutiteck, theevent itself, and clearing up after the

event. During the festival, the everyday usual and local sountte@®CV are merged or
R2ZYAYIFGSR o0& (GKS a2dzyRa 2F GKS S@gSydo Clflaa
6 KS N\Bareaisyrecléimed clearal, delimited, blessed, adorned, forbidden to normal

I OGAQGAGASAET GKS FTSadAaglt ONBILGSa | aaGAYS 2d
RSG2GSR (G2 &aLISOALET | OGAQGAGASEE YR Fy aldzizy
happens withinit Y AG& o0S3IAYyYyAy3d (42 AGad SyRé 6L nood

The RWMF is a thregay international festival omworld musicthat begins on Friday and ends

on SundayTable4.1). In the afternoon, the main program starts at 2:00 PM witree parallel
GOKSYFGAO aAyr {Saarzya 2F AY(dSNI OGAehBo- Ydza A O
musicalf SO0 dzNB & ¢ = (K S a Sintrgdididn to Kgsicad cullungsahddzR S |y
demonstration of musical instruments, playing or singing techniquelsrapertoire. 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 ensembeusical 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 fiEpants on rhythmic patterns,

dynamics, and the types of instruments to play.
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After dinner hours, théevening Stage Performanctsrts at 7:30 PM until around midnight at
the Jungle Stage and the Tree Stage at the Arena Grounds, which is the sawbeme¢he
Drum Circlas held The performances are held alternately at the two stages that are situated
next to each other. Each performimgndperforms between 10 to 60 minutes. The audience
near the stage usually stand or dance with the music, whibsdtfurther away usually sit on

the grass or a few tierefloors near the sound system console. At the Food Mart area, a big
screen with theaudio-visualsystem is set up to project the live performance from the stage as

an alternativespot to view the stge performances.

Throughout the festivala few other venues in the villagare also filledvith activities and

people including during the Mini Sessions &wkning Stage Performandesurs. There are

cultural events such asapetutorials (local traditbnal stringed instrument), arts and crafts,

F22R YR RNAyYyl1asz FyR OKAf RuBesqQragrammeslich &2 LJA ® L
yoga and meditatiomre also includeih the program before the afternoon Mini Sessions and

during dinner hours. Althougbome of these side events may seem tangential to the theme of

world musig the availability of these multiple activities createsemse of festivity. ThBCV is

also a place where one can spend their leisure time and explore local cultures at the differen

types of ethnic houses.

TIME EVENT VENUE
11:00 AM1:45 PM, Wellness Program Iban Longhouse, Malay House,
6:00 PM;7:00 PM Dewan Lagenda, Persada Alam
(approx.)

11:00 AM;8:00 PM  Rainforest World Craft Bazaar (RWC Melanau Tall House, Malay House

2:.00 PMg2:45 PM, 3 sessions of 3 parallel Mini Sessior Iban Longhouse, Bidayuh Longhouse,
3:00 PM3:45 PM, (afternoon workshops) Dewan Lagenda

4:00 PM4:45 PM

2:00 PM2:45 PM, matinee TheatreStage (auditorium)
3:15 PM4:00 PM, (afternoon stage performance)
4:30 PM5:15 PM
5:15 PM6:15 PM Drum Circle Arena Grounds
(at the Jungle Stage and Tree Stage are
7:30 PM;12:00 AM / Evening Stage Performances Jungle Stage or Tree Stage (alternating
1:00 AM (approx.) (6¢7 acts per day)

Table4.1: Some of the major programs BWMHbased on the year 2017).

58



The objective of this chapter is to investigate the soundscape compositiamopen-air music

festival in the case ®RWMF examining the two components dfe conceptual framework
yIYSte UHKnSelatich®ddIRIEOS: 2F ( KSRMRWBAUSIMBY 0 @Sy dzS
analysed as sound objects, i.e.rmmimena The audio recording files thatere usedin this

thesisare appendedn the Appendix in a CD. The exignce and perception ®RWMFand its

soundscapare presentedn Chapter Sand Chapter6.

4.1 Analysis Framework of Sound(scape)

The analysis of soundscapsaividedinto three main categoriesdentification and
categorisation osound sources and sodmspecies; examination of sound characteristics; and
investigation of sound propertiedlomenclature of soundscape by placing intangible sound
profiles into textual form is necessary for a more concrete understanding of soundscape
characteristics. The cotituent parts of the soundscapeereidentified and grouped to

explore similarities and differences as wadl toreveal patterns and relationships. The
software Adobe Audition 3.0 and Supervis@re usedto assist in sound identification, to
extractfrequency spectrogramas a symbolic notation of soundscagewell as to generate
readings on Sound Pressure Level. Some findirgpresentedn the frequency
spectrograms. The spectrograms are plotted with time in seconds on-#éxésxand logarithmic

scak of frequency in Hertan the yaxis

The identification of sound sources and species is fundamemthk understanding of

soundscape compositioifhe categorisation of sound sources and spesibasedon their

production mechanismsT@able4.2). Sound source refers to the origin of sound production
whilstsound species the specific type of souSdundsource is a thing or a living thingndit

is described in a broader sense, for example, human, animahncawaterfall. 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. shoutirigudly), oror? Y 12 LJ12SA O 62NR 6Sd®3Id aoly
source may produce more than one sound spedi@msexample, 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 passive active passive
(natural environment) (insects, animals) (human: sociecultural, work) (machines)
geophony biophony anthrophony mechanophony

Table4.2: The categorisation of sound sources @atdind species based on sound origin and production
mechanism.

Sound sources affidstly categorised & G LI AaABSeé3X gKAOK Aa aaz2dz/R
St SySydaé¢ IyR al OGA@Se 6KAOK YSlIya aazdzyRa 7
this thesiswhether soundsare classified & & LJ a3 A @S¢ 2 NJ ol Gy 9S¢ RS
havedirecthumanA y @2t dSYSy G Ay (KS &2dzyRAYy3IP datl aarg
mechanical sounds that can be humanly operated,thatr sounding do not have direcand

O2yiAydz2dza KdzYly O2y iNRf ® a&! OGADPSE az2dzyRa I N

control.

