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Introduction
While sound is generally recognised as an important sense, it is not often explored in
landscape architecture as a driver of design in enhancing well-being (Cerwén, 2017).
Additionally, Olin (2013) suggests that restorative aspects of nature “can be brought
to the city” through landscape design, and Cerwén (2017) identifies that positive
healing outcomes are associated with exposure to ‘nature sounds’ in certain
situations.

Other existing research has shown that consideration of soundscapes within built
environments can be utilised in mitigating unwanted sounds such as traffic in the
urban environment for a therapeutic benefit (Marcus, 2007). According to Cerwén
(2017, p. 26), there remains gaps in the research in clarifying “contextual cues, types
of sounds involved, physical properties of sounds and interactions with other sensory
inputs” and in finding opportunities to employ sound as a positive contribution to
space.

This paper introduces the idea of ‘composing’ the soundscape of a space through a
musical process. With a focus on aural experience in gardens, the project is
establishing what types, combinations and intensities of sounds offer interest and
distraction and capture unconscious and conscious attention. Just as forms, textures
and materiality are already considered in the landscape design process, these
‘sound materials’ will be incorporated into considerations for design thinking.

Background
In the not to dissimilar experiential design discourse of Japanese Gardens,
importance is placed on sourcing materials that reflect the premise of the experience
designed and being constructed. Design intentions are categorised early on in the
design process as a way to order and categorise along the journey (naturalistic
experiences over time) of the garden with appropriate materiality reflecting the value
of each intention as it unfolds (Suzuki, 2004). Thinking about journeys through
gardens, this project is taking the human-centred stereo experience over time and
relates this unfolding aural experience to listening to music where one also
encounters a real-time stereo, designed aural experience.

As a Musician and Landscape Architect, Cerwén’s work (2017) has set the stage for
going beyond just ‘noise mitigation’. This project’s interpretation has been to
consider elements in the landscape like instruments in the orchestra, suggesting that
spatial layout, material choices as well as installed features in the landscape and
their orchestration, all contribute to a ‘musical score’.
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Each listener’s experience will be different as it is with great musical performance,
however, it is the ‘composer’s intentions’ this project is aiming to facilitate. By pulling
apart a masterpiece, one can discover orchestration tools, combinations of timbres,
and the interplay between instruments that can be applied to other new or existing
compositions and we believe this to be the case also with other sound environments.

Recording
The first aspect of the project has been to consider how to record gardens in a way
that is useful. As sounds occur in space at various places along both horizontal and
vertical planes, considering their locations, qualities and ultimately value could
become quite complex. Some research into traditional field recording techniques was
executed as well as other forms of soundscape studies.

During this process, ‘bin-aural’ microphones/earphones were identified and it was
ultimately decided that this recording technique involving ‘microphones at the ears’
was to be adopted for the project for two reasons. The first is that it’s very difficult for
the human brain to distinguish between sounds forward or backward of them without
other sensory cues (Yuhas, 2012). The second is that an audial perspective can be
notated a point in space using a left to right axis in accounting for potential
experience at any given point in time (along a journey). Recordings were taken at
three different gardens, split into four journeys, and used to represent a stereo
soundscape experience over time.

Transcription
In the practice of music, especially modern music with less traditionally published
scores, transcription becomes a secondary means of documenting sound with
published recordings (or ‘records’ as commonly referred to still in the United States)
being primary. However, while transcription is only really useful to those with
developed aural skills, it then facilitates the scoring of music in order for learners to
access the fundamental instructions which make such music.

In this project, the resultant bin-aural recordings were viewed as wave forms. These
were also manipulated and plotted around the journey path taken before being
colour coded to align to the researcher’s critical listening experience of when and
where dominant sounds occur, their type and qualities.

As per Figures 1 & 2, one showing a full journey, and the other a segment of that
journey. The dominant water sound is coloured blue, however other secondary and
tertiary sounds noted in the soundscape were transcribed and documented also (in
Figure 2).
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Figure 1and 2: Visualisation of Bin-Aural Recordings (Author)
Sound Materials/Instruments
By breaking the soundscape down into these primary, secondary and tertiary
elements (or sounds, or instruments etc.), we have established the opportunity now
to work with sound in new ways. ‘Timbre’ or textures in music consider the quality of
not just one instrument or voice, but combinations of two or more playing at once for
an enhanced sonic phenomenon. Through such considerations in a design context,
the Landscape Architect will be able to extend upon the term ‘composition’ to now
include potential soundtracks in addition to how the movie (visual experience) plays,
hopefully bolstering real-time immersion, and certainly connecting experiences and
memories (Istvandity, 2014).

Conclusions
Sounds in the landscape could be arranged in the same way we design planting
layouts for a resultant form or even ‘vibe’. By facilitating the use of sounds as
elements and as a form of materiality to be specified in accordance with a certain
desired experience, we have opened up the possibility of creating new worlds to
become immersed in that go beyond the predominant ‘visual’.
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