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Abstract

This thesis is a practice-led quest to expand aurality in white cubegallery
spaces Using video art installation practice, feminist phenomenology and
spatial theory, it explores the soundscape ofwhitened contemporary
exhibition spaces and questions how women-produced sounding video
artworks, the experiencing bodies and background noise affect the
production of the gallery in perceptual and sociepolitical terms. This project
proposes that the archetypal white cube as a product of modmism, has
served asan architectural and institutional construct since the start of the
twentieth century. Built on ocularcentric, patriarchal and capitalist ideology,
it has continued to condition our way of displaying and experiencing artThe
white cube has primarily accommodatd rational, individualised and
decontextualisedwhite heteronormative middle-classmale subjects, whilst
quieting and excluding stereotypically@rational §QubjectivedA T femifisedd
bodies and their sound fromthe gallery walls. The whitecube, in this sense

has operated as a&ite of policed silencing andgenderedcontrol.

This thesis makes an intervention into thefield of contemporary art and
museumstudies by proposing the need to readdress thelegacy of thewhite

cubedd O CAT AAOAA AT A APWihging videoGad so&nd &nd 1 T C U
gender studiesinto the white cube debatethrough theory and practice. This

project introduces a methodology of sonic feminismthe acts of speaking the

mother tongue and listening toall-sound when exhibiting and experiencing

video art insidethe gallery walls. Whilst reflecting on my video art projects, |
propose thatoncewe allow our bodies toengage in the totality of souncand

speak in a language that aims to offer rather than clainvhen being with art,

we mightbegintoAE Ol AT O1 A OEA xEEQOA A&vbdd O CAT AA«
limitations. We might then discover a more expandedwhite cubez an
aesthetic site that exceeds gender binaries, empowers social connectedness

and offers awhole-bodied engagement with arf awhite cube that is home for

all-bodies rather than some.
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Introduction

0.1. Prologue

091 00 ET OOAI 1 AGETT EO NOEOA T1TEOU AT A Ol
OEOEOI 008 - AUAA EO xi Ol A xi OE AAOOAO x|
request arrived from a curator at Surrey Gallery just moments before one of
my audiovisual installaions z 13.1.91was due to be opened to the public in
the spring of 2016. He implied that the artwork would satisfy the gallery
AOAEEOAAOOOAO i1 OA AAANOAOAI U EZE OEA 01 O
TTEOA T £ Ui 00 AOOx1 OEdA AGABROOROIDAAR OxE

O. i3m91xET 1 1170 xI OE xEOQEIz®O®I @ @1 MdM )EIT AL
EAOA AOA ANOAI T U Ei Pi OOAT 08 ) £ AT UOEET ¢h
13.1.91z a multi-channel audiovisual installation, revisits the images and

sounds of a @rticular political protest, which took place in January 1991 in

the USSR, now independent Lithuania. It transports the voices and noises of

the archive into the gallery with the mission to amplify the collective political

body that sought to resist the Swaet oppression. Using both imagesand
sound,13.1.91invites the exhibition visitors to listen and to tune towards the

DOl OAOGOI 060 OOI OEAOh COEAOAT AAOG AT A OEAE

them further. 13.1.91 thus, is all about sound.

The aallery room in which 13.1.91tried to speak out, however, was eerily
empty. It was surrounded by austere and angular interior design,
reverberant acoustics and a sense of discipline and order. Like any
emblematic modernismtinspired white cube gallery space! Surrey Gallery

A N s o~ o~ N s A s s oA

APDPDAAOAA T AOI AOAAT OOEAh DOET OEQOEOET ¢ OE/

1 @ place free of context, where time and social space af®ught to be excluded from the experience of
artworks. It is only through the apparent neutrality of appearing outside of daily life and politics that the
works within the white cube can appear to be seitontained z only by being freed from historical time
can they attain their aura of timelessness Shigikh2009).



sounded ears or sounding bodies. If anything, my bodwhen placed in the

CAI 1 AOU AOAEEOAAOOOAOR AAAAT A Or8YyY OODA
1986, 15). Bybringing the sound of the artwork into the gallery, | also

brought my female artist body, and because of it, | embodied the position of

an intruder.

Whilst critiquing the auditory elements of my artwork, the curator at Surrey

Gallery spoke at me with a ational and authoritative tone, the language of

Ppi xAO AT A AT1 0011 OEAO ZEAT ETEOO xOEOAO 5¢
(Le Guin 1989, 147 the universal language of patriarchy. This language, Le

Guin tells us, aims to split, divide and exclude. For the curator, my sound was

perceived as outside of the bounds of the father tongue. It was an intrusion.

It was not rational or objective enoughand therefore could not be trusted.

I £FOAO Al 1 h OET AA 31 PEI Al AOh xA EAOA AAAI
kosmos&El O xT1 1 A1 6 j NOT OAA ET #AOOIT pwwuvh p
scholar Anne Carsonpur voice®* must be controlled as it makes men &

uncomfortable (Carson 1995, 119) We say things that should not be said. If

xA AOET ¢ 10600 Oi OT A ET O OEA CAIl Aou OEAO
OEAT A xI 1T AT80 AAO T 0O EAO O1 OT AET C Al Al
governance. If we refuse tadbe ordered, we are undisciplined and oubf-

control. And because of it, we have to be administered.

Yet, we persist. When installingl3.1.91at Surrey Gallery, | refused to be
quietened. Whilst my artwork revived the sound of a silenced political
history, the sound of my bodily presence in the gallery space became a form
of dissent against the institution in which the historical unsilencing was
taking place. By refusing to remove the sound of my artwork, | became what
Sara Ahmed calls a wilful subjec{fAhmed 2014, 2017} z a subject that

2 My sounding body refers to the sounds of my material body, the sound of my body as a creator as well

as the sound of my artwork.

3"U OxA8 AT A OI 6086 ) 1T AAT OEI OA xEI EEOOI OEAAI T U EAOA
O4EA ' Al AROBSINExDEQADE ' TTA #A00T1T A@bi 1 OAO ET x 100 Ol EJ
the masculine ideal of sekcontrol. Women, catank OA Oh A O1 OAEOh AT A AT AOT cUT AO £EA
(Carson 1995, 199).

«+07A OAAI AEI xEI £01 1T A0O0 ET OAEOOEI ¢ O CEOA O0bn AT A EI
performed and narrated as the spread of light to the dark corners of earth; to persevere embodies that

OAEOOATI 8 7A EAOA O1 Aiocdd g0y OEAO OAEOOAI 8 j!EIAA ¢



actively disrupts the flow of the prescribed (patriarchal) order. Ahmed

AT 1T OET OAOq O7A | BMifbld@ kdep gdifg, tO keepicdndng | A

up. Willfulness is thus required in ordinary places: where we live; where we
xT OE8 7EI 1T £OI1 1 A ®6med?0i7, 83)23.1E )ireAlisdd,@ds &

my homework.

The artwork, in the end, retained its imagesand sound. Even when deemed
O 66 1T &£ 0601 Ad j luggedAtdelf agairstxthe father @hgueE O
prescribed by Surrey Gallery and its curator. Through sweat and effort, it
OAEOOAA O1T A1 11Tx OEA 1T AOI AOAAT OOEA
walls and turned the space intoour shared and communal home, rathehis
place or his home. This form of wilfulness, | propose, waan act of sonic

feminism.

0.2. A Case for Sonic Feminism

In this project | turn to sonic feminism z a practiceled conceptual
methodologyembedded inmy personalvideo art practice, aural thinking and
feminist phenomenology.| use this approach toquestion how sound can

subvert the production of space inside institutional art gallery s@ces and

I OAA

,,,,,,

museums.- U OAAAET C 1T &£ OITEA AAI ETEOI AOOEORZ

video practice as well as composers and feminist thinkers Pauline Oliveros,
Hildegard Westerkamp and Ursula Le Guin who conceptualise sound, bodies
and listening in expanded, embdying and social terms. For Oliveros and Le

Guin, sound is a form of offering. It is an act of generosity. Oliveros once said

o , A ' OET OEAO xEAT ODA Kdi yolr€xpekiénde 1 EOOAT E

AO OOOOESd j,A " OET p wymothalkphjecticely at bn&EO A
another, they did not demand or claim from one another. Instead, both
Oliveros and Le Guin listened and spokeith each other. Through speaking
and listening together, they were able to offer and share their experiences as
unique and truth. 5 OOO0T A , A ' OET AAI1 O OEEO

OT T ¢@Amuage that aims to connect rather than divide, a language that

Ox AOA (

x AU 1



AlT1T x0 60 O0i OOPAAE OOAOAOQEGAI19, AT A Ol
160).

Oliveros proposes thatE £/ x A AAOEOAIT U OOT A O1 xAOAO
Ol 11T Op®Weds52010, 22) listening to everything that can be

perceived bodily without strictures and restrictions, we might be able to form

a more ecological and socially inclusive interconnection wh our sounding

world. In order to offer, however, we must listen globally, not focally

(Oliveros 2005, 15) and be open tall sound. For Westerkamp, every place

waits to be listened to and it is our task to tune our ears and bodies towards

what is sounding (ibid.). The composer suggests that by actively participating

in our lived sounding environmentsz OOT 01 AOAAPAOS | ZAOOAOEAI
we can build more embodied and social bonds with what surrounds us.

Listening, thus, should not be bracketed or reduceds it may stop us from

Ei Ol ET ¢ OEAOGA AT 1T AOGg O, EOOATEIC AATTT O A
receptive listening comes from an inner place of notthreat, support, and

OAEAOUG | 7TAOOAOEAI P ¢mpuQgs OAOOEAEDAOEI

should be an pen-ended and unrestricted practice.

Historically, video has served as a powerful instrument for opposing the
limitations of the soundscapeinside the gallery space. Since the 1960s,
women video artists used the sound ofvideo as a way of confronting the
boundaries and walls of the patriarchal world(Elwes 2005)5 Video art, after
all, rejects sensory divisions. Its mission is to unite and to conne@s argued
by Spielmann (2010) and Rogers (2013), video grantaudiovisuality 7 a
synchronicity between image and sound, consequently refusing disciplinary
and sensorial frames. Videmne ofthe first technologiesto offer a unification

of sensesallowed early women video artiststo offer their experiencesand
subjectivities as truth. Joan Jonas, for example, used sounding television
iTT EOI OO AT A OEAAT bDOT EAAOT OO O EIT OAOOT «
and voice in society InO/ OCAT EA QAT A4UMSIOAEDAREEALSH

s# AOEAOET A %l xAO Al O AdufaiAl@weOBldne ShierhilfahdbStepherEParkitige E 1
(2019). %76 ! d %OOT PAAT 711 AT 60O e6LBnadhiJohh OlbeyET OEA 010 AT A o671



combined performance and videoto explore female archetypes and social
rituals through bodily self-examination recorded on camera.Video artist
(T xAOAAT A QEA AR 71 E A®9) QAredito wpiceds a way of
amplifying her personal grievances and traumas of growing up in racially
segregated communitiesAvant-garde artist Charlotte Moorman, on the other
hand, usedher body and videoasa form of instrument anda playful method
to perform soundin gallery spaces. These artists whose work| explore more
in depth in thefollowing chapter, demonstrate how the audiovisual signal has
allowed female video artists to call for the muciheeded expansion of the
gallery institution in terms of gender and race. Through imges and sound,

they made their voices as well as their bodies heard.

7EEI 0O OEA EEOOIOU 1T &£ xiI1AT60 OEAAI
this project | acknowledge the importance of their work. lbuild on the early

for questioning the ideological limitations of contemporary gallery spaces. |
propose that when spoken using the mother tongue, as experienced during
the 13.1.91exhibition at Surrey Gallery, video has the cazity to unsettle

patriarchal spaces and their norms.

Sonic feminism, as practiced in this project, calls for aaudiovisualor whole-
bodied thinking. Using video art practice and auditory embodiment, it
guestionshow all-sound can help our bodies to opsaite and navigate through
ideologically driven spacesin more open and uninhibited terms.13.1.97 for
example, resisted the splitting the senses and instead invited a whehodied
participation. The mission of the artwork was to connect images and sounds
of a political protest against the USSR regime with the audiovisuality of the
gallery space, this way confronting the ocularcentric and, to an extent,
patriarchal nature of the gallery. By refusing sensorial divisions and binaries,
it allowed the gallery wusitors to explore the exhibition room as an
audiovisual, potentially awhole-bodied and a socially interconnected site,

rather than purely ocularcentric or individualised.



My approach to ®nic feminism rejects the idea that bodies can operate as
universal. Instead, in line with Sara Ahmed, Anne Carson, Ursula Le Guin and
Iris Marion Young, | propose that our position in the world is inhibited(l. M.
Young 2005) and orientated (Ahmed 2006b). Our sound, as a resty also
becomes conditioned (Carson 1995). Whilst departing from the early
phenomenologists, including Husserl(1983, 1975), MerleauPonty (2014)
and Don 1hde(2007), who admit our bodies and our bodily experience of the
world as global ora-gendered,in this project | conceptualise bodies as socio
EEOOT OEAAT T U BI OEOETTAA AT A EOAI AA8 /0O
thinking, is also bound to social and historical limitations(1995). When |
entered Surrey Gallery to install 13.1.91 for example, | embodied the
exhibition spaceas a gendered subject whose intentionality was inhibited. |
was asked to remove my sound and follow the orders prescribed by the

curator who spokeat me using the father tongue.

Upon reflection, | resistedOE A A O O A éthticed/dice @ndp@ribimed as

a sonic feminist: a practitioner and a thinker who thoughtwvith and through

sound, spoke the mother tongue, listened to her body and embodiedhat

Oliveros calls the globality of soundz all-sound. | used my embodied

experience of the space to confrontthe galley O T AO1 AOAAT OOEA AT A

governance, this way unleashing the socipolitical and embodying potential

L A £ oA AN A s oA = 2z

Through sonic feminist acts | discovered that a different kind of white
exhibition space might be possible13.1.91,when exhibited and sounding
within the architectures of Surrey Gallery, offered a space that is embodying,
a relationship and ceconnecting and temporally active, réher than
individualising, disembodying and timeless13.1.91to the discomfort of the
ears of men, was boisterous and wilful, opposing the splitting of senses. It
became a conceptual and creative intervention against gendering and

conditioning in contemporary gallery spaces and museums today.



0.2. Why the White Cube?

My encounter with the curator at Surrey Gallery indicates that the

soundscape of institutional art galleries today dedicated to modern and

contemporary art is not as open ogenerous as we are led to believe. Whilst

supposedly diversifying in its operations, representation as well as

audiences, whitewashed exhibition rooms, whether they are privately run or

publicly funded, can still be experienced as austere, patriarchal aratular-

leds41 OOA ' Ei AA6O OEET EEIT ch OEA AOAEAOUDPA
176 A ETT A £lO0 OiiAs &1 O AgAipPi Ah EZ£ UI O
too much sound, as thd3.1.91exhibition at Surrey Gallery reveals, you might

be asked to queten your artwork. If you refuse, you might be asked to leave.

The white cube is a very particular gallery constructiorz an ideologically
architectural aestheticand an institutional mechanismthat has conditioned
our way of being with’ art since modernism. Sincehe appearance of empty
bleached gallery roomsat Museum of Modern Art (MoMAN New York in
1929, white exhibition spaces have been called patriarchal, oculated,
autonomous, rational, autonomous, eternal, disembodying, elitis racist,
capitalist and universal (e.g. Elkins and Montgomery 2013, Filipovic 2014,
Grunenberg 1994, Krauss 1990, O'Doherty 1986)mplying that institutional
art spaces have operated as sites of perceptual, sogolitical and economic

limitations.

According to Simon SheikH2009) and Elena Filipovic(2014), contemporary
art spaces can still be experienced as containers for timelessness, autonomy
and disembodiment, as arenas in whichocular AA QAT i I T AEOU AZAAOEO]

6 Whilst there have been a number of wometted conceptual initiatives to subvert the limitations of
gallery institutions in terms of gender and raceincluding the AWC movement and Guerrilla Girlsthe
patriarchal and capitalistwhite cube, ad will discuss in chapter one, the white cube ideology cdimues

to exist successfully Specifically, | will provide case studies oMoMAand White Cube Bermondsegnd

will discuss how these institutions, both as private and public, continue to frame our experience of art
AAAT OAET ¢ O1 OEA »lagE OA AOAAGO OPAOEAT EAA

7 The white cube has consistently conditioned the being of art and the being of the spectator as separate
entities. | will instead speak of being with art, drawing on Jeahuc Nancy's insight that being is never
isolated, but instead that existencés always coeexistence (Nancy 2000).