{2dzyRa I NB Fdz2NIKSNJ Of F aaAFASR o0FaSR 2y azdz/R
biological source2 ¥ Yy I (1dzNJ f & 2 dzy R£ 0 Ziving ordagidnik, 2x€laéding 0 & 2 dzy |
KdzYF yaos FyR 4Gl y-ARNBNKAERE & & dziK @B6th geophonNdndiza S =
biophonyare mostly passive sound&ccording to Krause, anthrophony includes human

engineered sounds from electimechanicaimachines. Howeer, to differentiate the sounds of
machinefrom human physiological sounds, this study uses another category of

émechanophony F2NJ LI 8aA @S GSOKy2f23A0Ff az2dzyRa 6K
electronic or vehicular. Althougmachines are firstly opated by humanstheir sound making
mechanisms are of electronic, electricéigd/or mechanical medium; the quality and the

continuity ofmechanophonyare not directly produced or intervened byaimars. In this study,

live musigeither singing or playingfenusical instrumentss consideredis an active

anthrophony including amplified musical sounds as the initial soundiagtively and

continuously manoeuvredrhe categorisation of sound sources and species is exclusive.

Secondly, the analysis of souddaracteristics is to identify thattachedexplicitknowledge of

soundsin terms ofintent, hierarchy, form and locatioT@ble4.3).a LY 4 Sy ié¢ KSNB NBF
whether the sound producet$intended to be heard omcidental from an activity; this

description is only applicable for anthrophony améchanophonyln terms ofhierarchy,

GFAIAINB Aa (GKS T20dza 27F Ayl §StBadel 1977y1994, B.NR dzy R
152) Loufopoulos and Mniestris (2011)f 48 2 RSaONAOGSR a2dzyRa o6& (KS
GAYIFAAYLEFENE T2ySaé Ay | az2dzyRaldOlF LIS GKFG aoly
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(background) or the space-mSG 6 SSYy O6YARRES 3ANRdzyRUOUE OLID opoO
the order that specifies whber the sounds are intended to havecusedattention directed to

it. A featured sound is usually a signal that delivers a messagé, is produced to be listened

to at a particular time and place even though it may abays banore audible than

back NP dzy R d42dzyRa® GC2NX¢ Aad RAGARSR Ayid2 aadN
GNF YR2YE & |y dzyt NN} Y3ISR ANRdzZL) 2F &a2dzyRaod ¢
GF2NBAIYE (G2 ARSYUGATFE (GKS |aaz20Al Gis@ufd 2 F a2 d:
species are where their sounds sources are located at that particular place anmbsily
Grarof ST YR GF2NBAIYyE NBTFSNA (2 &d2dzyRa FTNRY

Thirdly, the sound properties thaire analysedn this study are frequency range and Sound
Pressue Level Table4.4). Frequency spectrogram is used to identify the frequerangeof a
sounding object and the dominant frequency range of tibital soundscapeThe frequency

reading or range indicated in this alysis are approximate.

{2dzyR t NBaadaNBE [ S@St o{t[0 A& dal @ltdzS 2F GK
FNEIjdzSyOe NIy3aS gAlGK I ALISOATASR FTNBljdzSyoe ¢
FYR AG Aa aAy Tt dzSy O prEssuded emiitdd Fom3Ihe SoNddl ouréehtie (1 S NI
RA&UFYOS FTNRY (GKS a2dzyR a42dz2NOSs | yR (KS &dzNN
sound level meter or noise dosimeter is used to measure SPL in decibels. The noise dosimeter

is set according to Europedmion standards of & SA IKGAy 3 (2 NBFE SO0 (K¢
sound, slow response, trexchangeate of 3 dB, criterion level of 85 dBand thethreshold

level of 0 dBAOther readings are also generated via Supervisor software: LAeq (the sound

level d average energy over the measured time); Ln (noise level exceedimgpreent 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 weightedi lspalh) and

Lmin (the lowest weighted sound level); and dose (allowable daily exposure value with 100%

as themaximum value).

In thesoundanalysis, a few terms from sound sources or species, acoustic propemtiésr
sound characteristicare combinedor a more comprehensive description of soufiah,
2014). For exampleglivemusic performance cabe describedis activeanthrophonyfeatured

structured.
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SOUNDBCHARACTERISTICS

intent hierarchy form location

intentional | incidental | featured | background| structured random Local foreign

Tabled3Y ¢KS a2dzyR OKI NI OGSNRadGAOa GKIG NS AyOf dzR
anthrophony and mechanophony.

SOUND PROPERTIES

frequency Sourd Pressure Level (SPL) (decibel)
(Hertz)

LAeq ‘ Lpeak‘ Lmax ‘ Lmin ‘ L10 ‘ L50 ‘ L90 ‘ dose

Table4.4: The type of sound properties in sound analysis.

4.2 Sound Profiles oRWMF

The RWMF contains sounds of culture, humaivits, machineryand nature. Besides live
music from Mini Sessions, stage performances and street performances,istase playback
of music thatrangesfrom local traditional music to mainstream commercialised music. This

section presents the soundgfiles of RWMF identified from audio recordings dieddtrips.

Figure4.1 shows thesitemapduringRWMFand Table4.5 summarises the characteristics of
the venues wheraudio recordingsvere taken The sound profiles of each venue in the list are
selected by its functiormainactivities, core or crowd concentration ardgeansitionalzone

where people pass by to go #oparticulamplace, and type of sound environment.

The Iban Longhouse, Bidayuh Longhouse and Dewan Lagenda are feeies Sessions
(musicand/or dance workshops), which is one of thmain programs of RWMF. The Iban
Longhouse anthe Bidayuh Longhouse are replicas of traditional architectures. Batheoh

are stilted houses which have been designed to prevent harm from enemies, wild animals and
flood in the olden days. Dewan Lagenda is a nuultpose hall thats builtwith modern
construction materials such as concrete and parquet flooring.Bueging Stage

Performances the other main program ocRWME are held at the Jungle Stage and Tree

Stage thatare locatedat the Arena GroundsT he three Mini Session venuas well as the

Arena Groundsare locatednearto each other Figure4.1).

TheMelanau 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 Bazeddon the
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ground beneath the house. The Food Martdcated 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 arethe borderline of the SCV territory where the forest
surrounds the village. These venwae choseras they are contrasting to other venuén

terms oftheir function, location, environment and occupancy.
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Figure4.1: Sitemap othe SCV durinRWMF The venues are accessible via pfenkwalk(main pathway, in
white) that circles a mamade &ke (blue) in the middle of the village. (Picture: Adapted from Rainforest Wol
Music Festival, 2017. [Retrieved from rwmf.net])
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USUAL
FUNCTION
VENUE OF SPACE
Iban ethnic
Longhaise | house
Bidayuh ethnic
Longhouse house
Dewan multi-
Lagenda purpose
hall (with a
roof but no
walls)
Arena (not used)
Grounds;
Jungle
Stage &
Tree Stage
Melanau ethnic
Tall House | house
Food Mart =~ (N/A)
Penan Hut | ethnic
house
Persada tea house,
Alam outdoor
meetings
Table4.5Y

MAIN
FUNCTION
DURING
RWMF
Mini Sessions ¢

-

Mini Sessions

-

Mini Sessions ¢

a placeto

meet
musicians

after their
performance,
souvenir stall, ¢
drink stalls,
shelter

during rain

Drum Grcle 1

-

Evening Stage
Performances s

Rainforest
World Craft
Bazaar
(RWCB) 1

-

food stalls;
marquee
with tables
and seats

-

-

(not used)

-

¢tKS OKI N} OGSNRaGAODa

ARCHITECTURE
Timberstilted house; one ¢
set of stairs to the
entrance. Mostly made of
wood.

Mini Session area: long
spaceat the veranda
inside the longhouse.

-

Timberstilted buildings;
three sets of stairs to the
entrance.Thisis the
highest workshop venue.
Mini Session area:
rectangular spacegt the
open veranda with a
canvasanopy.

Made of concrete, with q
roof truss and parquet
flooring. Among he
workshop venues, this is
the strongest andiggest
building with the

smoothest flooring.

Mini Session area: on the
1st floor (the ground floor
has rooms made of
concrete); long, wide and
spacious.

Jungle Stage is situated | ¢
next to the smaller Tree
Stage.

The Arena Grounds (open s
field) at the front of the

two stages is about 40 m x
60 m in size.

The guests and VIP seatin
areasand the PA console
are at the back of the

open field.

Timberstilted house. 5
Around 20 feet above the
ground.

Bazaar area: underneath
the house.

A marqueewith concrete | ¢
flooring.

A widescreemith sound | ¢
system is set up at the
front of the marquee
projecting theEvening
Stage Performancdsom

the Jungle Stage and Tree
Stage.

A small thatched hut 1
above a beccum-seat.
Themainstructureis

madeof wood and the

walls of palm fronds.

An open areavith 1
wooden paths with a tea
pavilion andasmall
waterfall.

2 ¥

ACTIVE
LOCATION TIME

Near to theman- 2:00 PV,
madelake. 4:45 PM
Few food stalls are
at the front of the
house.
Less than 50 metres
to the Arena
Grounds.
Less than 100 2:00 PM,
metres to the Arena 4:45 PM
Grounds.
Next to the Arena 2:00 PM,
Grounds (open 4:45 PM
field) of the Jungle 7:30 PV,
Stage and Tree 1:00 AM
Stage area.
The Arendsrounds 5:15 PM,
(open field) is next 6:15 PM
to Dewan Lagenda.
Very near to
Bidayuh Longhouse
andlban
Longhouse. 7:30 PV,
Behind the stages 1:00 AM
are thick forests.
About 300 metres 11.00 AMg
away from the 8:00 PM
Jungle Stage and
Tree Stage.
Opposite the Orang  2:00 PM;
Ulu Longhouse. 11:00 PM
Surrounded by
plankwalkand the
lake.
By themain (open for
pathway between visit)

Dewan Lagenda anc
Food Mart.

Surrounded by
forest at the back
with the most
vegetation as
compared to other
venues.

Next to Dewan
Lagenda, behind the
Penan Hut.

GKS RAFTFSNBy

refers to peak hours where the venue holds a specific event or is crowded with people.
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RECORDINC(
TIME SLOT
3:00 PV,

5:00 PM

3:00 PM,
5:00 PM

3:00 PV
5:00 PM
8:00 PV,
10:00 PM

10:30 PV
12:30 AM,
3:00 PV,
5:00 PM,
5:15 PM
7:15 PM
8:00 PM;
10:00 PM,
10:30 PV
12:30 AM

3:00 PM,
5:00 PM,
5:15 PM,
7:15 PM,
8:00 PV
10:00 PM,
8:00 PV
10:00 PM
3:00 PM,
5:00 PM,
5:15 PM,
7:15 PM,
8:00 PV,
10:00 PM,
10:00 AM,
12:00 PM

3:00 PV,
5:00 PM,
5:15 PM,
7:15 PM

@Sy dz



4.2.1 Mini Sessions

Three parallesetsMini Sessions (also known as workshaps)heldfrom 2:00;4:45 PM at
three different venues ithe SCV, namely the Iban Longhouse, Bidayuh Longhouse and Dewan

Lagenda.

4.2.1.1 Mini Session Venues

4.2.1.1.1The Bidayuh Longhouse

The Bidayuh Longhouselocatedess than 100 metres awafrom the Arena Grounds. The
building is the tallest building among the three workshop venaeslits entrance is
approachable only after going up three sets of stairs. The long atétbuiltwith timber and
the roof from palm thatchThe walls and floorare mostly maddrom bamboo where one can
hear thecreakingsound of the bamboo floor when walking on it. Bamboo isnaportant
materialin the everyday lifeof the Bidayuhs where is usedn house construction, cooking,

andmusicalinstrument such as thgerutong(Reed & Tarman, 1998).

The Bidayuh Longhouse in the SCV consists of three attached sections. The first section is the
circular Rumah Barukhere skulls from headhuntingere kept in this type of buildingn the

past Thehead houses linkedto a replica of the traditional house where one can experience

the traditional ethnic culture with bamboo floor mat, bamboo walktaircasehat is madeof

a multiplenotchedlog; musical instruments such as gongs and drums; houdahaterials

such as potteries, baskets andgarcanecrusher. The third section of the building has rental
rooms thatare usually occupieduringRWMFE Mini Sessions are held at the fronttbk rental

rooms section of the longhouse at the open and shaaed (veranda). The musicians usually

sit on the chairs and the audience on the flooadeof plank wood instead of bamboo at this

part of the building.
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Figure4.2: Bidayuh Longhouse (ndt) and itsSRumah Barukhead house in a circular shape on the right).
(Photo: J. Chieng: August 9, 2016)

Figure4.3: The veranda of the Bidayuh Longhouse where Mini Sessions aréPtetdo: Rainforest World Music
Festival; August 5, 2016. [retrieved from rwmf.net])
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4.2.1.1.2The 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 ahmapartments of individual homes thate
linkedto each other, with a roofed and walled veranda outside the apartments calledutiie
Thisinnerveranda is a walkway to different apartments, and alpacewhere social and
communal activities arbeing held There are several doors that letmlthe outside open

verandatanju.