AOGAOT Al  OAIT OA jted (Bheikic 009D Oréiekd, whétteit ishak
exhibition room at MOMAIn New York, White Cube Bermondsey a private
commercial gallery in London, Museum of Modern Artin Barcelona or
documentabiennial in Germany, these spaces continue to share somethimy i
common z their commitment to the modernist aesthetic. These institutions,
including other privately run or publicly funded galleries and museums
across the West, are surrounded by bleached white walls, square or
rectangular boxtype rooms, unaccommodatiy reverberant acoustics and,
as witnessed at Surrey Gallery, amplified ocularcentrism sa well as
patriarchal control. Such architectural and institutional arrangements, this
project proposes, are not purely functional, but also ideological, and they
have ontinued to shape and, to an extent, inhibit how some of us are

expected display and experience art.

Whilst contemporary white exhibition rooms are becoming more boisterous

and accommodating® the reality, as experienced and embodied at Surrey

Gallery, isdifferent. This particular gallery aesthetic still has the capacity to

isolate, limit and reduce some voices and bodies, including the bodies of

women. WhenA OEOEOT O AT OA 6Gigndd acgdkding hdhe ODAAA
angular, not to sayperpendicular logic dispensed and required by the ey@

(Connor 2011, 129) they arepresented with a set of Euclideanules: not to

talk, make noise, sit on the floor or touch the artworks. Some may only be

permitted to look in silence. The white cube doesot allow distractions,

interruptions or any form of disturbance, including sound. In thel3.1.91

exhibition, her sound, if anything, had to be regulated if not silenced.

As a female artist working with sound in archetypal white cube settingd,
have time and time again been met with gendered silencing and institutional

walls, which have been difficult to cross. | have then struggled to dismantle

& Consider the curatorial programming at4 AOA - T4/ 0JONEG AR (Al 1 h A& aheAgAi pi As
Weather Projecti ¢ tmo qh #AOTe@Aie] (it ¢ d OAIVA FiknABEDDIA offdrell Al 8 O
aesthetic experiencethat exceeds the white cuberadition . Most of the commissioned works, however,

were created by menrather than womenh AT A AT T OAET AA 1 EOOI A O 11 0101 AT
O1 01 AOGAAPA 1T £ OGEA CAi 1 AOU OiiTih OEOOR OOEI 1T DPOAOAT OEIT C
patriarchal and ocularcentric ideology.



them. | have had to negotiate. | have had to abandon my own unique way of
being with art and allow myself to be directed and orientated. | have
repeatedly learnt that my bodily presence, including my mobility and
movements, voice as well as the noises | make or hear, are admitted as
problematic or unwanted. At times, if | talk or cough, | am considered to be a
distraction. If I make too much noise through and about the video artworks |
exhibit, including 13.1.91 | am declared owof-control. My embodied
experience ofbeing with art in white cube exhibition spaces has led me to
repeatedly adopt a position offto OOA 3 AOA | E &nfafledt@lierOA OI
(Ahmed 2017, 57): as someone who is affected, but in an unsound way, as

someone who is out of tune (Ahmed 2017, 40).

Having embodied the ideological limitations of contemporary art institutions
and their gendered soundscapes, in this project | call for a
reconceptualisation of the production ofspaceinsidethe white cube from the
position of sound and gender. Using theorgnd practice, | confront the white
still experienced bysomebodies. To articulate this challenge, | turnto sonic
feminism and consider how the gendered embodiment of sound in
institutional art gallery spaces affects the bodies of seltlentifying women
and what can be done to change the inhibitory power conditioned by white
exhibition walls. Here, | propose thatunless we explore this issue by
combining theory and practice: by way of historiographic survey, bringing
sounding artistic practice and sonic inérventions into contemporary white

cubes, the legacy of this ideologically driven project will continue to prevail.

The mission of this thesisthus, EO O1T AT 1 OEAAO OEA CAIl 1 AOU
socio-political potential beyond the eye and beyond the fatér tongue. To do

that, | situate my soundinsidethe white cube as a form of dissent andsk

what happens if those who operate outside the father tongue refuse to be

quietened, and instead, speak up and noisily resist? Cawur sound, as

produced and experienced by selffdentifying women, subvert the gendered

production of space in the white cub@BY situating the acts of sonic feminism



Z video art and a phenomenology ofall-sound z inside white exhibition

OPAAAOh xA T ECEO AA AAIT A O OOAOGAOO Ol

ocularcentric and rational regime and offer the gallery as a site fawvhole-
bodied and social forms of engagement. Refusing binaries and divisions may
AT 01T Alli1Tx OO0 O OOAOGAOO OEA xEEOA

character and experience the gallery as environmental and as social.

While paying respect to the historiesof women artists and thinkers working
with video and sound & well astheir successful expansion of the gallery in
terms or gender, thisproject proposes doing sonic feminism as a theoretical
and creative practice through which the gendered embodiment osound in
gallery spaces (and social spaces more broadly) can be reconsidered on a
more permanent basis this way forming an original contribution to
knowledge. As an interdisciplinary way of thinking AT A OAT ET C& h
feminism aims to contribute towards the disciplinary fields of sound studies,
gender studies, contemporary art and museum debatedly broader hope is
that this inquiry will allow us to consider how sonic feminism, as a wilful
methodology and a form of thinking, can also é utilised to question the
gendered embodiment of social spaces in broader cultural and soepmlitical

terms beyond the white cube.

0.7. Towards an Aurally Expanded White Cube

Chapter one addresses the origins of the white cube. It askghat is the white
cube project, when did it emerge and how did it transform our way abeing

with art? The chapter traces the historiography of the white cubi relation

~ N s oA s o~ A~

AOAA

Oi

to modernism and offersA A OEOENOA 1T £ OEA xEEOA AOAAS

| demonstrate how different practice-led ventures and movements, including
OEA pwemO AOOEOO xi OEAOO AT Al EOEIT1T AO
art, turned to sound to subvert the limitations d the autonomous exhibition
display. These sounding practices, Mill discuss in the thesis have

contributed towards the mobilisation of the white cube perceptually as well

10
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as sociopolitically, leading me to call for a further practiceled intervention

using sound and video.

Chapter two builds upon the white cube critique and proposes that
modernist gallery spaces are always audiovisual. Sound in the white cube
however, remains undertheorised. The chapter, therefore, calls for an
expansion of aural thinking and considers the white cube from a position of
sound and aurality. It provides acritical overview of theories and practices
that address sound in relation to spaceart, embodiment and feminism and
relates them to the question of the gallery. In sound studies, as the chapter
demonstrates, the concept of sound remains bound to the contexts of sound
art, music or soundscape studies. Apart from a few publications thatedl
with sound in screenbased art settings (Rogers 2013, Hegarty 2014, Kelly
2011), the question of aurality invisualart spaces, specifically its experiential
and socicpolitical potential, remains underexplored. In this chapter |

address these gaps andall for a further expansion of the disciplines.

Chapter three dwells into my conceptual and methodological approach to

this research project. It presents a case faloingsonic feminism. Here, | enter

the debate as a female artist working with sound awvell as a femalebody

experiencing sound and propose thatn order to critically re-evaluate the

xEEOA AOAAB8O EAATITT cUh x dounidGuadsohidbAOEAT A
feminism using theory and practice. In this chapter | consider the methods of

video at practice and listening toall-sound and demonstrate how they help

us to rethink the ideology of the white cube.

Chapters four and five confront the idea of disembodiment and a rational
ocular-led subjectivity whenbeing withart. In Chapter four, | gide the reader
through the conceptual and practical development 013.1.91and present a
case for exploring the issue of bodies in the white cube using sound. Chapter
five forms a critical analysis of the artwork using the method of listening to
all-sound. By tuning my body towards the sound of the artwork, the gallery

architectures as well as other bodies, | demonstrate how the exhibition room

11



can become an embodying ground in which intersubjective relations
between humanand non-human agents can emerge. it all-sound listened

to and accounted for, the gendered nature of the gallery space | propose,
collapsesz the aesthetic site becomes home to all anghole bodies rather

than some or just the eye.

Chapter six and seven call for a spatittmporal expanson of the gallery
through the dimension of all-sound. It proposesthat listening to all-sound
can connect the gallery to further temporalities and spatialities, transforming
the space into an active social ground. In chapter six, | reflect on my
installation project Airport (2015) and a sounding art exhibitionSound/Place
(2015), which I co-curated and participated in. The aim of these two chapters
is to demonstrate that the white cube is an ongoing event exonnected with

a multiplicity of outside worlds that change and transform over time.
Drawing on sociologists Doreen Massey (2005) and Henri Lefebvre (1992,
2004), | propose that due to the relentless activity oéll-sound, the gallery is
O1T AAT A Oi OAOAET EOO OAAAAG aGMbBcdOO8

temporally expanded social ground.

In the conclusion of my thesis, | form a synthesis, in which | propose that with
all-sound uncovered and accounted for bodily, the white cube performs as
aurally embodying z a site where bodies are empowered toform

environmental relations with other bodies in time. Whilst reflecting on the

YT 6

AAOA OOOAEAOR ) DOl bi OA E£OOOEAO OOADPOK A

discuss the intended outcomes of the study.The reflections on the case
studies suggest thatall-sound shouldz as constructed byall bodies rather
than somez leak into and seep beyond the architectures of the white cube
space, enhancing and extending our potential experience of contemporary

art beyond white exhibition walls.

12



1.
The White Cube Project

1.1. Introduction

Like the church or temple of the past,
the museum plays a unique
ideological role. By means of its
objects and all that surrounds them,
the museum transforms ideology in
the abstract into living belief.
(Duncan and Wallach 1978, 28)

The enquiry into the aurality of contemporary art gallery spaces begins with
an evaluation of the proposed research questiog the ideology of the white
cube. 4EA OAOI OxEEOA AOAA8 xAO FEEOOO E

collection of essaydnside the White Cub€l986), where he used the notion

—_
O
),

I £ xEEOA OAOAAT AOGOGE O1 AEAOAAGdsaiiOA OEA
museumss (A AAI 1 AA OEA xEEOA AOAA A OxEEOAnN
OET ¢CI A PEAOOOAR 1T AU AA OEA AO/BBAGEMOAT EI
1986, 24). The white cube could be described as a rather empty and vacant,

interior -wise, gallery exhibition setting surrounded by white walls, with little

to no furnishing, hard flooring and reverberant acousticsThis universal way

of presenting and &periencing artworks can be discovered in private and

public modern and contemporary art galleries and museums across the West

and beyond from Tate Modernin London, Guggenheimn Bilbao, MMOMAIn

Moscow toMuseum of Contemporary Aih Tokyo.

White cube exhibition spacespresent a rather ascetic minimal interior
aesthetic, through which, any exterior distractions, including histories or
details of the outside world, including sound, become extracted/ 8 $1T EAOOU

proposesthat since modernism,art galleries and museumshave adopted a

13



timeless and decontextualised ideology, in which rational forms of oculded
participation have beenC OAT OAA j / 6 $.TBEAAQNUO @ oopedB0 D OT (

summary of what the white cube gallery aesthetigs:

White cube is anemblematic gallery and exhibition space, as well an ideological
field surrounding, of western modernism. The white cube is to ensure the
presupposed ideal environment for the presentation of artworks: white,
undecorated walls, hidden sources of artificialight, polished wooden floor or
homogenous carpet; a clean and discreet environment to reinforce the

abstraction of space and the decontextualization traditionally present in

i OOAGI AT A CcCAll AoOUu OPAAAOG8 Y1 1T OAAO O1 1 AEA O
ensure a kind of timelessness and sacrality to infiltrate the encounter with the
isolated works of art, they are detached from the outside reality, their historical,

economic, and social context% O &énGi(

%O &0 00 A A AleTwdite tulde imPlies that white exhibition aesthetic,
whether it is a commercial gallery or a public modern art music, operates
according to a shared set of values: ocularcentrism, rationalism and

autonomy.

In order to understand what the white cubeis, how it emergedand how it
operates today | will consider the proposed research issue
historiographically and explorewhy white exhibition walls emerged andhow
they have become the dominant form of exhibition display | will trace the
entrance of the white cubeto modernism and the crisis of subjectivity and
will consider how this ideological project re-affirmed patriarchal and
capitalist values.| will turn to the case studies of a norprofit organisation
MoMAIn New Yorkand a private limited companyWhite Cube Bermondsew
London to demonstrate how thex EEOA AOAA8 O OPAOEAIT EAATI
expansion of the arts beyond white walls and bleached gallery spaces,
continues todominate the Western exhibition culture in the silent referential

way.

Whilst navigating through the histories of the white cube, this chapterwill

propose that sound despiteits silencing and exclusionhas played a political

14



and social role in expanding the ideology of the white cube. Here, | Iwi
consider how sound, as mediated through artist-led movements and
practices, has continued to reform and expand white cube institutionssince
modernism. From noisy political interventions organised by Artist Workers
#1 AT EOEIT OF AAOI U x1iAT80 OEAAT AO

galleries, including major art galleries and museums such adoMAin New

(@}
0¢
L.

York or White Cube Bermondsein London, hawe had to rethink their
governance and their way of treating its subjects and objectseven if

temporarily.

More recent temporary sound and audiovisual art exhibitionsinside white
exhibition spacessuch asSonic Boonmat Hayward Gallery in London (2000),
Her Noiseat South London Gallery (2005), Soundings avioMA (2013),
Sounds Like Heat Nottingham Art Exchange (20¥-2018), also showcase
that different forms of exhibition display and experienceare possible. The
conceptual attempts, undertaken byartists, curators and sometimes by
institutions themselves, evidence that sound can serve as a form of
amplification and resistance against the ideological limitations of the white
cube. However, as the case studies BfoMAand White Cube Bermondsen
will discuss these, in many casesare short lived. Despite the resistanceand
abandonment of the white cube aesthetic the ocularcentric,
decontextualised, timeless and patriarchal white cube exhibition aesthetic
still remains the common sense It cantinues to serveasthe unquestionable
truth, consequently framing the majority of contemporary art exhibition

display and experience.

"OEAT 1/ 6$0)BAEOWA GHA 7EEOA #0AAqg 4EA ) AAI
(1986) presented a fierce analysis of modernist museums and galleries,

AOEOENOGETI ¢ OEA AOO OPAAAOGSE AOGOAOA PDPAOO
AOEOGENOA 1T £ OEA xEEOA xistthdoAds of idéolddy A OOU A O
OOCCAOOAA OEAOYg OWOAOU OUOOAI AT 1 O00006AO
desired ends, but ignoring the grubbier aspects of our nature, or disguising

A s L s~ s A A N s o~ A

OEAih EO AOGAOU EAATTT CUBO AAdEker AOOOAAODI
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words, with the introduction of white walls in gallery spaces, the galleries
adopted a very particular ideology.As the case studies of this chapter will
demonstrate, modernism inspiredgalleries have repeatedly applied material
instruments of power to impose ts governance over its bodies in intricate
and subtle waysz they have conditioned, orientated and inhibited certain
bodies, specifically the bodies of womeand ethnic minorities. In this sense,
the white cube has never beenust about the physical spacein which
(Grunenberg 1999, 34 this particular Western construct has functioned as
hyper-ideological since the start, presenting us with rules and conditions

under which we would be expected to operate.

This chapter sets out to demonstrate that the white cubgallery aesthetic
was built on the foundations of capitalist logic and patriarchal structures.
Since the initiation of the modern gallery spacewhite exhibition rooms hawe
served as bureaucratic sites for promoting rationalism and objective forms

of knowledge, trading artworks as commodities for economic exchange.

I AAT OAET ¢ OI ' Aiolih OEA 1 O606AGI EO A Oi
production of commodities in fully devel PAA AT OOCAMRddHo O1T AEAOU
1983,177)8 7 A1 OAO " AT EAIT ET A1 O1 11 0A0 OEAO O

art in the museum approximates them to commodities, whiclg where they

offer themselves in masses to passdyy z rouse the idea that he also must

EAOA A OEAOAS j 101 OAA). EHe whit© beAdsPA OC p ww
Ai 1 OET OAGCETT 1T &£ OEA 1 O0AOGI h 1T AEAOO DPOAAE
OAOi 6bnh EO AgPITEOO OOEA 1AOGOITO T &£ AITO
(Grunenberg 1999, 34).