Theinnerveranda of the Iban Longhouse hafiraplacethat isusually lit up with mild smokes.
The house has an atmosphere of ethnicity with displays of hanging skullsymaitedials;
gongs; boat paddles; machetes and other farming and fishing tools; weaved baskets;
traditional clothing; and woodtarved hornbill, statues and masks. During ioe-festive
season, the longhouse is alive with conversations in Iban (local ffiataong the staff, with
the preparationof local cookies, theveavingof puakumbu(traditional textile) and themaking
of beadaccessories. Homestay is available in this longhtlusethe setting is made in a way
that is suitable for living. The soundtbird 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 thei, thelonginner veranda of the Iban Longhouse. The
audience sits on the bamboo or rattéiloor mats facing the inner side of the longhouse while
the musiciansit on the chairs or the floor. Sometimes thediencestandsand watchesfrom
outside the doors or through the windows. Attending a workshop in this longhouse creates an
atmosphere of seness to culture when listening to the traditional music performarités

could be because the longhouse is built not only as a display museuis detoratedas a
livinghome. Holding the workshop event at the long veranda of the longhouggch is

usually a place where peoptmtherfor communalactivities includingnusicmaking adds on

to the connection to the context.

The Iban Longhouse is located very near to the big lake in the midthe 8CV. During the
festivals, multiple food stalls aresup 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 durin@WMHs to hold Mini Sessions,i& only actively usenh the afternoon.
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Figure4.4: The Iban Longhouse at the Sarawak Cultural Village. (Photo: J. Chieng; October 2, 2008)

Figure4.5: The verandar(ai) of the Iban Longhouse where Mini Sessions are held. (Photo: Sarawak Touris|
Board; August 6, 2016)
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4.2.1.1.3Dewan Lagenda

The hall at Dewan Lagenda thatusedor other Mini Sessions islang,wide and spacious
space located on the first floor. The ground flib@srooms 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. Dewahagenda isn open covered spaclt has the tallest ceiling and a smooth
parquet flooring thus able to accommodate a big crowd hedviermovements. Workshops
on percussions and more vigorous damce usually helét this hall. Consequently, the sound
environment at this venue is merdense 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 th&vening Stage Performanaasthe halis locatednext to the Arena

Grounds (open field) where the Jungle Stage and Tree Siegtocated Besides watching the
performances from the hall, there are aladew other activities to do. At the back of the hall,

there isamerchandise stall that mostly sells records of the musici#tris 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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Figure4.6: Dewan Lagenda at the Sarawak Cultural Village. (Photo: J. Chieng; October 2, 2008)

Figured.7: The hall area of Dewan Lagenda where Mini Sessi@nisedd. (Photo: Rainforest World Music
Festival; August 7, 2016. [Retrieved from rwmf.net])
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4.2.1.2 Sound Profiles of Mini Sessions

A typical Mini Session starts with welcoming by an emcee. Each musician then introduces his
or her musical instruments/dancelaying techniques, culture, or background of the bafkiis
verbalexplanationis usually followedby a short demonstration of music or danddis

structure is a repetitive cycle that usuadimdswith hand claps and cheers from the audience.
The numbeiof recurrence of this cycle approximately informs tiiemberof different types of
instruments, band groups, or repertoir€owards the end of the workshop, all the musical

instruments will combine to improvise a piece together.

Figure4.8 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 mugi¢gaeen), 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 demsirations. 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 byahdienceare the only main sounding

that always overlaps withthers 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 soundsmlepaoving in oout of

the venue and set up. In this Mini Sessibig@re4.8), it has a longer than usual set up time
GAGK YdzaAOAlya LXIFE@AY3d YdzAAO (23SHKSNIOaPS T2 NB
After the last cycle, the session ends by having all instruments improvised to play together; this
period of timeusually produces upbeat sounds with the longest performance time, the

thickest texture and the loudest sound volume in the whole structure of Bession as can be
aSSy 2y GKS aLIS 0l NeoyNMostnstrimshiNGiEbaing play&tb & o mQ
their full volumewith less attention to musical functions or sound layering. Performers also
seemto enjoy the collaborative sound making togethehelperformancas followedby
rumbles,cheers, hanalapping and whistles from theudience Then follows a quiet moment
where theaudiencestarts to leavdor another Mini Session venue stayback for the next

session.
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Figure4.8: Excerpt of frequency spectrograthat shows the cyclic structure of a Mini Session.
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Mini Sessions are evidently dominated by active sounds of anthropt&psech by emcee and
musicianintroducing music cultureand music or dance performances are ttenmon
intentionakfeatured-structured soundsMini Sessions are usually casual and interactive, and
the audienceare occasionally invited to sing, clap or dance alddgunds from the audience
are more varied in their characteristiddand claps, cheers and whistle in response to speech

or music are intentionafeatured but random.

Some other activanthrophony are the sounds of children that suggest a fafnigndly
environment. The translatioof the explanation by musicians to English informs a culture from
adifferent or remote placeWhen the lyrics in songs are unintelligible, the lexical meaning

05S02YSa tSaa AYLRNIFYyG GKFry GKS dG20Ftf 2dz2i02Y

Anthrophonyincidentatbackground soundmcludecoughing angeoplewalking away to

other Mini Sessiongenuesor entering the longhouse for the ongoing or upcoming session
Besides this, there are sounds of cleaning #rube from the food stalls nedhe Iban
LonghouseThere are frequent sounds of birds chirping intermittently at high frequencies of
400(;8500 Hz whdh are rathembviousduring the transition period between Mini Sessions

(Figure4.12).

There are occasionatechanophonyincidentatdiscrete sounds of camera shutters and phone
beeps. Audio feedbadkom the soum systemis rare,but when it happens, the impulsive
sound is usually accompanied by high volume that much attentiorbeatirectedto the

sound Figure4.10). In some performances, sometimes there are addedhda@ifects via the
sound system during music demonstration that mogifpusticacharacteristicof the music

such aghe timbre andthe addition ofecha

The twomechanophonyconstansthat are always present during Mini Sessions are the low
frequency fran the generator at 85 Hz and the big standing electric fan wittetal propeller
(Figure4.9 & Figure4.10). These two sound®rm alayer of the soundscape thaccompangs
the appreciation of musical sounds althougisinot intended tdbe heard When the music is
loud, these sounds are being masked thus negligitdble4.6 shows a summary of sound
sources, sound species, souttthracteristics and sound properties of the soundscape at Mini

Session venues at 3:00 »00 PM.
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SOUND SPECIES

FREQUENCY (HZ)

geophony raindrops
biophony birds chirping
anthrophony music 150¢2,100
speech by the emcee 200850
speech by the musians (in different languages)
translation of languages into English
conversations among audience
cheers 6001100
whistle 220052600
laughter
hand claps 5002500
hand claps to musical beats
cough
sounds of children
walking on tle woodenfloor
garbage cleaning
food stalls: food preparation, selling and buying, eatin
sounds from the Mini Sessions at Dewan Lagenda music: 45700
shout: 82@920
whistle: 280@3600
mechanophony| generator 85
standing electric fan witla metal propeller
camera focusing: 2000
shutter: 3000
phone beep 4,000
audio feedback 445