The archetypal white cube gallery spaceshave continuously called for
rationalist and objective forms of exhibition display, presenting themselves
as patriarchal grounds for aesthetic experienceAccording to Grunenberg,

modern art spaces have actively sought to break away from the salled

9" 001 AT AAOC xOEOAOG O4ddhko p@hidelahriErdl @nvironknénk forEtheOAT A
contemplation of art z without any distraction from decoration, neighbouring works of art, or indeed

AT U AgOAOT Al ET &£ OATAA AO Al 18 jpwwth o108
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@minined features which were present in nineteenth century museum
spacessCh®scAAT 1 AA OxEEOA AOAA8 1 EAAOAOCAA 11TA
AOOTI AEAOGETT xEOE AAAAAAT AAh ET OABEOURh OA
(Grunenberg 1994, 205). This view implies that sensuality and feminine

levity that had beenpreviously felt was be excluded from the modernist

gallery frame. In his sense the white cube gallery aesthetic enclosed its

architectures and called for a very specialised gallery visitor: a primarily

white, middle class man led by individualism and asilent rational mind

rather than a whole-body sensory engagement.

Traditionally, the everyday sound in gallery spaces are supressed. The gallery
visitor is not permitted to talk, make noise or touch the artworks. Social
ET OAOAAOQEIT EO CAT AOAIT T U AEOAT OOACAA8 4E/
white gallery space, intuding the gallery staffz invigilators, security guards
and the management, also tend to be eerily silent. The exhibition rooms
usually accommodate little to no sound, unless sound is granted by artworks.
The overall architectural setting of white exhibiion rooms, then, presents
itself as primarily austere and disciplinedz as if these sites were constructed
primarily for the eye, as if someone permitted them to operate as controlling
surveillance grounds, restraining and isolating bodies, removing voices
commodifying art objects, abandoning histories and eliminating external

worlds.

In this chapter | demonstrate how this particular Western construction for

displaying and experiencing art has supported ocular-led forms of

participation , repeatedly refusing to accommodate sensorial or activéodies

Z bodies that would listen, feel vibrations or potentially embody artworks,

for example. Any senses beyond vision, including hearing and listening,

would be deemed distractions and as a result quietened by medh art

spaces. The consequence of such a regime has resulted in certain subjects,
specifically those stereotypically associated with subjectivity and

embodiment, including @&miniseddbodies, being restrained, conditioned or

at times literally excludedfi i OEA xEEOA AOAAG6O0 AGPAOEAI
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gallery visitor, identified as he,once in the gallery space, would be expected
to leave his body outside and instead enter with their disembodied eye
switched on. Oncein the gallery space, he would be allowe to look and

explore the rooms in a solitary manner.

The white cube however,has not always been white ora cube. Before the

appearance of white exhibition halls, galleries and museums operated as

hustling and boisterous grounds, in which noises and gthms, whether

through social interaction, cacophonous interior design and furnishing as

well as bodies sharing the space, would manifest (Maak, Klonk, Demand

2011). With the entrance of new modern art spaceguring the first half of the

twentieth century, for exampleMoMA(est. 2019),Whitney Musuniest. 1931)

and Solomon R. Guggenheim Muse(ast. 1939) in New York|CA(est. 1947)

in London and The BusckReisinger Museunm Harvard (1903), the sounds,

colours and soft furnishing were abolished andreplaced by an empty

bleached cube After WWII, however, thegallery interiors have started to

shift and expand, moving away from white gallery rooms towards alternative

venues and sites, as acknowledged by Charlotte KlorfRO09) and Ressa

Greenberg (1996). According to Greenberg, the insurgence o@lternatived
gallerysetingsh ET Al OAEA CE BOEDAAGEEAEOET 1 Oh Al AA
artist-OO1T CAI1 1 AOEAOG EAO 1 AA OI OOEA EIT AI OOEI
and race and the position- geoggA DPEEAh EEAOAO@EEBeng OUDIT | T (
1996, 350). The exceptions to the white cube includa cooperative run space
FOOD(1971-1973) in New York, The Kitchen set up by video artists Woody

and Steina Vasulka in 1971 in New YorK;he Living Art Museuntest. 1978),

an artist-run museum in Reykjavik, as well asTransmission Gallery

established in 1983 in GlasgowWhilst the work of these noninstitutional

spaceshas been crucial, as they have addressed some of the social, economic

and political issues that had been previously suppressed or ignored in the

white cube frame, most of these projects have had to simply flee and set up

initiatives outside of their governance.
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Whilst major contemporary art institutions, including Tate Modern have
started to adopt more inclusive interior techniques, avoiding the classic
@hitenessdthat is often associated with elitism and white patriarchythrough
OEA 1 OOAOI BA 168 ONIAkes FehsbrneEddtémpOranivisual
art institutions, as the case study oWhite Cube Bermondseyill reveal, still
follow the samemodernist regime, consequently shaping the art market and
culture. If anything, as pointed out by Filipovic, the white cube condition is

only becoming bigger than ever before and is expanding globally:

Fast forward, virtually everywhere, sometime here ad now. Like

modernity, the white cube is a tremendously successful Western export.

)y OO POOAOGEOGA 1T AOOOAI EOU 1T AEAO EO A OAENOE
for artworks in museums, but also for galleries and art fairs that
transform commercial environs into what look more and more like mini

museal spaces (2014, 46).

)T &EI EDPI OEA8O OAAEITTEICh OEA Agi AGO £&EOI
environments have not necessarily resolved the problem that has been

systematic at its core since thantroduction of the white cube, as almost a

century later, the same laws aretill present and can befelt when being with
atinmanyCAl 1 AOEAO AT A 1 OOAOGI 68 ' O AOCOAA AU
is [still] conceived as a place free of context, where time and social space are

thought to be excluded from the experience of artworkslt is only through

the apparent neutrality of appearing outside of daily life and politics that the

works within the white cube can appear to be selAT T OAET AAS | ¢cmnu
SEAEEEG O OE A x bdedpite e ditiqie] tike Avhite €dlieAdéology

still operates inside art institutions and it continues to dictate how we

connect to art.
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1.2.The Entrance of theNhite Cube

WE LIKE MODER e

N ART sec

Figure 1, Exhibition view, We Like Modern Art, MoMa, Dec 27, 193#n 12, 1941, photo: THduseum of Modern Art
Archive, New York

The history of the prescribed archetypal ideal white exhibition container
could be traced back to the beginnings of the twentieth century, specifically
the entrance of abstract art as well as the initiation of moderart institutions
such as the Museum of Modern Artin New York, USA.The existent
historiographic accounts reveal how the shift in the artistic tradition

presented the need for a transformation in terms of museum display.

According to Charlotte+ 1 | 1B&ate add after the First World War, there

was a desire to show pieces of art against a background with the greatest

possible contrast to the dominating colours of the paintings. 8 ¥ 4EAT ET OE,
1920s discussions in which white received connotatins of infinite space

OOAOOAA O1F AiI AOCAh TAETITU AilTlc #11000

$AIATAh +1TTE AT A -AAE ¢mppQ8 4EEO

environment for exhibiting and experiencing art was called fog spaces that
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AT O1 A 1 A££A Oim@ddiate, GoRdentritdd Qidwing experience than
b O A O E (Géuehbgrg 1999, 28)

Modern art museums began to operate as a very particular institutional

apparatus, structured with a capitalist and patriarchal ethos in mind,

introducing a set of strategies that would dictate the display and the

experience of art. White exhibition rooms and with that, their institutions,

according to Graham and Yasin, became elitist and fetishisgispaces of class

AT A Db OE @dedlyA @gkrped Qvith division, Herarchy, elitism,

I AEAAGEEAEAAOQET T h AT A DPOT Al A{GhkhiemAndOAT AOET |
Yasin2008, 159). 07 EEOASh OOEOEAI Aé6h OOT AAAT OABGAA
AT A OE %a dpbifishout fn@.), suggest that white cubes have carried a

level of uncomfortable sterility and discipline since the start.

Modern art museums and galleries have followed a specific ideological path:

they have used visuallyled techniques to attract the disembodied rational

eye, consequently presenting themselves as primarilyocularcentric
spectacles, removing anything that would exed the eye from its
experiential spectrum, including the tactile and sounding body. Graham and

Yasin argue that by controlling its experiencing subjectsnodern art spaces
servedAO Ofr 8Y Al A@OAT OEITT 1T &£ OEA AT111EAI |
functions of collection, objectlil OAAOET Ch A(Grhamh AnQ 9&SIOET T &
2008, 164). White exhibition rooms, in that sense, became both
representational and objectifying, turning any bodies that would enter their
architectures into objects for an eyded contemplation. Even todaypnce a

gallery visitor enters a room surrounded by four whte walls, a certain way

of being withart, as demanded by the surrounding ascetic landscapzgn still

emerge. In a classic archetypal white cube scenario, thgarticipant is
authorised to move slowly in isolation and gaze at the neatly presented

artworks in a disembodied ocularled manner.

By imposing isolation and individualism, the classic modern art museum has

been able to create a fantasy of arf@eald aesthetic arena (white,
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uninterrupted and unquestioned), in which rational participation could take
place. In a way, an archetypal white cube could be compared to a religious

sanctuary, overpowering, immobilising and controlling the viewer. As Brian

/| 681 EAOOU OOGCCAOOO( is @dhstructed aloAgOlawE @OY CAT 1

rigorous as those for buildingal AAEAOAT /| AEDPABAYiHE WY @

continues:

The ideal gallery subtracts from the artwork all clues that interfere with

OEA EAAO OEAO EO EO A0OO88 4EA 1T OOOEAA xIi
are usually sealed off. Walls are painted white. Theeiling becomes the

source of light. The wooden floor is polished so that you click along

clinically, or carpeted so that you pad soundlessly, resting the feet while

the eyes havegicy AO OEA$S xBAOQAY.j pwy o

Duncan and Wallach als)AOCOA OEAOd O- OOAOI 6h AO 11

monuments, belong to the same architectural class as temples, churches,

shrines, and certain kinds of palaces. Although all architecture has an
ideological aspect, only ceremonial monuments are dedicated excluslygo

E A AT 1Durgan@&ndjwallaci 978, 28). These sites insist you perform and

act in a certain way. The white cube, specifically, asks its participants to bring

their eyes and leave their bodies outside. The bodies of the gallery visitors as

a result becomean odd piece of furniture (/ 8 $ 1 E 2086018)h

#EAOI 1T OOA +11T1TEh EI xAOAOh AAI 1O /63%1 EAO
AAAT Ag Or8Y OEEO 7EEOA #OAAh A 1T UOE OEA
has since dominated our understanding of moderrart museums. A closer

look at the history of museum displays shows that although there had indeed

been many experiments with white walls in museums since the 1920s, a
uniformly hermetic room with four walls and a stable function and meaning

never existed (Klonk 2016, 67). She continues to suggest that museums
transform according to social change and altetheir meaning accordingly.

21T AAOOA 31 EOE A&AI1T11T x0 +Ilgdrijatt @@ plDl0EO AT A

galleries today are more fluid than we might think. She argues that due to
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The critique of the ideology of the white cubeAAODE OA / dythf EAOOUG O
remains present. According to Niklas Maak, hen insidle OEA CA1 1 AOUd Ol
experience of visiting museums and galleries is traditionally characterised by

the quastreligious atmosphere: nothing is to be touched, one is rather quiet

and reverent,nobodd 1 AOCEOh EO EO AAOEI U OOEI T h 11
(Demand, Klonk and MaalkR011). Such techniques of control, as performed

by the white cube architectural setup, havallowed the space to reinforce its

dominance over artworks and its experientng subjects; an exercise that has

authenticated the ideological power of the institution.

This, Klonk proposes,has not always been the casd OET AA OEA AT A 1,
eighteenth century, when museums turned into widely accessible public

spaces, they were pparently used not only to cultivate relations with objects,

AOO Al O x DérEandDKIohkEahd 1@e@ki011). In other words,

before the entrance of the secalled white cube, museums and galleries

served as primarily social sites, in which more sporineous bodily

encounters wouldoccur. Whilst the museums of the pravhite cube era were

still problematic in terms of gender and class, the spaces for experiencing

artworks did allow more bodily interaction and social mobility, consequently

producing different sets of experiential architectues whenbeing withart.

From an architectural perspective, the eighteentkcentury art spaces were
filled with softer furnishings, more comfortable seating and more®haotich
exhibition display, this way welcoming distractions and consequently
bringing the outside life and its temporalities into the museum architecture:

human chatter and clatter or bodies moving in space, for example.
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Figure 2, Martini, Pietro Antonio, Exposition au Salon du Louvre en 1787, 1787. Wildenstein Institute, Paris

Pl

Figure 3, J. J Grandville, An Exhibition Gallery, lllustration for the book Un autre monde, Paris, 1844
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shortly after it opened in 1838 in Trafalgar Square to &ve picnics or teach

their children how to walk. It was simply a public space in the midst of the

AEOU OEAO x1 Ol A OADPI ARQdnand Kbnkand Meak T T  OAET
2011). +1 T T EB O OEAx predagder maudedms Gid AcD serve

austere and disciplined environments as such, even if it operated according

to elitist and patriarchal principles. In other words, the spaces for collecting

and experiencing art before modernism did noteliminate all of the senses

beyond the eye or presehthemselvesas a primarily ocularcentric site. Thus,

we must further ask, what led the change? Why did modernist art spaces

introduce sensory and social disciplining? And more importantly, why the

eye and not the ear or the rest of the body? In order toddress these

guestions accordingly, | situate the ideology afhe white cube project in the

context of modernism and the @odernd subject and question how the

@odern way of thinkingdhas impacted the initiation of the modern art

institution.

1.3.Tracing the Entranceof the White Cube

The white cube ideology emanated in line withthe crisis of subjectivity

during the modernist era. ! AAT OAET ¢ O1T *1T1 A £EOIEhR |
i TOAT AT O T &£ 1106AT AT OO xEOE Al ET OAOEAAA
ET OAOPOAOAA AO AT EOOOA ET AOEOEO 1T & AOI
2003, 147). The emergence of new technologies as well as the manitason

of industrial capitalism during the nineteenth centuryled to a reorganisation

of knowledge, communication and subijectivityln his discussion of the role

of politics in modernism, Frank + AOT T AA xOEOAOGd O! 6 OOAE C
notable urgency inthe proclamation of a break with the immediate past, a

OOEI OI AGET ¢ OAT OA 1T &£/ AOEOEOh 1T &£ Al EEOO
2014, 2). As a resultmodernist thinkers and makers called foran Qpdateds,

or New gpproach to obtaining knowledgez a form of knowledge that was led

by rationalism, objectivity and individualisation, consequently re-imbuing

the power of the patriarchal social order
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associated withfluidity, decadence and soft forms of knowledge production,

as exercised by the previous cultural and scientific practices during
Romanticism, would be deemed as no longer adequatélabermas has

demonstrated how ([1985] 2015) modernity served as an embodirant of

Enlightenment and the Enlightened thought, with rationality and visuality

praised as unquestionable and as truth, whilst subjectivity and bodily

encounters, stereotypically associated with the feminine, wuld be

marginalised. A feminist response tathis precise historical shift denoteshow

the crisis in representation as well as the loss of the subject during modernity

EO 1 ETEAA O OEA OAOOOAEITesi(iogs) orE A EAT ET
example, demonstrates how the female subject was plkaa in an oppositional

duality with the man, deemed as outside of reason, as the Other. To quote a

AAT T OO PAOOACA AU 3BEITTA AA "AAOGOI EOq O(.
ZOEA EO @@edvoit 10% £6)mon-subject, nonperson, nonentity.
Rita FelskiAT OT 11 OAGAOEAOYS6068Y OECI EAEAO fr8Y

economic processes as industrialization, urban expansion, and the increasing
division of labor associated with the development of capitalism, but also the

epistemic shift towards a secularized worldview exemplified in the

AOOGEAOI AGETT 1T &£ O1 EOAOOAI EUAAT A AT 1T AADPOO
(Felski 1989, 47).This view implies that whilst the logic of modernity offered
A OPOI COADAEREPAREEI 1T &£ I AT8 j EAEA8Qh EO

xT T AT380 O1T AEAT AT A DIl EOEanAds arésOlidiotA AOE OE O
equal. This view implies that modernism, served asOET EAOAT 61 U OAOQOI
ATA TPPOAOOEOAG j &A1 OEE pwywh Tt ywgs

In the context of the arts, nodernity offered a new conceptual and critical
thinking Gpaceacross the West granting the idea ddubjectivedfreedom and
progressive radicalism, empoweringprimarily white male subjects to return
to their egos, to seHreflect and to question their individual unique

existence!® Whilst on one hand modernism promoted a liberation of

wi AAT OAET ¢ O1 1
AT AAAOGT 608 ¢ 8Y )
tradition loses its hold, and the mo

OET T U ' EAAAitletity bdcon@@& 4 reflexivéd obghnédE O1 ¢ Or 8 ¥
T T TAAOT O1T AEAT 1 EZAR OEA TITOEIT T A& 1E
re daily life is reconstituted in terms of the dialectical interplay of
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individual subijectivity, on the other hand, this cultural phenomenon
coincided with the rise of patriarchal and capitalist logic, placing its now
presupposedO EQubjkdis under a new social regime a system that would

condition and commodifythe modern space and time.