Table4.6: Some of the sound species and their frequency range of the soundscapeMirth8ession venues at

3:00PMc5:00 PM durinRWMFE

The overall soundscape of each venue of the Mini Sessishghdlydifferent. The meeting
area at the Iban Longhouse is a long spacelthe buildingis mostly madef timber. At the
Bidayuh Longhouse, the sessi@me heldin a rectangular space with a bamboo floor. Dewan
Lagenda is similar to a mufiurpose hall that istronglybuilt to withstand a larger size of
audienceas well as more percussive music drevydance. The different construction
materials, sizes and lation of the Mini Session venues result in distinctions between the

types of workshop thaare heldin each place and the sizeafidiencein each venue, and

consequently the soundscape.
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Workshops with more percussive workshops, larger ensemble and wigweous dance
movementsare usually helih Dewan Lagenddhus, the sounds from Dewan Lagenda are
usually upbeat, rhythmic and low in frequencies as well as with louder cheersaftigger
audience sizeComparatively, the souncharacteristicat the ban Longhousare most of the

time thinner in texture and lower in sound level.

Twenty sporadic 38@econd SPL measurements at the Iban Longhouse during RWMF 2015
between 3:00 PM5:00 PM showd a reading oL Aeq = 76.6 dB, LAmax = 84.8 dB and LAmin =
66.9dB.The sound levels of Mini Session at the Bidayuh Longhouse, based on two
measurementsKigure4.13 & Figure4.14), showedthat the LAeq is 89.8 dB and 91.0 dB
respectiely. The ambience level (L99s slightly more than 70.0 dB. The SPL measurements
at Dewan Lagenda sh@da higher reading of LAeq 97.4 dB and 99.5r8ufe4.15 & Figure
4.16).

Consequentlythe Iban Longhouse and the Bidayuh Longhouseeusuallyd A y @ RSR¢ 0o &
soundsfrom the Dewan Lagenda during the parallel Mini Sessions. Sounds from Dewan
Lagenda hda wide frequency range of 10 to 3600 Hz, but most of the timesthends that

were audibly heardat the Iban Longhouse and the Bidayuh Longhausie continuous low
frequencies below 300 HZhese sounds either fored a basslayer, fill the empty acoustic

space, or mix with the sounds at Iban Longhouse at the same fneigseFigure4.9, Figure

4.10& Figure4.11). They sometimes dominated the local soundscape especially when a

musicianwas givingan explanationor whena solo instrumentvasplaying 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 agtivesounds. Théntentionatfeatured-
structuredlocal music from the Mini Sessions in Dewan Lagenda becomes a total contrast at
the Iban Longhouse and Bidayuh Longhouse as incidbatdgroundrandomforeign. These
foreignsounds are incidental as they invaded through the soundscape wuiitheing intended

to be heard and its appearance is unpredicted thus random in its foha.supposedly

featured sounds and background souridgerms ofvolume becomes a reverse at the Bidayuh
and the Iban Longhousé&ifure4.11). This sound masking may cause interference in

appreciation of the musical meaning.
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Figure4.9: Excerpt of frequency spectrogram that shows the variety of anthrophony and mechanophony in
Mini Session at the Bidayuh Longhouse. There were also conesrsatinong the audience, sounds of raindroj
and blowing sounds from an electric fan.

cheers and
hand claps
by audience

cheers and

hand claps
musician by audience
speaking

in Chinese lati -
translation musical performance:

in English fiddle and throat singing

gt
R

audio feedback
at 445 Hz

sounds from Dewan Lagenda

constant sound at 50 Hz
constant sound at 85 Hz

bhens

REC NO. 3

DATE RWMF 2017 Day 1

REC TIME SLOT 3:00 PM5:00 PM

VENUE Bidayuh Longhouse, at the veranda

EVENT aAyA {S&aarz2y a{YAymIzND {RHyERS NS  ¢thdsNS { G

Figure4.10: Excerpt of frequency spectrogram that shows the variety of sounds in a Mini Session at the Bic
Longhouse. There were also conversations among the audiencklawithg sounds from an electric fan.
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DATE RWMF 2015 Day 1
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Figure4.11: Excerpt of frequency spectrogram that shows the merging of sounds from the Mini Sessions in
Iban Longhouse and Dewan Lagenda. In this excerpt, there were also soundsesations among the
audience.
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REC NO. 5

DATE RWMF 2015 Day 2

REC TIME SLOT 3:00 PM5:00 PM

VENUE Iban Longhouse, at the open veranda
EVENT Transitionbetween Mini Sessions

Figure4.12: Excerpt of frequency spectrogram that shows the ambience of the Iban Longhouse when there
event. There were conversations, sounds from food stalls, footsteps on the wooden floor of the longhouse
Besides that, the sounds from Dewan Lageidaudible.
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Figure4.13: The LAeq and other SPL readings of a Mini Session at the Bidayuh Longhouse. All readings a
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Figure4.14: The LAeqg and other SPL readings of a Mini Session at the Bidayuh Longhouse. All readings a
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Figure4.15: The LAeq and other SPL readings of an excerpt of Mini Session at the Dewan Lagenda. All rei
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Figure4.16: The LAq and other SPL readings of an excerpt of Mini Session at the Dewan Lagenda. All reas
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 themdain
musicperformanceg termed asthe Evening Stage Performancetake 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 th
audiencestandsor sit to watch the performance is an area of about 40 x 60 metres. Between
5:00 PM;6:00 PM Drum Circle is held at the same open field. The guests and VIP seating
areas,and the PA consolare placedat the back of the field. The Jungi¢age and Tree Stage
areaare locatedn between the three Mini Session venues with Dewan Lagenda situated

directly next to the open field.

TheEvening Stage Performanagsmmence with blessing and prayer bioaalmusician on

the first evening (Rec N6) and end with a Finale on the last day as a closing where all
musicians have their final bow on stage (Rec NoA performance by an ensemble group or
band may last from 10 to 60 minutes. The performances alternate between Jungle Stage and
Tree Stagephile there is gperformanceon Jungle Stage, the crew will set up the Tree Stage
for the next performance, and vice verdd&e Jungle Stage usually holds larger performing

bands as it is more spacious and stable in its construction.

Thefollowing sectbns present the soundscape composition at the Arena Grounds during the

different times of the day in chronological order.

4.2.2.1 Sound Profiles of the Arena Grounds: Morning

From the audio recordings between 10:00 &N\2:00 PM, there are three main types of
sowndscape at the Arena Grounds. Firstly, it is the sound system set up and sound check for
Evening Stage Performand@sgure4.17). The sound level dropped to a very much quieter
ambience in between sound check sess Figure4.18) whereone can hear conversations,
people passing by arnurdschirping occasionallyfhirdly, it is the playback of music through

the sound systemHjgure4.19). One constant sound that appesat all times at the Arena
Groundsis from the generator at 85 Hz that lageithe 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 AM;12:00 PM
VENUE Arena Grounds
EVENT Soundcheck

Figure4.17: Excerpt of frequency spectrogram that shows the soundscape of the Arena Grounds in betwee
10:00 AM;12:00 PM during sound check. The yellow spectrum where amplified sounds during sound checl
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 AM;12:00 PM

VENUE Arena Grounds

EVENT Stage set up, in between sound check sessions

Figure4.18: Excerpt of frequency spectrogram that shows the soundscape of the Arena Grounds in betwee
10:00 AM;12:00 PMwhen there is nesound 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 AM12:00 PM
VENUE Arena Grounds
EVENT Sage set up

Figure4.19: Excerpt of frequency spectrogram that shows the soundscape of the Arena Grounds in betwee
10:00 AM;12:00 PMwhen there is music playback through the stage sound system.

Whenthe Wellness Programvasbeingintroducedin RWMF2017 during its 20th anniversary,
sound check and music playback via amplifieese still ongoing in the morning. Although
having aherapeuticprogram such as Yoga or Taichi at the ethnic hoos#dse S&/ 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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4.2.2.2 Sound Profiles of the Arena Grounds: Afternoon

In the afternoon, thesoundscape isften filled up with sounds from the three egoing
workshopsas the Arena grounds locatedin between the three Mini Session venuésgure

4.20 shows thesimultaneousyet distinctive appearance of actifeatured sounds from the

Mini Sessions at the Bidayuh Longhouse and Dewan Lagenda. Rec No. 5046 shows another
example of more intense overlappingattivesounds ofangklung(musical instruments made
from bamboo)from Dewan Lagenda and guitars from Bidayuh bonge.Thiscreates a bi

tonal soundscape when these two sounds merge givdsthe place another soundscape

identity.

Some other sounds heard are different types of insects at €8300 Hz, birds chirping, wind

and the generator (the straight line the spectrogram irrigure4.20). 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 Dewaendag Bidayuh Longhouse

and Iban Longhouse that provides an aural signboard of the activity of those three venues in

eachplace

REC NO. 11

DATE RWMF 2015 Day 1

REC TIME SLOT 3:00 PM5:00 PM

VENUE Arena Grounds

EVENT no event at the Arena Grouls
aAyA {SaaAizy a¢KAa A& aé LatlyR Ay (I
/FfteLlaz2é o6& Y202 ¢246y O . ARIF&dzK [2y3l
from the Indian Ocean IslandofweS dzy A2y é¢ o6& [AYRA3I2 I

Figure4.20: Excerpt of frequency spectrogram that shows the soundscape of the Arena Grounds in b8t@@e
PM¢5:00 PM
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4.2.2.3 Sound Profiles of the Arena Grounds: Evening

There are two sessions of Drum Circle thiet hdd on each day of the festival between 5:00
PMc6:00 PM, and each session usually lasts about 20 minbigeré4.21 & Figure4.22). Any
festivalgoers can participate witbut the need of prior skills or training in playing musical
instruments. The participants sit or stand in a circle surrounding a leadegivhe

instructions on rhythmic patterns, dynamics, and which particular group of instruments to
play. The use of aide range of percussive instruments, mostly unpitched, gives a varied
timbre, texture and frequency range. The music is rhythmanimmontime, 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.Thisis in line with what Turino (2008) described as participatory music:

To keep everyone engaged, participatory musical and dance roles must have an araliegeiling

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 bstill want to participate at some levejp. 31)

While crucial core parts are typically taken or guided by experts, they may include less skilled
performersX elaboration parts typically encompass the full range of skill Iexete people who take
these parts are not responsible for keeping the entire performance going,taseifor core players.

(p- 32)

In the session shown Figure4.23, the sound species are instructioasd occasional counting

of beats @4400¢800 Hz by the leader, sounds of percussive music mostlyc&®080Hz as well

as with few higher pitched percussions, cheers, whistling on beat at 0800 Hz, singing,
instruments rumble, solo sections by Didgeridoo or drum and silence. Genetladbramit

constant sounds at 7&8nd/or 85 Hz is always present and damaudibly heardvhen there is

less sound as can be seen in the spectrogram. With many percussions playing together at the
same time and with some instruments thaite being electricdl amplified the sound level is

high throughout the 2@minute sessionFigure4.23 shows the loudness via the striking colour

on the spectrogram excerpEigure4.24 showsthe 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 byOBHA.
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Figure4.21: Drum Circle at the Arena Grounds where the Jungle Stage (behind, right) and Tree Stage (bel
left) are located. (Photo: J. Chieng; June 21, 2014)

Figure4.22: The leader (the man standing iretimiddle of the circle) giving instructions to the participants of tl
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 PM7:15 PM
VENUE Arena Grounds
EVENT Drum Circle

Figure4.23: Excerpt of frequency spectrogram that shows the last two minutes of a Drum Circle Sgs$idin.
Drum Circle session: Rec NG).
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L10 L50 L90 L10gL90 LCpeak LZpeak LApeak LAmax LAmin LAeq Dose
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DATE RWMF 2016 Day 1

REC TIME SLOT 5:15 PM7:15 PM (5:09 PMay Q0

VENUE Arena Grounds

EVENT Drum Circle

Figure4.24: The LAeq and other SPL readings of a Drum Circle session. All readings are in dB.

87




The Arena Grounds does not hold any specific event after the Drum Circle and before the
Evening Stage Performancgtarts at 7:30 PM. During this period, participants start to find

their own spotdo sit and relax while waiting for the evening shows to begin. At this time, the
soundscapés filledwith playback of music tlmugh the sound system (Rec No).1Bhis

soundgape gives a sense of transition, avoids silence between live music sounds and a sense

of anticipation to exciting performances.

4.2.2.4 Sound Profiles of the Arena Groundsvening Stage Performances

The Evening Stage Performances presents staggered musiequerformance alternatively

at the Jungle Stage and Tree Stage from 7:30 PM for approximately five Rigused.25 &
Figured.26). In between performing bands, thevéll 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 #lnelio system feedback occasionally as well

as geophony of rain and thunder, biophony from different types of insectsvaxhanophony

from the generators. More details on the sound species of the soundscape during Evening

Stage Performancesre presentedn Figure4.27, Figured4.28 and Figure4.29.