The first modern art gallery spaces, includingloMAiIn New York, adopted

these patriarchal and capitalist attributes.The first white exhibition rooms

accommodated the needs of heteronormative middkelass white men rather

than women. For example, the gadry rooms would remove any architectural

AAOAEI O OOAOAT OUPEAAT T U AOOTI AEAOAA xEOE ¢
or colour, with artworks hung at the eye level for the rational pleasure of the

eyes of men. In the case dloMA for example, arttwolr A AA D OAOGAT OAA AC
OOEEFEAEAT O OUIATT O T &£ EOAAATT EIT A AADE
7TEEOT AU "8 "EOEAOOh AIECT AA PAOEAAOI U x
emulated by museums and businesses alike (Birkett 2012, 75).

The early modernarti OOAOI 80 1T AOAOGOGEI T xEOE OOAOQEIT 1
x EQOE 1| 1T A ¥isDaldE exilds-Iéd culture. Jonathan Crary proposes that

modernity was founded on capitatled spectaclesHe contends that whilst the

modernist way of thinking sought to assertandd AT OOAT EOA OEA OOAEA.
DAOAADPOEI T h OEA & OAAO T &£ 11TAAOT EOU xAC
necessity of making subjecseeput rather on strategies in which individuals

are isolated, separated, anéhhabit time AO A E OA | BCrary B00R A5 j

In other words, # OAOUS O OE A smoderhitp seBvddCas dliroader

ideological apparatusreinforcing a particular capitalist ocular-led system

O AAO xEEAE OOAEAAOO x1 OI A TPAOAOGAS8 )1 2
OEOOAI EOU xAT 00 11 OEETC 11T 0OA OEAI o}]
accommodating the needs of me(Krauss1994, 22). This statement implies

that modernism and the modern way ofseeing was not an unembodied
construction; it was not detached from the effects of poweBYy asserting that

N s ~ z =z

i TAAOT EOI OxAT OO68h +0OAOOO0 EiIi PI EAO OEAO

the local and the global, the more individuals are forced to negotiate lifestyle choices amongst a

their own being and reflexively organise their lives.
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modern era, through politics, art and culture, thus, served as a powerful

institutional apparatus, reinforcing itself through spectacles and visual

attractions aimed at the consumerist and commodifiedmasculinised eye

rather than sensing bodies.

It was the objectively controlled and the rational patriarchal mind, rather

than a sensingdDi AOAOT A1l 8h OOEA [ UOOEAAbody j &A1l OEE
that became incorporated into the new capitalist system. The rest of the body

would be deemed a servant, a labouringool utilised for production; a

machine operating under the governance and the dominance of the spectacle.

In Tim Al 00011 ¢60 OEAxh xEOE OEA DOT AAOOAO

AAAAT A OOEA OEOA 1T &/ ATEI Al 1 AOOOA xEEAE
(Armstrong 1998, 2), directed and ledby capitalism. Thus, with the new
Oi T ARG T &£ AEOAOI AGETTh AiTii Ol EAAOQEITh

OAOQET 1 A(crard 2odeEi4) 81  O1 A AIO@AI Ohedsgnsdrially
repressed modern subjectswould evolve acording to the logic of capital
whilst other bodies, including the socially deemedfemininedbodies, would

be used as tools of labour instead.

The socioepolitical shifts of modernity began to resonate within the early
avant-garde of the twentieth century. Composers, visual artists and
performers, primarily men, became energised by the forces of
industrialisation, technological advancementsand the reawakening of the
self. They started tochallenge and critique the traditions of Romanticisnthis
way expandng their artistic practice towards more technologically driven
experimental domains. An Italian futurist painter and experimental music
composer Luigi Russolo, for example, demanded for an inclusion of noises in
music. He wrote a manifestan which he argued that the past was nothing
but silence (Russolo 1967, 4. Hebegan to build noise making instruments
Intonarumorih  x EOE O Eednquérihd ifinite vabidtygpf nGisesounds

28



(Russolo 1967, 6} Experimental music composerArnold Schoenberg, on
the other hand, chose to abandon classical Western harmonies instead
moved towards free atonality. A French composer Edgard \&se called for a
I EAAOCAOGEITT 1T &£ O01 01 Ah AOGCOET ¢ OEAO(
of melody ©© ET OAODI A UVaies&ant WeniCRURgA196®, 1). In
visual arts, a Russian born artist Wassily Kandinsky began to experiment
xEOE O 61T A OEOI 6CE Ei ACAOR AAITEIC A O 6
AAOOOAAOQEITT AT A EI Acdp,] ThetdrtistiisGne haadd OEA E,
xEEAE DI AUO r888Y O RNénihg KandrSZ0B00ET T O 1 A

17). Artists Oskar Fischinger and Alexandetaszlé createdFarblichtmusik

On
O
mr
T
O

performances, which explorel the relationship between moving images,

sounds and light. Inspired by ®nhodernd ideas and ideals, including

iTAAOT EOCI 60 AT i T EOI AT O O OAOEdivelA]l EOI h 1
thinking, the new avantgarde art movements, including Futurism, Bauhaus,

Dada and Russian Constructivism, advocated more radical, progressive and
future-oriented artistic expression, consicously removing themselves from

the aesthetic limitations of the past. Such a conceptuatawakening of the

self in the arts meant thatany sentimentalism, nostalgia or glorification of the

pastz a form of past that would be associated witliemininity and sensuality

of Romanticism, would behidden or deemed unwanted

The technologydetermined cultural transformation advocated a renewed
form of rationality that would serve the objective mind and with that, the
socially prescribed @nasculined subjects. Others, including those deemed
Bubjectived would be consequently removed from rationally driven
explorations in the early avantgarde artistic experimentations. It is
important to acknowledge, however, that women, even when working within
the peripheries and outside the avant-C A O AfAtgeO tongue, formed
experimentations outside of the technologicallydetermined conceptual

realm. Artists, including Mary Ellen Bute, Pauline Oliveros, Daphne Oram, Lis

11 The FRuturist Manifesto, initially written in 1913, initiated an avant-garde movement that was
primarily led by men who followed patriarchal and authoritative voice. Their mission was to be radical
and be violent, this way reestablishing their power in terms of leading the future. By removing
themselves from the past, they would also remove any feminine traits that were carried throughout
Romanticism. The idea was to glorify violence and war, this way retaining their patriarchal power.
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Rhodes, Joan Jonas or Alison Knowles, to nameery few havecontinuously
pushed the disciplinary boundaries of art since modernism, experimenting
with images, sounds, silence, transfming non-musical objects into
instruments, drawing sound on film and questioning the potential of
soundscape. Some artists have used sound and images as a way of challenging
the gendered silencing, whilst others pushed sound into more expanded
conceptual and critical domains. The technologies that emerged during
modernism enabled women artists toamplify their presence as creators and
thinkers. Technology in a way,was also usedform of ammunition against
bodily inhibition, the endemic sexism and the onging institutional exclusion,

which | explore further in this chapter.

The avantCAOAAB O AT 1 AAPOOAI ABPPOT AAEAO O1 A0
OOAT O&I Oi AGETT 1T 4&£ OEA AQGEEAEOEIT AEODI Al
being withart. The classic museumdor example theLouvrein Paris and The

Metropolitan Museum of Arin New York,were now considered as limiting

and regressive, thus, more modern and futur@riented gallery rooms that

could accommodate the newly emerging visual forms of art, including bism

and abstract art, were called folinstead.12 The new modern art museums of

the early twentieth century, including MoMA and Whitney Museumn New

York, aspired to redefine themselves as progressive and forwarbboking

grounds, offering uncomplicated and bare interior design, presenting

themselves as threedimensional blank canvases situated outside a

particular time or space8 ! AAT OAET ¢ O #U0OOO - AT AOOAE
achieved by displaying artworks on plain white walls. This policyhad

stemmed from an impetus to create neutral spaces for art display. Small

oriTi 6 AAOGI GAA OF A BDBAOOEAOI AO AT A ETA
12 In the context of the Metropolitan Museum of Art, for example, Alfred H. Barr, Jr., the founder and A

AEOOO AEOAAOGI O T &£ -T-1h x0O1 6Ad 0O&I1 O zKdrdpoliadhds AT UAT UA/
AAAT 1T mOAT AOEOEAEOAA AARAAAOOA EO AKE A OI0IO6 MAOAA EOBA A%l OF

(Quoted in Manasseh 2009, 59 UO OO - AT AOOAE A£OOOEAO OOCCAOOOg O6"uU OE/
of various new movements in art, which had required a new approach to cataloguing and classification,

would resultin seriousD OT AT AT 6 £ O OEA - AO0O0OI PiI1EOATSE8O0 AiIT1AAGETT A
attempts to supplement a historic collection with contemporary artworks from the Modernist period.

The Metropolitan had, overall, strongly reflected the classical outlookherent in museums such as the

, 1 OO0OASE - AT AOGOGAE qnjuoﬁ vwd8 4EA Al AOOGEAAI I'()OAinﬁ
OOAT O1 EOOGETT 1T &£ OOEI 01 AGET ¢ AT A OAAOITAAT A AOOEOOEA OO0
2009, 64).
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environment would be designed to create an intimate experience for visitors,
who would be encouraged to respondd the artworks in a personal way
xEOET 00
2009, 65)13

~

T £O0O0ET 1T xEOE OEA AT OEOITI AT O E

The drive for clarity, simplicity and disembodied forms of engagement

AAAAT A ET AOAAOGET ¢clI U APPAOAT O wriigndEA 11T AA
Such spaces became sanctuaries in which the eye would lead, and white
masculinised bodies would follow. Thewhite exhibition rooms galleries

enclosed their architectures, by way of their design, to those external

influences conceptually as well as physically, transforming their grounds into

@ealdx EEOA OAT AOOAOEAO8 ! O AOCOAA AU ' 00T A
spacest 8 provide relief from the bustling metropolis outside and, more

AOT AAT uh  £EOT I OEA | AOAOEAI xI Ol A 1T £ b
(Grunenberg1999, 34). The white cube frame an aesthetic vacuum, instead,

createdits own authority -governed experiential economy system

1.4. FromMuseum of Modern Ao White Cube A
Question of Ideology

In order to grasp how the ideology of the white cube project manifested itself
through practice, and more specifically, how it has shaped exhibition display
and our ways ofbeing wih art since modernism until today, in this section |
consider the histories and operations of two major art institutions:Museum
of Modern Art,which opened in 1929 in New York and is often regarded as
the first white cube institution and White Cube Bermondseyw private art

gallery which was set up in 2011. Here, | form an analysis of the twidlassid®

13 In her discussion of MOMA, Manassebrguesy, O- 1 -180 AEOAOEI ET AOGA -Al El ET AGEIT
AAT 060U i1 AAI OEOI OCE EOO O7TEEOA #0OAA6 DAOAAECI xi O1 A
at eye level (or just below it), compelling visitors to stand ina fixed position in order to examine
individual artworks as unique specimens (rather than as wallpaper). This method would contrast
uncompromisingly with the method employed by traditional nineteenth-century museums, which

displayed their paintings by filling the wall space from top to bottom with pictures. This created a mosaic

ArErEAAOG AT OAOCET C 1100 1T A£# OEA 1 O606AOI xAll18 f8Y "U AI10
-1 -180 OPAOOGA AgOAKIENTOOAT WEIAEDROAIAG OERGAmeRIItle xEEAE AC(
AOOxT OEO xEOEET A AAAT T OAGOOAI EOAA AT OEOI T 1 AT 68 j - AT AC
vOOPAAA xEOE xEEOA xAi 160 ATA A PITEOEAA xiT A A 110 160
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white cube art spaceswith the hope to uncower how this spatial ideological
construction has evolved whether it is still present in publicly or privately
art institutions, and where it sits in relation to contemporary art culture

today.

1.4.1. The Inauguration of The White Cub&luseum of Modern
Art

Museum of Modern Arserves as one of the more pertinent examples of the

modernist white cube aesthetic and, as a result, its ideologyloMAcould be
OAOAAEOAA xEOE AOOAAIABOEAT CETGERROT ABDEOA AR
(Grunenberg 1999, 26). Founded in 1929, unlike its predecessors, the

museum offered a different and at that time rather radical approach to

exhibition design. Gallery rooms were no longer surrounded with intricate

furnishing or multi-layered interior. Instead, each space was presented as
predominantly empty, consisting of little to no furnishing, with paintings

neatly hung against white walls. This mode of exhition display has allowed

the museum to promote the idea that art experience did not necessarily have

to be social and could be experienced more sai¢flectively in isolation.
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Figure 4, Exhibition view, Robert Irwin, MoMa, O24, 1970- Feb 16, 1971, photo: MoMa Archive, New York

MoMA adopted modernist ideals and applied rational and selfeflective
minimalist design to its architectures as well as its operational structure. In

a way, the museum used modernist aesthetics assaurce of inspiration for

s A s oA A~ oA s oA

-1 -180 1TAEAAGEOAOG &EOI I OEA 1 OOOAG EAA AAAT Ol
parallel with the culture, politics and economics of America. Through its

advancedmarketing, publicity strategies, and relations with various corporate

ODPiI 101 00 f8¥h EO xT Ol A POT I T OA ATA 1 AOEAO %OOI
as commodity. As both a privatehj x T AA AT OAODPOEOA AT A O1 AGET T Al
-1 -180 Pl AT O x1 Obésha péknanedtimusdediofribleini art,

xEEAE x1 OI' A AANOEOA AT A AEODPI AU O OEA bOAI EA
works of arO §Manasseh2009, 62-63)

Grunenberg further argues that MoMA O OEOOAI EAAT OEOU O A&0I1
effective manifestation of its modernist principles and internationalist
outlook. The building represented a radical departure from the templdike

museum architecture that dominated the United States until after World War
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2: no ceremonial staircase but access at street level; noagdiose columns

AOGO A &1 Adh Al AAT AEAAAABrurerbég19eb,83DE x EOE
34). MoM O  Q EnGiiid dense, was clearto remove itself from the
romanticised ideas around art and its ceremonial celebration.Whilst

initiating a spaceorganised and run with a set of laws and conditions,

however, the museum became a unique containeg a solitary religious

ground promoting modernist ideas and universalising our nowGhodernisedd

way of being with art.

MoMA,in line with modernity, implemented bare interior design as a way of

materialising the senseof timelessness, autonomy and aesthetic idealism.

The institution introduced white walls, little seating, no talking and a no
DPEAOOOA pPIiTEAUN EO & OIi AA A OAOGEAO AT T C
involvement in the surrounding exhibition spaces would ke directed. When

reflecting on MoMAG architecture in 1939, art critc Henry McBride

AT i1 AT OAAd O! bPAOAT 01 Uh ET OEA TAx 1 OOAOI
up, look quickly and pass on. There are some chairs and settees, but the
machine-like neatness ofOEA OT T 1 O AT AO (MéBfde ®O7OE OA OAD
371). - | - ¢ machinelike interior design generated a sekreflective and

disciplining quasi-neutralised setting, which would advocate for aesthetic,

O1T AEAT AT A OAT 01 ou Al EAT AOGET T8 4EA 1 OO0OAC
context from which the socalled interrupted, direct and, as envisaged by the

institution, ideal eye-led aesthetic contemplation, wouldemerge.

4EA | OOAOIi 60 AOAEEOAAOOOA OOEI EtBAA T AOI A
level of presupposed idealismallowing vision to function as the primary

sense and control the rest of the body. A gallery visitor would not be expected

to listen or bodily participate in the works presented. Instead, she would be

OT1T A O OEOOAIT U T AOGAOOGA8 'O +11TTE Agbl Al
stage with the design of reverential entrance halls and exhibition rooms.

They were sumptuously decorated but ween't intended to distract from

OEAx ET C Dériadd KIAn®&nd Mgak2011). This was evidentin T - | 8 O

case. In order to remove any potential distractions, the museum, through
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architecture, reinforced visually-led aesthetic observation as a technique of
control that would allow the institution to discipline how the participants

would engage with exhibited artworks.

Whilst built on ocularcentrism and rationalist ideals,MoMAalso functioned

as a socigpolitically problematic institution. To begin with, the museumwas

introduced as a primarily capitalist venture with the intention to turn art into

A £l ol T &£AIiiTAEOU ATA POI AOAO8 3A0 Ob A
O1T AEAT A1 EOCAG | ' O0OWAbIAWED § very gastiolar o ¢ Qh
capitalist business model. It became a cultural emporium for collecting and

trading what the founders considered to be high class art. Even though

MoM®S O OEOETT xAO O DOil OEAA OA AT i POAEAI
OEOOAIT AOI OO0OAG ' OOT dudlyAtlisOnstitupowesesia o ¢ Qh Ol
set of capitalist codesz from applying particular marketing strategies to

investing into collection acquisitions z as ways of establishing itself as a

I AAAET ¢ OAOOGEAA AT A CiTAO j A0OOxI OEOQ bDOI
run with all the efficiency of a business competing in the capitalist economy,

but the political activities of its trustees sometimes had a direct impact on the

i OOAOI &6 ' 001 AT AAATC A Ol h AGCGEAO AOCOAC
multifarious activities and attempts to monopolise modern and

contemporary art, would be enabled through, and stimulated by, an

efficiently run business, which gradually would create enormous wealth for

many of its foundel®O AT A ET OA O OJ0@(6d). MoMAARUA el E

a business corporation, this way becoming whatllan Wallach calls: O A
OAENOEOI 60 OuUi Ail 1T /&£ Al Oobl OAOGA 11T AAOT EOQU

Managed and run by private investorsMoMAaligned itself perfedly with the
capitalist frame®* The museum was located in a shopping district at the heart

of Manhattan. It branded itself as an accessible venue with the works of art

15 Businessmen and philanthropists, including Anson Conger Goodyear (the president of the Great
Southern Lumber Company), Paul J. Sachs and Frank Crowninshield became the first trustees of the

museum. The first appointed director was Alfred Hamilton Barr Ji AAT OAET ¢ O1T ' 001 AT AAOC(
many other museums in the United States, MOMA was founded by wealthy private benefactors and its

OOOOOAAG AiI T OET OA O1 AA OAAOOEOAA &EOTIiI 11 AOCEAABO O1 AE.
the museum and, especiyf through the appointment of leading staff members, exert influence on its
AGEEAEOGETT DI 1 EAUS |j' 001 AT AAOC pwwwh oc¢Qs
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AEODPI AUAA ET A Al AAO AT A APbPOT AAEAAT A 1 Al
departmend OOT OAS ' OO1'A0 NAKCA dQdudh AGq@®Bi AT O
that MOMA became a niche supermarket for trading and experiencing art.

Indeed, whilst strolling through the shopping district, anyone could choose

to escape the boisterous New York streets, egrt the architectural solitude

AT A OAOUd A DPEAAA | £ OEA AomtAisenkd, AA AO |
by offering the experience of art as a form of commoditythe museum

imposed its own trading system, presenting itself as a business and a service

provider, acquiring art, offering entertainment and selling cultural

experience.

In order to maintain its ®Ghop-likedstatus, MoMA developed a number of

strategies that would direct and manage their visitors. Once in the white

AOGAAR &I O AgAi bl Anh OEA 1 OOAOI Cci AO x1 OI A
trade structure: they would purchase admission tickets, follow guides and

curated routes when exploring the exhibition rooms. By submitting

themselves to the guidelines, as authosed by the museum, the visitors

xT O1I' A AOOAT OEAI 1T U CEOA Elcapibiist ragimd | OOAOI
With the entrance of MOMA, experiencing art collectivey was no longer an

option, as the visitors were expected to explore the space in an isolated
confinement and, consequently, in silence. This form of experience was

offered with the price of the ticket.

Since its opening in 1929MoMA conformed to the patriarchal social order.
Whilst there were a few women associated with the opening of the museum,
including patron Miss Lillie P. Bliss, trustee Josephine Boardman Crane and
the first film curator Iris Barry appointed in 1935, most of the trustees,
patrons and directors were men, including the first appointed director Alfred

H. Barr, Jr. as well as trustees A. Conger Goodyear, Paul Sachs and Frank
Crowninfield.'® This meant that the museum placed primarily not womeror

ethnic minorities but white men at the tq of the institutional chain to lead

e}
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16 | AOIT | EEOCOI OU T &£ -1T-180 <ci OAOT AT AA
https://www.moma.org/about/who -we-are/moma-history
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and direct. According to GrunenbergMoMAET OACOAOAA 11T AAOT AO0O
i ATA OPEAOA T &£ POI AGAGETT AT A AATTTi1IEAOGG
OOAT O&I O0i EO OET 061 Al AARAOOGEAOGEAUuAAAADOAI]

AEOOOOAET ¢ O BAneabkerdl1B94,205), which o ihis dase, was

informed by patriarchal power structures. The writer further suggests that

-17-1 OOAOGAAI AA OEA ETEAOAT O 1 AOGAOQI ET EOU
Al O Al EOO iBid).OThé Bpérktidnaldstrugture of the museum

suggests that the institutionconformed and to an extent extended the already

deeply ingrained patriarchal regime that had been visible and felt in art and

culture for centuries. By offering autonomy and prescribd social order, it

reiterated the gender inequality that was becoming increasingly visible in art

ET OOEOOOEITO "OEAT /86%$1T EAOOUhRdrawE AT AOEC

our attention towards the question of themodernist gallery visitor:

Who is this Spetator, also called the Viewer, sometimes called the

Observer, occasionally the Perceiver? It has no face, is mostly a back. It

stoops and peers, is slightly clumsy. Its attitude is inquiring, its

puzzlement discreet. He) 6 1 OOOA EO EO ak-lamvkd | AT A OEAI
with modernism, with disappearance of perspective. He seems born out

of picture, and, like some perceptual Adam, is drawn back repeatedly to

contemplate ( 6 $ 1 E1888,39).

/| 88T EAOOUGO DOIT Pi OEOCEIT EI Bl EA€acesE AO 11 A
structured aesthetic experience as primarily masculine. Women and those

who identify themselves as such would instead be expected to adopt the

stereotypical masculine qualities and perform according to a prescribed

01 AEAT OOA OO O gncduptdr, th® Edallviev@b(Wifitd mitlde

class) is also constructedz zvell behaved, solemn, disembodied, and able to

£ AOO 11 OEA OEI cOlI AOEOU 1T &£ OEA xI1 OE 1 A4
(Filipovic 2014, 45). This ideologyled strategy meant that mencould remain

in power and the social order would not be disrupted.

The ideological traces ofthe first white cube gallery z MoMA including its

capitalist and patriarchal properties, have been adopted and continue to be
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used by gallery spaces andhuseums today across the globe. The universal
white cube, as the next case studyill reveal, has now become the
international standard that continues to dictate how galleries are built, set up

and organised.

1.4.2. The White Cub®@roject Today: White Cule Bermondsey

White Cube Bermondseyg private art gallery located in south London,

endorsed theMoMAmodel and implemented its ideological foundations into

OEA CAIl 1 AOUhéwhite Cibkaa enteiprsdvias initially set up in

the early 1990s in West London by art dealer Jay Jopling. Whilst approaching

the initiative as abusiness, Jopling builta global art empire, successfully

branching out into Hong Kong and Sao Paulo in 201\&/hite Cube Bermondsey

2* T PIETC6O 1 ACAOGO AOOET AOGO pPOT EAAO ET OE
2011. Built on the physical grounds of an old industrial warehouse he

gallery offers a 5,400 square metre space for art exhibitions and commerce.

As noted byThe Guardiarreporter Charlotte Higgins, the space was set up to

AAAT T A OOEA 1 AOCAOO Aiii AOGAEAT AOO CAI 1T A
for-bO1 £E O AMigQins2011).1TAebvision of White Cube Bermondsey

was clear: to provide an exclusive and an {demand space, with its primary

£O01T ACGETIT AAET ¢ O AGEEAEO AT A OOAAA Al AO
for profit zin the art gallery and on the White CuB AT I PAT UdFOm x AAOE OA

an economic perspective, the gallery was opened with the incentive to make

profitable returns. The7 E E O A  ditedtdr Af@exhibitions, Tim Marlow, has

spoken openly about the project and its potential brewing succes®, I 1 AT 1

is a citywhere artists always want to be shown, to have representation. It is

the equal of New York in terms of the art market. And we're not scrabbling

around for shows. It's still going to be a struggle for our artists to have major

exhibitons AO 7EEOQOA #OAA 11 OA OEAIQuotedi AA AOAOU
Higgins 2011). As a high in demand spacé&lVhite Cube Bermondsenitiated

an effective business strategy that would serve both the business and the

artists. Through exhibition, acquisition and tradce of artworks it would bring

lucrative profit returns for the gallery and simultaneously bring fame and
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acknowledgment for the artists associated withthe White Cubdabel. Inthis
sense, the project was solely built with a capitalist and neoliberal vision to

create a successful brand that would trade art and artists as commodities.

White Cube Bermondsegxtends the ideology of the white cube project.
Rather than practising sensorial and social inclusivity, connectedness and
diversity, it instead operaes outside the lived space and time, only
connecting itself to the outside world through economic transactionsl
propose that the gallery is neoliberal at its core: built as an entrepreneurial
venture, it offers a secalled @reedspace for young artists to showcase their
work,!” presenting itself as an active space for experimentation, offering
creative vibrancy and @p-to-dateness$ Ideologically, however,White Cube
Bermondseynly reiterates the same social and political limitaions that were
already visible in the early governance oMoMA Decontextualsed from its
neighbourhood historically and spatially, the gallery offers a rather
controlled structure, under which artists, artworks and those who enter the
gallery space to exprience art continue to function. It disguises itself under
the shield of creative and cultural progressiveness, however, the ideals of the
gallery are still embedded in social inequality.White Cube Bermondseyas
actively contributed towards gentrification of lower-class neighbourhoods
(including Hoxton and Bermondsey) transforming areas into so called
@ultural sites§® it has used aggressive capitalist techniques to eliminate its
potential competitors in the field,'%it has continued to offer a primarilyvisual
and rational interior design aesthetic, consequently presenting itself as an
ocularcentric and disembodying ground, reducing any senses beyond vision,
it has ahistoricised the buildings it chose to occupyit is managed and

-

administered by an uppe-Al AOO xEEOA | AWwBite gude AT UOEE

17 White Cube,for example, have exhibited and now represent a number of YBA (Young British Artists),

including Damien Hirst, Marc Quinn and others.

18%] EUAAAOE #OOOEA Aii i1 A1 OO OEAO AOOEI ¢ OEA AAOI U puwwnC
Hoxton Squarewhich showcased many of the YBAs, has become one of the most influential art galleries

in the world. Again, neighborhood residents and the world alike withessed the same evolution from

lower-class neighborhood to cultural new media Mecca with designer jedroutiques and fancy coffee

OEI P06 | #OOOEA c¢mpmh coyQs

191n 2011, White Cube shut down a project dedicated to critical experimentation for using a version of

OEA OxEEOA AOAAS8 AT i1 AET | xEEOAAO8AAQh AEOAO xEEAEHh A
information: http://pooool.info/i -trolled -jay-jopling-into-paying-the-kingdom-of-belgium-1620-eur-
in-chump-changeand-all-i-got-was-this-lousy-legal-correspondencefrom-his-high-profile -law-firm/
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Bermondseynly epitomises the white cube project and endorses its ideology
and, consequently, its limitations. Thdived space and time of the outside
world, when in the architectures of White Cube Bermondseyhecomes
secondary, whilst further sociopolitical contexts, ones that do not involve
the White Cubeenterprise, become suspendedin that sense,White Cube
Bermondseywhilst expanding successfully across the globe, continues to

operate as a highlyideological and as a result problematic institution.

As a gallery visitor, | have personally experienced the limitations of thé/hite

Cube Bermondsegallery space. | recall walking around artist Christian

- AOAT AUB O | A8 p uWhiteCCul@ Brimbndséygallery space inOE A
2015. The moment | entered the exhibitiorsite | was immediately confronted

with the blinding @hitenessdand the @ubenes$of the exhibition rooms.
Artworks came second. This made me question what | was actually

experiencingz was it the gallery architectures or artworks that inhabited it?

N s o~

A o~

#11 OEAAOET ¢ #EOEOOEAT - AOAI AUBO DOAAOEAA

sonic and audiovisual forms, | expected the space to be booming with action
and sound. Yet, as soon as | entered thpage, | became disorientated. The
AOOEOOS6 O PDAEIT OET CO AT A PEAOOOAO 1 &
presented on white walls, moving images also felt like paintings, with little to

no sound emitting from the projector speakers. A darkened dedicatesbom

to sound, in which a multichannel audiovisual installation Sounds(2015)

was displayed was silent, and, to an extent, silencddlis interesting to think
OEAO O1 O1T A EAA O EAOA A OAAAEAAOAAS
if a separationbetween the two (auditory and visual) has to be made and that
both cannot coexisttogether. In the main white windowless exhibition room,
wine and pint glasses were scattered along the spac&he white walls,
however, took precedence over the art objectshemselves.Visuality in that
particular room was the primary mode of experience. There was no room for

sound.
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Figure 5, Exhibition view, Christian Marclay, 9 x 9 x 9, South Galleries and North Galleries, WhiteB€uhendsey,
2015

The streets of Bermondsey were filled with noise, but once inside the doors
of White Cube Bermondseythe noise disappeaed and visitors were
transported into what felt like an anechoic container, where listening or
making soundwas just not granted. | also felt as if the time and space of the
external world were abandoned, whilst my body (including the sounds of my
heartbeat, the crackling of my bones or even my inner voice) evaporated as
soon as | entered the gallery doors. The overarahg visual dominance of the
interior design forced me to walk and look, rather than allowing my body to
explore, listen or potentially feel the artworks. | caught myself in the moment
of disembodiment. Whilst sounds, from noise to voices to escreen
soundtrack, were emitting in the space, it was clear that these intrusions
were not welcome, and | had to keep my sound as quiet as possible. | was not
allowed to use my voice or body to interact with art or other bodies in space.

| became subsumedy the whiteness of therooms, not the artworks.
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Figure 6, Exhibition view, Christian Marclay, 9 x 9 x 9, South Galleries and North Galleries, White Cube Bermondsey,
2015

The experience of being inWhite Cube Bermondsesnade me reflect on

21 OA1 ET A + O ATHeOCDIEUral A 6yid Aflthe Late Capitalist Museum

(1990), in which she argues that the experience of a modern museum space,

which, in most cases is overwhelming, comes first. Krauss write@ve are

having this experience, then, not in front of what could be called the art, but

in the midst of an oddly emptied yet grandiloquent space of which the

museum itselfas a buildingE © OT | AET x KAEs&1990 A)EBANID S |

Colomina furthersugh OO0 OEAO ET CAI 1 AOEAOG AT A | OOA
OEA xT OEO EO i1 OA EiIi Ppi OOAT O OEAT OEA Agb
(Colomina 2017, 117). Thus, in a®lassid (white, uninhabited) art space

environment, it is the visual white walls and empty r@ms that continue to

operate as the main points of attention, made ready for cultural and

consumer-led participation.