The sounds of insects and generators produce continuous and constant horizontakgbahd
form the fundamental layer of the soundscape of the evenkigyre4.30 & Figure4.31). The
chirrups from insects appear at 7,7¢%)000 Hz, approximately 12 to 18unds in one second
(Figure4.30). Another moreaudibletype of insects make sounds 2,00@;2,650 Hz in
approximately twice in every seconBigure4.31). The gnerators enit constant sound at 78
Hz and 85 Hz, similarly to the diatonic tone dfdf2 and E2 quarter tonsharp. The merging

of these two constant sounds forms a clustered sound.
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Figure4.25: Evening performarecat the Jungle Stage. (Photo: J. Chieng; August 9, 2015)

Figure4.26: The audience during music performance at the Jungle Stage. (Photo: Sarawak Tourism Board
6, 2016. [Retrieved frorRetrievedfrom rwmf.net])
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feedback

insects

hand claps and cheers

musician
speaking

generators |,

REC NO. 15

DATE RWMF 2016 Day 1

REC TIME SLOT 8:00 PM;10:00 PM

VENUE Arena Grounds

EVENT Evening Stage Performances at Tree Stage by Sangpuy (Taiwan)

Figure4.27: Excerpt of frequency spectrogram that shows some of the sound profiles of the Evening Stage
Performances.

hand claps

whistle
chirrups by insect

REC NO. 16

DATE RWMF 2016 Day 1

REC TIME SLOT 8:00 PM;10:00 PM

VENUE Arena Grounds

EVENT Evening Stage Performees at Tree Stage by Naygayiw Gigi Dance Troupe (Australia

Figure4.28: Excerpt of frequency spectrogram that shows some of the sound profiles of the Evening Stage
Performances.
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tambourine

hand claps

audience shouting

low frequencies of music

generator

REC NO. 17

DATE RWMF 2015 Day 2

REC TIME SLOT 10:30 PM12:30 AM

VENUE Arena Grounds

EVENT Evening Stage Performances at Tree Stage by Culture Shot (Malaysia)

Figure4.29: Excerpt of frequency spectrcgm that shows some of the sound profiles of the Evening Stage
Performances. There is audience shouting in an intermittent pattern a¢ 5600 Hz in response to the
YdzaAOAl yQa O f £ T 2 gl4iFHeRalidigéngréidr 8a8H2.F YdzaA O | G wmwm

insects

gl

generators

REC NO. 15 (extraction)

DATE RWMF 2016 Day 1

REC TIME SLOT 8:00 PM;10:00 PM

VENUE Arena Grounds

EVENT Evening Stage Performances at Tree Stage by Sangpuy (Taiwan)

Figure4.30: Excerpof frequency spectrogram that shows a clage view of the sounds of insects and
generators that layer the soundscape of the Arena Grounds.

91



insects chirrups

generators

REC NO. 18 (extraction)

DATE RWMF 2016 Day 3

REC TIME SLOT 8:00 PM;10:00 PM

VENUE Arera Grounds

EVENT Evening Stage Performances at Tree Stage by Violons Barbares (Bulgaria, Mongoli¢
France)

Figure4.31: Excerpt of frequency spectrogram that shows a clageiew of the sounds of insecasnd
generators that layer the soundscape of the Arena Grounds.

As an overview, 44 sporadic-3@cond SPL measurements at the Arena Grounds dRA\lyIF
2015 show the reading as shownTiable4.7. All the measwments 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% héyhlargthe latter part of the

evening.

LAmax LAeq LAmin
TIME SLOT
(dB) (dB) (dB)
5:15PM;7:15PM 84.7 75.8 66.9
8:00 PM;10:00PM 88.7 80.4 67.7
10:30 PM12:30 AM 98.3 87.7 78.4

Tabled.7: Fortyfour sporadic 36second SPL measurements at theening Stage Performanadsring RWMF
2015.

Figure4.32 shows a more detailed SPL reading of another five measurements of an evening at
the Arena Grounds frorits beginning to the finale around midnight. The readatgpshows
that the SPllevel is increasing over the night with a slight drop during the Fiifdle 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 ambienddesaali

(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.

L10 L50 L90
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130
120
m 110
©
100
90
80
70
7:30 PM 8:30 PM 9:30 PM 10:30 PM 11:30 PM
*—LCpeak —O— LAmax —+—LAmin =—LAeq
140 XX
X
130 X
120 x
m 110 OO
©
100 o o ~—
o - -
0 o +
3+
80 +
+
70 *
7:30 PM 8:30 PM 9:30 PM 10:30 PM 11:30 PM
Time Duration L10 L50 L90 @ L10gL90 LCpeak LZpeak LApeak LAmax LAmin LAeq
7:39 PM y Qo c 908 87.3 | 79.3 115 122.9 123.9 111.0 93.5 71.2 87.9
8:00 PM M QH 99.2 93.3 | 82.2 17.0 130.8 131.2 1194 101.6 73.5 95.4
9:18 PM cQH g 994 946 | 82.9 16.5 134.0 134.7 116.2 101.0 76.5 95.8
11:22 PM c Qpo 1055 1015 96.3 9.2 139.0 139.3 127.6 109.3 88.9 102.8
11:32PM| H N QH | 103.3 981 904 12.9 139.5 140.3 124.1 109.6 83.6 99.9
DATE RWMF 2017 Day 3
REC TIME Between 7:30 Pigi12:00 AM
VENUE Arena Grounds
EVENT Evening Stage Performances

Figure4.32: The L10, L50 and L90 (top) and LCpeak, LAmax, LAmin and LAeq (below) readings of five

measurements during aBvening Stage Performancasthe Arena Grounds. All readings are in dB.
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As festivalgoers usually spend time at different locations of thillage throughout the night
besides at the Arena Groundgable4.8 shows an example of SPL readings of continuous five
hours of one night at the festival at the different locations such as the Arena GrounganDe
Lagenda and walking around tpé&ankwalkof the village. As the LAeq is closer to L10 rather
than L50, it cafe saidthat the fluctuation of sound level is wide. The LCpeak is more than the
acceptable level of 140 dBA. LAmax is close to the accefiabldB. The daily exposunas
exceeded the standard limits &Aeq87 dB.

L10 L50 L90
946 86.2 69.7 24.9 140.5 141.2 130.5

L10¢L90 LCpeak LZpeak LApeak LAmax| LAmin LAeq | Dose
113.0 53.4 91.2 | 261%

DATE RWMF 2016 Day 1

REC TIME 724PMpP KNJ H QU

VENUE Arena Grounds, Dewan Lagenda, around SCV
EVENT Evening Stage Performancatsthe Arena Grounds

Tabled.8: SPL readings of 5 hours exposur&@WMFduring theEvening Stage Performancasdifferent
locations of the village. All readings are in dB.

4.2.2.4.1Evening Stage Performance®.00 PM;10:00 PM

The first half of theevening Stage Performanagstil approximately 10:00 PM seems to have
thinner and more varied texture. Music performances do incladeloinstrument or aslower
piece. Some performances do not include low frequencies where tueraural spacsfor

silence at the lower ends of the frequency rangeg(ire4.33, Figure4.34 & Figure4.35).
When low frequencieare used it is approximately 4270 Hz with the range from 30 Hz to

190 Hz Figure4.36, Figured.37, Figured.38 & Figure4.39). Whenthickertextureis used it

does not last longnd it alternates withthinner texture.
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REC NO. 19

DATE RWMF 2014 Day 1

REC TIME SLOT 8:00 PM;10:00 PM

VENUE Arena Grounds

EVENT Evening Stage PerformancaisTree Stage by Kalakan (Basque Country)

Figure4.33: Excerpt of frequencgpectrogram during th&vening Stage Performancasthe Arena Grounds.
There is the sound of a generator that emits fluctuating sound at 78 Hz. No low frequencies are used in th
performance (Full recording: Rec N&0)

REC NO. 21

DATE RWMF 2014 Day 1

REC TIME SLOT 7:30 PM;8:00 PM

VENUE Arena Grounds

EVENT _ Evening Stage PerformancasTree Stage b$ape& Warrior (Sarawak, Malaysia)

Figured.34: Excerpt of frequency specigram during theEvening Stage Performancasthe Arena Grounds.
There is the sound of a generator that emits fluctuating sound at 78 Hz. No low frequencies are used in th
performance (Full recording: Rec N&2)
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REC NO. 23

DATE RWMF 2014 Day 3

REC TIME SLOT 7:30 PM8:00 PM

VENUE Arena Grounds

EVENT Evening Stage Performancasiungle Stage by Geng Wak Long (Malaysia)

Figure4.35: Excerpt of frequency spectrogram during tBvening Stage Performancasthe Arena Grounds.
(Full recording: Rec N24)

REC NO. 25

DATE RWMF 2015 Day 2

REC TIME SLOT 8:00 PM;10:00 PM

VENUE Arena Grounds

EVENT Evening Stage PerformancasTree Stage by Son De MaaéMexico)

Figure4.36: Excerpt of frequency spectrogram during tBeening Stage Performancasthe Arena Grounds.
There are generators that emit constant sounds at 78 Hz and 85 Hz. Low frequen&es aip§®100 Hz.
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REC NO. 26

DATE RWMF 2014 Day 2

REC TIME SLOT 8:00 PM;10:00 PM (9:07 PM)

VENUE Arena Grounds

EVENT Evening Stage Performandesi ¢ NBS {GF3S o6& WIYAS { YA

Figure4.37: Excerpt of frequency spectrogram during tBeening Stage Performancasthe Arena Grounds.
Low frequencies of music appear atcd@0 Hz(Full recording: Rec N27)

REC NO. 28

DATE RWMF 2016 Day 3

REC TIME SLOT 8:00 PM;10:00 PM (9:21 PM)

VENUE Arena Grounds

EVENT Evening Stage PerformancasTree Stage by Violons Barbares (Bulgaria, Mongolia,
France)

Figure4.38: Excerpt of frequency spectragn during theEvening Stage Performancaasthe Arena Grounds.
There are audible chirrups from insects at 2,D®50 Hz, in approximately twice in every second. Generator
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 PM;10:00 PM (8:32 PM)

VENUE Arena Grounds

EVENT Evening Stage Performancasiungle Stage by Okra Playground (Finland)

Figure4.39: Excerpt of frequency spectrograsharing theEvening Stage Performanaasthe Arena Grounds. Th
low frequencies appear at 4060Hz (Full recording: Rec N80)

4.2.2.4.2Evening Stage PerformanceB0:30 PM;12:30 AM

During thelatter part of the night, the recordings frorh0:30 PMonwards aso show thinner
texture (Figure4.40 & Figure4.41). However, most of them are@alescencef thick and
dense texture, loud sounds, amsttonglow frequencies and with bonger duration of
performance in a similar texture. Evanusicianin the band of which may consist only about
five instrumentds augmentedthrough the sound systenDue to the loudness and
enhancement of low frequencies viechnology the timbre of thebass instruments either

from stringed bass or different types of idiophones seem to be similar in sound outcome.

The low frequencies can appear fromc@00 Hz which is a biggeange of 260 Has compared

to the earlier part of the evening. These lowdrencies 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 Figured.42, Figured.43, Figure4.44 & Figure4.45). Figure4.46 shows the frequency

spectrogram during the Finale of the Evening Stage Performances at the GreandsFigure

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 betweéb 8B with

little variablity (low reading of L1Q L90).
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REC NO. 31

DATE RWMF 2014 Day 2

REC TIME SLOT 10:30 PM12:30 AM

VENUE Arena Grounds

EVENT Evening Stage PerformancaisTree Stage by Nading Rhapsody (Sarawak, Malaysia)

Figure4.40: Excerpt of frequency spectrogram during tBeening Stage Performancasthe Arena Grounds.
Music (singing with a stringed instrument) with fluctuating generator sound at 78 Hz.

REC NO. 32

DATE RWMF 201®ay 1

REC TIME SLOT 10:30 PM12:30 AM

VENUE Arena Grounds

EVENT Evening Stage PerformancasJungle Stage by Auli (Latvia)

Figure4.41: Excerpt of frequency spectrogram during theening Stage Perfmancesat the Arena Grounds.
Low frequencies appear at 4050 Hz.
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REC NO. 33

DATE RWMF 2016 Day 2

REC TIME SLOT 10:30 PM12:30 AM

VENUE Arena Grounds

EVENT Evening Stage PerformancasTree Stage by Shanren (China)

Figure4.42: Excerpt of frequency spectrogram during tBeening Stage Performancasthe Arena Grounds.
Low frequencies appear at 4250 Hz(Full recording: Rec N84)

shouting from musician cheers from audience
to the audience
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REC NO. 35

DATE RWMF 2015 Day

REC TIME SLOT 10:30 PM12:30 AM

VENUE Arena Grounds

EVENT Evening Stage PerformancasJungle Stage by Lindigo (Reunion Island)

Figure4.43: Excerpt of frequency spectrogram during teening StagPerformancesat the Arena Grounds
with loud sounds (greenish at low frequencies) and thick text(Feall recording: Rec N86)
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