-U A@PAOEAT AA 1T £ #EOE OWkitd Cube BerédndsdyUd O AQE
AAET A0 +0A0006 OAAAET C 1T &£ OEA AAPEOAI EOC

room, | was swallowed by the space first, including the shop which was
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imposingly placed by the entrance, and only then | was able to experience the

artworks authorised by the walls; primarily through seeing rather than with

my whole body. The visuallyled regime of White Cube Bermondsewat least

so it seemed, directed and conditioned my presengel was only subjected to

the world created bythe gallery; no other contexts or temporalities beyond

OEA TTA POAOAT OAA AU OEA AOAA8O AOAEEOAA

Both, MOMA and White Cube Bermondseyave been including sound into
their recent exhibition curation. In 2013, MoMAorganised thar first major
exhibition of sounding artworks z Soundings: A Contemporary Score
presenting artworks by sixteen contemporary artists. Curated by Barbara
London, this project sought to connect a variety of disciplinary angles,
including performance, architecture, visual ars and music,and questioned

how these disciplineswould interact with one another, and potentially sound

outinamuseum setting$ AOPEOA OEA 1 EOOEIT O OAOEI C
ET 01T OEA - OOAOI &nejcouid hrdué thathe exipilitin faibed h
to escapeor subvet OEA xEEOA AOAABO AOOTT1Ti11O00h DA

ideology. If anything, it was subsumed by it. Considering the exhibition

included the artworks of sixteen artists, only five of them were women. In

AAAEOETI T h xEAT ETEAAEQOET C OEA 1 OOAOI 60 A
line with the spatial ideology of the white cube, were presented as objects

outside a particular time or space some of whichwere perceived as

autonomous sculptural objects, whilst others weréhung against white walls

ready for rational ocular-led contemplation; for example,4 OE OOA | 0AOEAE®Q
Microtonal Wall (2011).20

Christian- AOAT AUS6 O O White BupeERern&NAGsE015), dodd
also be considereda gallery spacefull of sound z the white exhibition rooms

contained images and sounds emitting from audiovisual artworks, sound

20 The artwork resembles a minimalist painting. Hung agaimste walls, the first experience of

Microtonal Wall is rather disembodying. A rectangular paintyge twoedimensioml object is
perceived by the eyesfirah i | st t he artwork aims to deconstruct
in the physical expenec e it offersd (London 2013,12), in rea
the exhibition space, it loses its ability to embody its participants, and instead, is first experienced

as painting. The artwork becomes subsumed by the rational whitenesspéte.
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performances, records and scores. The spachowever, was perceived as
patriarchal and inhibiting. Even thoughaurality was presentand leaking to
and from the different rooms, the ocular-led architecture of the space
somewhat silenced the potential of sound andjuietened my body when
experiencing the artworks. Making noise, or movingnoisily, was not an
option. Instead, the observation of sounding artworks had to be performed

in silence.

There have been a number of wratorial projects, led by self-identifying

women, that have sought to subvert the patriarchal spacmside the white

cube through practice.Her Noisé! at South London Gallery (2005), a project

AT A A cOiI Obp AQGEEAEOEI T AOOAMAMesAls , ET A $
an example worth noting. The exhibition featured newly commissioned

sound-based installations created byfive female artists. The exhibition,

however, as the cAOOAOT O $LOOAOTI OEé¢ AOCOAOGqg Ox.
articulated as a feministproRA A 06 | $ L O 088 sLighdsting thatttovesh

the silence behind the feminist voice oHer Noisehat allowed the exhibition

to surface. It was the operended, or what the ccAODOAOT O AAI 1 O OEA
AT i T EOOAIT 6 T AOOOA 1 £ QleActive voidadcedfthe | EAE A 8 C
OAOI O AAnbtEallomeditiie curators and the artists to inhabit a

mainstream gallery spacesurrounded by white walls and uncomfortable

reverberant acoustics$ L. O O A 2fle@df Welavoided outspoken and direct

engagement with feminist politics out of fear of the outward association with

second wave feminism and a dismissal by the artworld. The London artworld

did not appear to us at all interested in what we had to offer, unless we

dressed it up as somethingmok D AT AOAAT A8 ¢ 8Y 7A xAl OAA
had a voice but the only way forward that we saw was to silence the explicit

AAT ETEOCO DIl EOBA®OAAT OB AtaMaptipd HESE |

believed that it was important to do feminism rather than just talk about it.

2% 1 O0A ®IOE ExderOpiselfegan in 2001 as a multidisciplinary, multioutput project to gather

information and research about women working in experimental music and sound. The terms

OAbAOEI AT OAT 1 OOEAhs OOI 61 Ahe AT A OAT O1 AAWEBIAOG 1T £ ET Al
I £# OEA POl EAAO AT A Ai1 OET OAA Q6,8PEEAO OEOI OCET 6O EOO A
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However, by justdoing,and by not contextualising or voicing their issues or

problematizing the institutional art context in which the doing was taking

placeOEAU 111 U OAET OAOOAADXxAAAT OEEDQG6 OET 1L O
history canon: the unpopular medium of sound and the previously

I AOCET Al EUAA mA GA\QAROT OAIBA Atrd pwhist the

approach tothe exhibition was one of silent sonic feminism, one could argue

that by quieting their feminist attitude and their wilfulness, the exhibition
becameabsorbedby the institutions ideological walls. In other words,due to

the fear of alienatingthe exhibition from the wider public, theyinstead chose

silence @ was important to us that this project should hg@pen in what we

Al T OEAAOAA &I AA OEA Oi AET OOOAAI OBPAAA I
were trying to claim for the project could not be claimed were we to be

Aobl EAEO ET 1 00 AOGILARMGE I083%Her Qissep/EA T ET EO
could be consideral as an attempt to do sonic feminism and a demonstration

of why it is still difficult to claim spaces that historically have been spaces of

exclusion to some bodiesln a way, what this teaches us is thahe only way

to enter mainstream gallery spacesis to enter quietly and make little to no

noise about the reasons for enteringthem, or, in other words, by

depoliticising your body and voice.

These examples demonstrate thathe white cube spatial ideologycontinues

to haunt art institutions and art visitors, limiting our communication with art .

Thus, it is important to address, challenge and rdd AT ET A OEA ET OOEO
EAATTT CEAAT AT T AEOEITETI C xEOE OEA ET OAT (
visually-l AA OAOEIT T AT EOUR  AA Utiall dhd téntpdal ET OOE OO
isolation as well as the patriarchal regime it functions under. If

AT 1T OAT BT OAT AEOUR ET (20423, O dtructGrédEaddend © OA OI O
cotemporal relations, offering multiplicity of relations and simultaneous

collectivity, then it is important to consider alternative conceptual and

methodological tools that could help us to connect the white cube to the

outside world politically, socially and corporeally and allow its walls to open

up.
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Over the last few decades leading contemporaryrainstitutions across the
West, includingTate Modernin London,Pompidouin France as well adMoMA

in New York, have addressed the ongoing failings and the effects of the white
cube phenomenon offering more diversity awareness raising initiatives,
utili sing off-site exhibition settings, running community and education
projects, implementing more socially engaged art participation techniques as
well as less exclusive interior design strategies. Yet, as th&hite Cube
Bermondseycase study reveals, the idgogy of the modernist project is far

from gone, thus, it needs to be tackletuirther.

In this project, | propose that we can reconsider the limitations of the white
cube through sound, specifically,through the methods of sounding art
practice and auralthinking. In the next section of this chapter kconsider the
aural dimension of the archetypal white cube spacas a way of exploringhow
sound contributes towards the experience and operation of contemporary
gallery spacesWhilst proposing that white cubes even when silencing and
OOEI| AhvARednddunding since the start, heréguestion how sound, in
its technological, sociepolitical and corporeal capacity has challenged the
white cube ideology and continued to subvert its condition since the
initiation of institutional sites such asMoMA My aim is to demonstrate that
with the art practice of the twentieth century slowly expanding in its velocity,
whether it is through technologically mediated art or political interventions,
white cubes are becomingncreasingly sounding, and with that, more social
than ever before.Yet, the silencing isomewhatstill felt by someof us.Thus,
what happens if we activelysound out and listen tothe gallery? Canour
experience of these institutions transform? Whilst leaving the Christian
- AOAT AUd O AmhikeEQuEeGdE lelampld, G posed the following
guestion: what if | performed sonic feminism? Whaif | had enteredthe space
with the mindset of openness, ready to listen and retain my wholéody,
rather than be subsumed by theeye, would | have been able to break that
sensorial and social discomfort | was feeling? | propose that it is only by-re
entering the gallery through practice, specifically, bytuning our conceptual,

critical and corporeal bodies towards aurality that we can begin to
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experience what anaudiovisualand not a solely visual white cube might feel
like. 1 begin by considering this methodological proposition

historiographically.

1.5. The Historiesand Practicesof Un-silencing the
White Cube

Sound has been utiBed in modern art gallery settings by artists working with
media technologies including film, photography and auditory devices since

the initiation of the first white cube at the start of the twentieth century. Even

when disregarded or covered underthe atR EEAEOET T OPAAAOS OEC
| propose that there have been persistent attempts to reawaken aural
AOAEEOAAOOOAO AT A AiT £Z0ITO OEA 1T AAOTEOGO

and its gendered disciplining.

The initial efforts could be traced back to the first World Art Fairs and

international exhibitions. The early avantgarde used radical exhibition

techniques to push their political ideas and bring external worlds into

temporary exhibition rooms. With international art pavilions, each

participating country would bring their political, social and technological

contexts, transforming white blank art spaces into spatially and temporally

co-connected sites. These spaces did not aim to represent timelessness or

cultural detachment.) T OOAAAh OEAU O1 OCEO O DBOiTil 04
progress and cultural achievements. In this sense, international exhibitions

offered something quite differentz A ODPAAA xEAOA AEEAZAOETI ¢ O
AT A EAAT T T CEAAIT AcCATséemdpotentlally tlash (Maryl T AAOh £
Anne Staniszewskil999, xxiii). The white cube ideological context in these

instances would become secondary, as exhibition visitors would not be

focusing on white walls or silenced atmosphere as such, but instead actively

engage and participate in the space more wholbodily. Herbert Bayer, an

Austrian artist who created exhibition design forthe Exposition de la Socete

des Artistes DecorateurGrand Palaisnternational exhibition in Paris in 1930,

introduced the concept ofO £E A1 A Zla diagari thdt $olght to create a
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more expanded gallery visitor-artwork experience. Staniszewski writes:
O O" AU A O &tallation 8methodsTwere all intended to reject idealist
aesthetics and cultural autonomy and to treat an exhibitio as a historically
bond experience whose meaning is shaped by its receptiofStaniszewski
1999, 27), this way connecting the experiencer to the projected experiential

space.

The Soviet art pavilions of the 1920s and 1930sn the other hand utilised

sound not only as a tool for presenting technological advancements but also

A0 A xAU 1T £ Al 1 OA U-propgoardistid meddages, Whetder DT | EOE A
it was the promotionofthA OT ET 180 1T AOET 1T Al DPOAOOECA 1|
socialism (Staniszewski 1999) The soviets would bring technologically

mediated art including installations, films, sounds and photographic images

into a single experiential space, consequently creating taer cacophonous

and vibrant settings. El Lissitzky, one of the most renown masters of the

Soviet avantgarde and architecture, was commissioned to design a number

of soviet pavilions in Europe, includingRaum fir konstruktive KunsfRoom

for Constructivist Art) at the International Art Exhibition in Dresden (1926),

Soviet Pavilionat the International Pressa Exhibition in Cologne (1928) as

well as The Soviet Roomat Film und Foto Exhibition in Stuttgart (1929). A

follower of the Stainist regime, Lissitzky used technology, including

photography, film and sound to immerse the participating exhibition visitors

as a way ofactivating their political thinking. Lissitzkyd O ABPDBPOT AAE xAO
transport the participants into a noisy revolutionary setting, showcasing the

power, the energy and the strength of the socialist ideology. The objective of

the Soviet PaviionAO OEA O0OAOOA w@EEAEOEITh & O A
advancements in the press sector of the socialist state [...]. Also incladeas

the presentation of such themes as the industrialisation and electrification of

the country; the living conditions of the proletariat; trade unions; agriculture;

AT A O1T AEA1 | EZA xE OE HRohinfaenA199D,%6x EvBri | EOEA AT
though the pavilion mostly consisted of photographic montages rather than

sounding artworks, the installation content, techniques as well as presented

context, increased the velocity of the acoustic architectures of the space
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through mobilized participation and the revolutionary noise that was
echoing in the propagandistic atmosphere of the room. The imposing large
scale photographic murals of revolutionary crowds, images of Lenin
delivering speeches as well as photographs of protesting children formed a
noisy setting, mobilized and as a result emancipated the participating
subjects beyond the eyeThese pavilions were not about the individualisation
of the participant, but an active process of cgonnecting groups into a social

unit z the core political vision of the saialist ideology.

Sound also entered gallery spaces through the voices of resistankaMA for

example, has repeatedly faced noisy political upsurges against the

ET OOEOOOEI T 60 ci OAOT AT AA8 41 xAOAO OEA AT/
with the museum began to critique and actively intervene with the

institution's structural operation and governance. The first artistled union z

Il OOEOO 71 OE AMNID) begah fol igsu@ Eal number of demands

directed at MoMA, calling for a structural reform ard a @emocratisation&of

the museum?? Greeted by silence fronMoMA AWC took active action against

the museum and began a series of protests inside thexhibition rooms,

ET Al OAET ¢ OEA |1 OOAOI 60 CAROAAT R 1TAAU AT A

I 7 # & Oinghitlitibrial and anti-war protests, held withinMoMAS O D OAT EOAOh
introduced a yetunfamiliar dimension of sound inside white cube spaceg

an amplified soundscape of the protesting crowd. This to an extent
transgressed the rigid boundaries of the white cube ideologicaltsicture.

Even if momentarily, it turned the I O O A O &ufotdmous site into a

sounding social ground, where collective voices interconnected and

unsettled the stagnant architectureof the institution. As Julia BryanWilson
AOCOAOY O4EA | 7 terdlé b&yang itsEsBE Aid dpdnAas A @

2JuliaBryan7 E1 OT T x OE OA Qujcluintdy pldnksiadolit dreakeyacial and gender diversity
within museumsz AAT T T OOOAOGA ET x OEA N O Ad@Edver their @iorkArQieE 0006 OECE !
ET OOGEOOOEIT 11 OAA OADEAIByarEWiéh 20110BAO AAOEOEOO AT T AAOIT ¢

230n March 22nd, 1969, for example, more than twenty artists gathered lBtoMAhanding out free fake

admission passes designed by Joseph KoswthEe OE OEA x1 OAO O! 00 71 OEAOOSh EIT PE
xI 601 A AT 1 OEAAO OEA 17#80 OA&AOAA AAI EOOEIT ol O Al 18 OA
readings of the group demands, flyer distributions on site as well as anwar protests in front of

paintings.
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brought together a disparate group of artists to rethink the role of the

ET OOEOOOEIT AT A OEA AOQOI T 1 (ByaniwisoPA OO ET A
2011, 26).

The entrance of video, as practiced bgelf-identifying artists during the
1960s and 1970s, contributed towards the expansion of theaural
architectures of the gallery spaceThe performances, sonic and audiovisual
artworks of Alison Knowles, Joan Jonashé@rlotte Moorman, Steina Vasulka,
Howardena Pindel, Lis Rhodes, VALIE EXPORT, Carolee Schneemann, Yoko
Ono,Guerrilla Girls, Dara Birnbaum, Martha Rosler, once situatadsidethe
gallery architectures, AACAT O1T O1 OAOOI A OEA i-1 AAOT A<
led and patriarchal administration. The synchronous recording of image and

sound meant that women artists wouldnow be able to record both moving

image and sound and play it back in gallery spaces in simultaneity. According

O1T 21 OAI ET A + A ODODAAAGDEDS GEE OCOORAAAT OAAET |
DOAAOGEAA AAAAT A A O111 A& O AEOI Al O1 ET ¢ Oi
AOOAAT EOQEET C xEAOQ ADBOIOD ABDOIOAAME OB OIOAI|
experiencing art (Krauss 2000, 31) Video, however, not only reawakeed

and mobilised participants as such, but it also incorporated the sound of

those who in the history of art had been previously quietened or excluded

the voices and bodies of women. In other words, with the audiovisual signal

granted by video technology, the voices of selfidentifying women entered

the primarily male-run gallery spaces Their sound wasused as a political

oriit oiF o1 AAoi ETA OEA OEOOAI AOOO ETO o]

mh

When creating avantgarde video works during the 1960s and 19@s, Joan
Jonas utilised audiovisual technology as an attempt to escape bodily inhibition
and disrupt male governed spaces. The soundtracks Disturbances(1974)
and Vertical Roll (1972), for example, servel as forms of noisy interruption
through which the artist is confronting the representation of female identities,

their fragmentation and manipulation. Through sound, Joan Jonas expaoldeer

Qu

struggle to reclaim herwhole body and with that, her identity. I/ AAA * 11T AO

early works as active acts, as statements against the patriarchal authority,
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against the processes of gendered dislocation and against institutionalisation
that continues to repress certain bodies just because they are deemed, for one

reason oranother, wrong bodies.

A British artist Lis Rhodes, on the other hand, used film as a way of
transporting sound into physical exhibition environments. Celluloid film, for
Lis Rnodes OAOOAA AO AT AOGAEOI OU ET 00001 AT O &
perception when experiencing sounding installations in physical gallery
settings. The artist would transform film stock into scores, which she would
compose using hanedrawn sound, inscribed directly onto celluloid film, a
method called optical sound this way expanling the potential of the visual
medium and obstructing its representational nature. When thinkingwith and
through sound, Rhodes believed that by interfering with the heightened
visuality of film and challenging its limitations, specifically, by inscribimy
sound into an image, sound would become visible and felt in the experiential
space2 ET AAOS Lighx ™usic@¥rh), for example, demonstrates how
sound can be experienced beyond the screen frame. The artist positioned two
film projectors in the opposite parts of a darkened exhibition room, with each
projector facing each other. Both audiovisual machines would emit black and
white minimal graphic shapes composed using the optical sound technique,
allowing sound and soundinduced light to fill the architectures of the space.
Sound, when in operation, would travel from one wall to another, interfering
with the visual objects and the experiencing subjects in time, this way
extending itself into the experiential space and transforming the exhibition

room into a pulsating sounding sculpture.

Rhodes used this technique as a way of subverting the ideological position of

the cinematic apparatusg the industrial and the mental machinery that would

AT TAEOEIT OEA DPAOOEAEDAT 086 O RhAdes, tRe@dD AOE AT
process of sonifying the visual medium has always played a political function.

As a feminist working in a primarily male dominant field, Rhodes confronted

the ingrained issues of gender and spectatorship within the arts and film

tradition. Sheargued that art, the way it has been practised and understood,
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limit her conceptual visions when imagining sound or making sound visible,

even with the knowledge that she would actively obstruct the ingrained

cinematic order and contest the conventions of musical composition. As a

feminist, she used her tactile and embodied experiences of seeingusd as a

way of offering her experiences as truth and extending our perception of

sound.

The creative and political work of a performance artist and cellist Charlotte

-1 T 01 AT8O Al Ol AT T OOEAOOAA Oi xAOAO OEA
DAOAADPOOAT AT A ET OOEOOOEIT AI OAOI O AOOEI
work, inspired by the Fluxus movementfocused on thequestions of body,

sexuality and play. Whilst her practice emerged alongside the seconhve

feminist ideology and creative practice, according to Joan Rothfuss, Moorman

xAO T1T 0 TAAAOGOAOEI U OAT 1T AORILGH. TEeOT OT £AI
xOEOAO A1 1 OEI OAOGY O¢8Y -1T1TO1 AT 1TAOAO OT.,
feminist. Coquetry was second nature to her, and some of her feminist peers

feel that she allowed herself to be used by the male artists with whom she

AT 11 AAib@ ) @eAléng-terim collaborator Nam Jun Pailcalled the artist

his instrument,24 whilst the founder of Fluxus Jurgis Méi nas placed

-1 T 01 AT T-Al AABREOOO nake® DPAOAI O ET C

7EEI OO0 110 A OOAAEOEITTAI MEATETEOOh ) x10
feminist acts. Even when sidelined or physically refused entrance from the

gallery,2> the artist pushedthe boundaries of the arts institution.In 1963, she

founded the Annual Avan Garde Festival of New York running performances,

concerts and exhibitions in parks andvarious non-gallery venues, including

2. 771 0i AT Agopbi AET AAg O0AEE OEETEO T £ 1A AO A xiI OE 1T £ EE
(Quoted in Rogers 2013, 174)Holly Rogers, however, continues to point out tt elsewhere, Moorman

presents herself as a more equal part of the collaboratiofRogers 2013). )

5* OOCEO - AAEOT AO T1TAA AT 17101 ARAA OGEAO EA xTI O1T A 110 OAII
individual that ever included her in any program or showpast and futured Fdr more, read:Harry Ruh/—\ Dz

Fluxus, the Most Radical and Experimental Art Movement of the Sixtiesi OOAOAAT 4 O! hé pwx wds
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the Staten Island Ferry. When performinginside gallery spaces, the artist
retained her wilfulness and her tenacious character. ¢ example, theOpera
Sextronique(1967) and TV Bra for Living Sculpturg(1969) performances,
developed in collaborationwith Nam June Paik, consisted of Moorman either
appearingtopless whilst playing cello and tv monitors orplaying instruments
whilst performing a striptease. The artist was consequently arrested and

convicted of indecent exposure (Roger2013, 174).

For Moorman, video was an important form of selexpression. It enabled her
to blur the power dynamics and the boundaries between thart and music
institution, the artist and the audience. When premieringConcerto for TV Cello,

for example,at the Galeria Bonino (1971)the artist used TVs as an extension

ofthecella®) AT T80 1T AEA AT 1 OAT OEITT AT AAT 11 Ol
the artist wrote (quoted in Rogers 2013, 175). According to Rogers, this
DAOAEI O AT AR OAAOOOI UAA OEA OOAAEOQEIT ¢Oli

activating the neutral concert space by making it primary material for the
AT TAAOO EODA3 #6). In @herGvar@sQthe sound mediated by

-1 1T Ol Aidedpérformance mobilised and activated the gallery space.

| OEAO AOOHaCCed6 EOBADAET ¢ Vidid Folvek(1960A OOT EAG C
1978), Dara Birnbaumd Technology/Transformation: Wonder Womaril978-

1979), demonstrate how the auditory éement of video could be used asa

political tool z a form of protest as well as a potential liberation from the

confinements of the institutional arts container. Birnbaum use& the

technology of video to address the gendered boundaries of representation in

popular culture, whilst Vasulkaguestioned the predefined assumptions about

seeing and hearingFor Vasulka video also servedas an auditory instrument,

enabling the artist to transform images into sounding objects, consequently

subverting the sensory herarchal orderh AT A xEOE OEAOh OEA C

ocularcentric order.

Video, in this sensecontributed towards the political mobili sation of women,
allowing artists to use the now economically accessible technology to speak
I 60 ACAET OO0 OEA ET ANOAI EOGEAO ET bDOAI EA 1|
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hidden experiences that women had suppressed now entered the public

realm of art andthese stories were offered, not as monuments of individual

artistic egos, but in the hope that other women would be inspired to add their

I xT AAAT O1T 606 AT A POTiT OA OE&EweQIRAAO0 1 £
40). Guerrilla girls z an anonymous group 6female artists,is a lived example

of this precise political unrest. The members of the Guerrilla girleave been

running exhibitions, performances and interventions and performances in

New York since 1985The Night the Palladium Apologized 985, Palladium),

Guerrilla Girls Review the Whitney1987, Clocktower) exhibitions used

different forms of artistic media, including video, to confront gender and

racial inequality in the arts26

The work of the 1960s1970s video artists and femaleled artist groups

demonstrates how te audiovisuality of video inspired women to resist

isolation and individualisation and instead offered activism and collectivity.

%l xAO AT 1T OET OAOg Oxi i1 AT AT OI A AACET O1 (¢
facticity to develop political cd B A E @Hid. &n thiat sense, the new political
OOAEAAOQOI OUhR AO ET ACAAA AU xT1 1T AT 860 OI O1 Anh
OOAT O£&I Oi xEEOA AOAA CAI 1 AOU OAOQOOETI CcOs8
OT EAAOG O1 Aii AOOEA ET OEi ACEAAB OEGEDRERDO
to exchange stories of their lives and €« T OAODOA O OEAI & j wl xAO
xEOE OEAAI R xii AT 86860 0006CCi AO xi Ol A AA A
rooms, making it increasingly difficult for those in power to quietenor

remove them.

This project acknowledges the importance ofthe 1960sp wx mO x1 1 AT 8 O
video art in conceptual and political terms and situates my own practice as

well as my thinking in relation to their practice. Myart, in this sense, serves

A0 Al A@OAT OET1T T &£ £ O AGAiI DPI Ah -T1171T 01 AT ¢

s A s oA~ A s oAz~

AAAT ET ¢ xEOE AOO ET OOEOOOETTO Io , EO

26 The group has been criticised since its inception for racialised tokenism and whitewashing, with some

artists of AT1 1T 60 AAATAITTET ¢ OEA i1 OAI A1 68 O!'1 1 A 4EITAOGE AAO
xET ATl x AOAOOET C8 j 1071 OArarniole, readMcBatir@y, Nithla. @61 8Death ofp o T Q8

the Artist: Art World Dissidents and Their Alternative Identis Bloomsbury Publishing.
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relationship between the image and soundThese histories, in this sense,
contributes towards what | call sonic feminism. My project, however, is not
solely embedded in feminist sound or video art as such. Instead, it uses my
artworks as points of conceptual departurez a form of laboratory z through
which the embodiment of sound when exhibithg and experiencing sounding
artworks in contemporary gallery settings is investigatedin theoretical
terms. Whendoing sonic feminism in the context of the contemporary white
cube, thus, I turn to bothz sounding video practice as well as theories around
embodiment and feminist phenomenology, to understand how sount able

to subvert the production of spaceinside the white cube

The histories and practiced £ x1 | AT & @eménStratdsithatsaudring
artworks, when exhibited in the gallery,have the potential to liberate the
experiencing bodies from their disciplinary boundaries, allowing bodies to be
guided by aurality in a more chaotic and turbulent manner, consequently
reducing the power of the ocularcentric governance and rntroducing space
as a potential social and lively ground, rather than a site of control or
confinement. The historical examplesin line with my own sounding art and
feminist phenomenology practice,confront the conception that the white
cube, as an architecture as well asnanstitution, can operate as exclusively
visual, ocularcentric or fixed. Whether it is through political echoes,
technology orfeminist experimentations, it adopts noises and rhythms from
the outside lived world into the architectures of the white exhibition room
consequently existing as a form of temporal flux, not a static or

decontextualised entity.

1.6. Uncoveringthe Sound of the Gallery

In this chapter | turned to the history of the white cubegallery in order to
grasp how the ideology of this particularexhibition aesthetic emerged and
infiltrated our way of being withart in institutional art gallery spacestoday.
| have discovered that since the emergence of the white exhibition spaces

during modernism, the white cube, as an ideological construct, has
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transformed exhibition spacesinto sites led by the ocularcentric, rational,
and as identified, patriarchal, eye. My aim here, however, has been to
demonstrate that the white cube, even when presumed as faurely visual
construct, has always carried a level of sound. Exhibition rooms, like any
space, have always operated as audiovisual compounds. The aural dimensi
of the gallery, as revealed in this chapter, has only been increasing in its

velocity as artworks, bodies and spaces have continued to expand in their

auralty. $AOPEOA OEA 11 CIEIC AOOAI POO Oi

OOAAEOQOEIT T Al 6 A zehibitida €cliingk, e dotendal of soing, O A
however, in socio-political and perceptual terms,continues to be diminished

by contemporary art institutions. This historiographic survey has allowed me

to discover that in order to address the issue of the white cube in
contemporary terms accordingly, we musturn to sonic feminism We must
apply practice-led approaches, specifically, sounding artistic practicand
experiential methods,in order to reconsider the gendered, ocularcentric and

autonomous limitations of the white cube as felt and experienced today.

This chapter, therefore, sought to present an urgency in addressing the white
cube project and its poblematic legacy in relation to contemporary art
museums and gallerieamethodologically. It demonstrated that even though

the ideological limitations of the project have been critically addressed in the
field of visual cultures and contemporary art debates / 6 $ 1 HF8Q O U
Filipovic 2014), the institutional apparatus of the white cube continues to
affect the governance and operation of gallery and museum spaces today.
Institutions such as MoMA in New York, Tate Modernand White Cubein
London,Museum ofContemporary Artin Tokyo and well as numerous others,
still follow the same white cube aesthetic, offering white walls, artificial

lighting and little to no furnishing.

White Cube Bermondsegnly evidences how contemporary art institutions
still follow the modernism-inspired logic, creating spaces for the eye rather
than other senses, accommodating certain bodies whilst isolating others, this

way diminishing our sensorial and sociepolitical potential when being with
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art. After all, the name of the galley z White Cubeg saysa lot. The institution

evidently prides itself for following the modernist ideology and continues to

AOGEI A ObpI1T OEA xEEOA AOAA DPOIT EAAOGSO 1|1 EC
despite the art practice diversifying, despite technology @ancing and

becoming louder, despite spaces increasing in velocity through consumerism

and bodies entering it, despite alternative spaces opening up and confronting

the institutionalism of the white cube project, the white cube, as an

ideological construd and an architectural structure, as it stands now, still

remains a problem. Itcontinues to be @nhe standarA @lictating our way of

displaying and experiencingart. By excluding the spatiestemporality of the

outside world, by quieting certain bodies as welas their historical, gendered

positions, White Cube Bermondseyfor example, still promotes its

architectures as(@leal6z a universal patriarchal selfgoverning ground, one

that does not need to account for or connect to anything that operates beyond

its walls, both in abstract and material terms. Instead, it maintains its own

world, and with that, its own authoritative system.4 EA xEEOA AOAA EO
AT TTT1T ohhd, Oiddustask as women thinkers and practitioners to

confront it.

The next chapte actively turns towards aurality and considers how soundy
as a form of thinking and practicez can be brought into the white cube
debate. It connects the proposed research problemg the ideology of the
white cubez with the fields of art practice,sound studies, spatial theory, aural
embodiment and gender studies. Whilst navigating through the different
fields, it aims to offer a more interdisciplinary route for exploring the
proposed issue. It considers sound and aurality as potentitheoretical and
creative instruments for reconsidering the institution, including its spatial
and temporal structure as well as its gendered regime. In other words, when
building a case against the ideology of the white cube using sound, this thesis
does notaim to reiterate the pre-existent critiques of the issue that already
exist in the field of contemporary art and visual cultures, but to find a way of
thinking and theorising institutional art spaces in more constructive

interdisciplinary terms, specificaly, by combining theory and practice. |
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propose that if wethink and act with and through expanded notions of sound
and aurality when being in ocularled settings, we might be able to reconsider
OEA xEEOA AOAA EOAI A AAUI TTHAEOODGA EAJ B

towards more expanded sensorial, social and political domains.
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2.
Aural Thinking

2.1. Introduction

Why should we turn towards aurality when addressing theideological
limitations of the white cube?To follow Oliverosthinking, aurality allows us

to consider concepts as reciprocal and eoonnecting. It forms relations
between the sounding and sounded, the ear and hearingas well asthe oral
and speaking. Aurality, thus, is about connectedness between the speaker
and the listener, between the world sounding and the world sounded,
between the world lived and the world experiencedBecause of itgeciprocal
nature, | turn towards aural thinking as a way of subvertinghe presupposed
divisions promoted by the white cubeprojectand the discourses attached to
it. For example, hinking with and through sound can help us to reconsider
the question of bodies in gallery spaces, specifically, how we connect with
sounding art beyond the eye. Italso allows us to explore how sound
contributes towards the production of the gallery, specifically, its spatio
temporal and social structure. Aural thinking, thus, enables us to question the

gallery beyond the white cube ideology and in more expanded terms.

Our understanding of how auralityin white cube gallery settings shapes us
has so far been minimal. Whilst sound has been discussed in different cultural
and sociepolitical contexts, when it comes to the issue of sound in
contemporary art institutions, the theoretical input remains limited. In the
field of sound studies, many debates so far have been tied to sound art
practices and soundscape studies, leaving little room for addressing the
potential of all-sound: the sound of technology, voice, noise, bodies and the
outside world when being with art in gallery settings and museums The

guestion of gender and gendered forms of aural embodiment in visuaHigd
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art exhibition sites is also yet to be addressed by existing scholarship. When
it comes to the field of visual cultures, thejuestion of aurality also remains

under-developed.

This chapter demonstrates the impossibility of experiencing sounding art in
white cube exhibition settings without sound.It presents the importance of
considering howthe sound of the artwork, the expeencing bodies as well as
the museum/gallery space affects our overall aesthetic experience as well as
the production of the gallery apparatus as a wholasing theory and practice.
The contemporary white cube, as proposed already, carries its own unique
soundscape, thus,it is our task to consider its aural dimension by
experiencing sound and accounting for its perceptual and socioolitical

effects whenbeing withart.

When thinking aurally, this thesis actively avoids disciplinary bracketing and
refusesto frame the gallery as purely visualnd instead considers it as an
inherently audiovisual and, consequently, a multisensorially experienced
construction. In other words, here | propose that tothink aurally is to think

in interdisciplinary terms. It means to connect different fields and allow them
to communicate and intersect. Following this approach, in this chapterwill
explore how aurality has been theorsed alongside the discussions of space,
technology, art and experience. Whilst navigating throug the theoretical
fields of sound studies, feminist theory, social geography and embodiment, |
will identify limitations and gaps in the aforementioned disciplines in order
to provide a structure for creating a productive conceptual territory from
which the issue of displaying and experiencing sound in contemporary
gallery spaces can be initiated. Because of the interdisciplinary nature of the
subject matter proposed, Iwill steer my discussions towards theSoundingd
dimension of the fields. In other words, Iwill deliberately divert from the
visuocentric discussions and instead | explore sound in the context of aural
architecture, sounding spaces, technologically mediated sounding art as well

as the embodiment of sound.
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The aim here is to consider how sound, as a mode of thinking and practice,
can be utilised theoretically and methodologically when confronting the
ocularcentrism, patriarchy and thetimeless autonomy of the white cube.

Arriving to the issue using aual thinking, | will consider the following:

1) No visual art can exist outside sound, whilst no sounding art can be
excluded from visuality. Every artwork carries a unique soundscape
and landscape. Sound and vision, therefore, cannot and should not be
split or separated.

2) With the inception of videoz the first audiovisual technology into the
socAAT 1T AA  OOE 00 Adufality nAgallenh €pacesieBodsA O h
amplified.

3) 4EA OIT OT A T A£ xI11TAT80 OEAAT AOO A
autonomous and timeless character. ) O A@PAT AO OEA
perceptual and spatietemporal potential.

4) The gallery space is full of sound or what | cadlll-sound: the sound of

bodies, artworks, technology, the gallery space and the outside world,

which, whenbeingwithx T | AT 8O0 OEAAT AOO ET xEEOA

AT 1T £01 1T 00 OEA xEEOA AOAAGO OAOEITAI

2.1.1. What is Aural Thinking?

Aural thinking, or what Bernd Herzogenrathcalls sonic thinking, is anethod

~ ~ ~ s o~ oA Lo~

Al O AiT11TAAOETI ¢ A1 AAPOO AT A POAAOEAAO OE
art, theory and practicdd  AAT AT Al AGAAAT Ap@AT BADIAIB A

(Herzogenrath 2017, 10) For him, sonic thinkingis a form of becoming
which materialises throughbeingwith and by means o$ound and connecting
sound with other forms of thinking in time (Herzogenrath 2017, 8). Aural
thinking is not a closed or predetermined mode of thinking; instead, it is
open-ended and expansive. It transforms according to the lived social and
political shifts in the world, which change and reform over time. In that
sense, aural thinking is temporally and spatially active it is a metamorphic

form of thinking.
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My theorisation of aural thinking in the context of this project arrives from a
AAT ETEOO PTETO 1T &£ OEAx8 )OO AT AOG 1106 ATTA
O T cOABd j, A 147-18® 1z frgmwgredétermined, claimed or
unquestionable truth or the all-knowing @isdomd but instead, it arrives from
the experiences obeingwith and by meansof sound in the lived world.Aural
thinking, therefore, is conceptualised as a lived and an embodied forof
thinking. It does not seek sensory exclusivityit does not operate outside of
the visual forms of thinking. In a way, it could be argued that aural thinking
is actually anaudiovisualand multisensoryform of thinking as it does aim to
separate the thinker from the visual world but instead it connect$er with it
through sound. Whether a thinker is vocalising her ideas through speech,
communicating her sonic thoughts through music or art, immersing her body
in an environment or writing a note zZ she uses her body to perform as an
aural thinker; she is mmersed bodily in thinking with and through sound

whilst still being connected with other senses, including vision.

By turning towards aural thinking when approaching the issue of the white
cube project, | propose that thinkingwith and through sound canexpand our
paths to developing new knowledge beyond the limitations of the rational
and ocularcentric modes of thinking Aural thinking is social and relational, it
does not aim to divide or determine Aurality travels and connects itself with
visuality, consequently expanding our ability to experience and translate our
encounters into new knowledge. By challenging the unquestionable truth,
aural thinking enables us to offer our experience as truth as lived and as
connected together (Le Guin, 1989151).

Aural thinking, however, as a mode of enquiry, is yet to establish itplaced

within the field of arts and humanities. Whilst thinking through sound has

provided the very muchi AAAAA OOI T EA OBOI 6h OEA ADOOA
forms of thinking, as Jim Eobnick argues, is yet to be established in the

academy (Drobnick 2004, 10)2” Drobnick, however, is positive about the

00
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field in sound studies has become expanded, | argue that there is scope for the field to grow further.
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turn. He argues that by shifting away from visuocentric forms of thinking,
OAET 1 AOO EAOGA ET AOAAOQET Cl U a@médiui fodl OT A AG
AAOOEAOGEA AT CACAI AT Oh A(bid). IAotHediwardd, &£ O OE
xEOE Al OET AOAAOEIT ¢ QoG th&Edseudsibisardund £ OEA A
contemporary cultural and political issues have become more

interdisciplinary.

The critical and conceptual inquiry into sound has become an undeniable
force in recent decadeg8* 1 T AOEAT 3 O0AOT A Al 1 £ZEOI 09 OOE.
of almost every imaginable sound medium, a pile of new periodisations of
electronic music and sound art, several excellent reconsiderations of hearing
and deafness, and yet another pile of books that turn to sound to understand
a new productive avenue for alternatve forms of knowledge production,
outweighing the limitations of commonplace logocentric and ocularcentric
epistemologies. Whilst | recogrse the importance of the field and its
contribution to political, philosophical and social science debateso far, |
simultaneously suggest that aural thinking in its socially open and relational
form, is still in its embryonic stage and needs to be considered with more
attention and care in the context of the visual cultures, philosophy and

gender studies, amongst othefields.

There are a number of reasons why | call for a further expansion of the
aforementioned fields. When it comes to the question of aurality and gender
and the gendered experience of sound igalleries and museumsfor example,
critical discussions remain eerily absent. A few recent publications have
addressed the issue of sound in gallery settingdHegarty 2014, Kelly 2011,
2017,Rogers 2013) however, these accounts have consistently neglected the
gendered aspects of inhabiting such institutionsWhilst the experience of

sounding visual art, including video art andmoving image art has been

28 Numerous recent pubications have considered aurality through historiographiqHalliday 2013, Kahn
1999, Schwartz 2011 ,Sterne 2003,E. Thompson 2004) political (Attali 1985, Gilbert and Pearson 1999,
Goodman 2012 Lacey 2013,Siisidginen 2015), and philosophical(Bonnet 2016, Cox 2011, Kane 2014,
Nancy and Wills 2007M. Thompson and Biddle 2013positions. A review of the field is beyond the scope
of this project; however, it is important to note the proliferation of the field in interdisciplinary terms.
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addressed from a position of spectatorship and bodily participation in visual
cultures (Trodd 2011, Mondloch 2011) once again, theaural dimension of
ITA60 AT AEI U AgGPAOEAT AA AT A EOO AEEAAOD |

explored.

The academic field of architecture is in a similar position. Apart from a few

publications challenging the notions of bodies, sound and space, in iwh

bodies areprimarily theorised in universalist terms(Blesser and Salter 2009,

Grueneisen 2003Fowler 2017, Leitner 1998) these publications have relied

on the acoustics and psychoacoustics, music, soundscape and sonic arts

debates rather than theissues of gendered experienc® T A 3 @iditiohd O
Architecture and Aurality (2015) serves as an exception in that it expands
considerations of architecture and sound by shifting the analysis towards

more interdisciplinary domains. Through his readings © film, music and

social spaces, he presents sound as a spatial agent capable of shaping our
DAOAADPOOAT O1 AROOOAT AET ¢ T &£/ AOAEEOAAOOOA
not consider the issues of exhibiting and experiencing sound in museum and

gallery architectures; how certain aural architectures potentially limit or

AT TAEOCEIT T1A60 AAEI EOU Oi AgbAOEAT AA AO

My project is a quest to address this particular academic gapsing sound as
a point of methodological and theoretical depaure, | ask how sounding art
Z specifically sounding video artz exhibited and experienced in the white
cube, affects the experience of museum and gallery architectures. | will
specifically address video art created by seldentifying women and examine
the broader sociapolitical operations of the white cube includinggendered
relations. In order to situate my inquiry accordingly in the field, | continue by
forming a critical review of aural thinking in the context of debates around

space, sounding art and aural phenomenology.
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2.2. Sounding Spaces

2.2.1. TheHistories of Experiencing Sounding Spaces

Sound and space have always been interconnected. According to architect

#1 1 ET 2EDPI Aud O.1T O1I O1T A AGEOOO 1 OOOEAA C
Sound and space mutually reinforce one another in our perceptil 8 j 2 EDI AU
2007, 2). This proposition implies that architectural dwellings, whether

through acoustics or bodily presence, influence our consciousness. The

existing studies in archaeoacoustic® so far have demonstrated that the

perceptual potential of sourd was already considered in ancient

AOAEEOAAOOOAT AT 1 OOOOAOETT O OOEA A1 AEAT

Fr8yY6h $AAAOOTT EOh -EUAOAE  AHeAwriteBsAOT 1 AET A
suggest that echoes and resonances played a crucial role in the architeal

DI ATTEIC T &£ AT AEAT O OEOAOG8 !''1 AEAT O AQEI A
x] Ol A AAOAOIi ETA OEA POODPI OA T &£ OEA AxAIlI|E
i O OPAAEET C mDAEOVE QE A ABOBAGI C i1 OEA AO
character, each spae would be adapted to serve a specific purpose as a way

I £/ ATEATAET C 1T1TA860 PAOAADPOEIT T &£ OEA 00O«
context of ancient sites, as Debertolis, Mizdrak and Savolainen propose,

O1T OT A x1T 01 A OEAOA A AEDURDTHEIEMEAMG 11 OEA
implies that sound has been utiBA A A0 A O 11 &£ O EAECEOAI

since the beginnings of architecture.

29 Archaeoacoustics, or acoustic archaeology, is still a relatively new field. It exists as an innovative

methodological tool for learning about the history of prehistoric and ancient sites. It acts as a much

TAARAAAA & O 1T £ OAOTAGHATDOE OEAEOKLEOKECI EAEAAT O ET OEGEOO
architectural terms. In Rafael Suarez, Alicia Alonso and Juan J. Sendra account, it informs us how spaces

of the past were experienced and utilised. Archaeoacoustics differs from most othecholarly research

into sound and architecture as it offers something new and experimental approaches to studying

sound: it utilises acoustic measurements to investigate archaeological sites, consequently extending

our understanding of history through saind (Scarre and Lawson 2006)However, as Annie Gof2017)

argues, the field has limitations. It considers the histories of sound through the perspective of a white

i ATA AT Auh NOAOOEITEIC xEAO AAT AA TAAOT OyAAT OO ODPAIQ
considering the intricacies of intersectionality, for example.
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Outside archaeoacoustics, most scholars investigating the history of sound in

relation to space have primarilyrelied on the debates around music, often

170 PAUET ¢ ATT OCE AOOAT OEIT O OEA AOAE]
AT AEAO8 $AAT OAE (1T xAOA AT A , AOOA -1 0AO
churches (2009), however, demonstrates an alternative route for studying

the phenomenon of sound in relation to architecture. Using acoustic

estimations, the authors demonstrate how the spatial character of sound is

able to influence certain musical as well as social conventions. By providing

a quantitative study into the acoustics of specific historical sites, the writers

have extended the music/architecture debate and considered how bodies
OAODPTITA O AOAEEOAAOOOAI AAT OOOEAOG8 (1 x/
PDOI EAAO AOI OCEO OOI1 OfHéwar® dind Hddehi 200D A OE AT A
196), however, their research remains tied to a specific historical period,

specifically Renaissance, and does not consider contemporary architectural

sites. Whilst such experiential approaches to investigating the history of

sound and space are useful as thgyovide an insight into how spacesould

have sounded, | propose that further alternative methodologies for

discussing sound and space in more contemporary contexts are required.

Specifically, in this project | am interested in exploring how white cube

architectural design z white walls, no furnishing, hard flooring,

technologically mediated sounding artworksand reverberant acousticsz

frames and conditions the bodies of women through aural architecture.

There is a whole academic field dedicated to spat acoustics and
architecture (Thompson 2004, Erlmann 2010, Long 2014, Maekawa and Lord
2011). When questioning the timeless, autonomous and the patriarchal
nature of @isualdwhite cube gallery settings, however, | move away from the
traditional approaches to studying architectural acoustics. Whilst
acknowledging that the studies into acoustic design have been valuable, for
the purpose of this project | instead develop a qualitative account of lived
bodily experiences of contemporary institutional exhibiion spaces from a
gendered position. In other words, | turn towards feminist writings and form

a critical account of a gendered embodiment of sound in the context of the
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white cube. | am specifically interested in how institutional art spaces are

embodied from the position of those who have socidistorically been

conditioned and framed as@mininedbodies z as irrational, too subjective

and untrustworthy (Carson 1995). In this project, | primarily focus on the

xEEOA AOAAB8O EEOOI OBdeAwithinAtdednhigviondanOA OET 1T O
domain. |1 acknowledge however, that the intersectional complexities of

OEAOA AAOACTI OEAO AOA 11T OA AT TO1T1 O0O6AA AT A
gender regime.InT OAAO O1T A OAAD histddically ingciib€dOE OOOET 1
divide, however, it is important to begin bycritiquing how the white cube has

continued to conceive gender andcondition its power dimensions. Thus,

when consideringbodies, | will begin by turning towards the bodies of sel

identifying women. By accounting forour sonic experience, Will aim to form

a better grasp of how spaces constitute our experience of sound and how our

gendered bodies, when sounding and sounded, contribute towards

expansion d the architectures of white cube spacesin relation to socially

prescribed gendered categoriesd EA ET PA EAOA EO O AOAADPA
prescribed gender binary and explore the potential of expanded aural

experience agyotentially post-gendered.

2.22. Aural Architecture

How does sound and space reinforce each other? I8paces Speak, Are you

Listening? Experiencing Aural Architectur@009), Barry Blesser and Linda

Ruth Salterpropose that our experience ofarchitecture is not purely visual,

but also auditory. We rely on our ears and eyes to navigate through spaces.

In other words, we navigateaudiovisually rather than just purely visually.

4EAEO OAOAAOAE AT AT OOACAO OO O1 AT 1T OEAA«
visualaD AAOO 1 £ BlesseO0dBAIBRDAYALF Asjsoon as we enter

AOOAI A O ATh& Goinpoditd O mymedus surfaces, objects, and

geometries in a complicated environmenhcreates an aural architecture. As

we hear how sounds from multiple sources interact with the various spatial

elements, we assign an identifiable personality to the aural architecture, in
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much the same way we interpret an echo as the aural personality 8f x Al | &
(Blesser and Saltec tmwh ¢qg8 )1 "1 AOOAO AT A 3 Al OAOG
EO ET OACOAI AT A ARNOAI OF OEOOAI AOAEEO!
(Blesser and Salter2009, 3). Whilst arguing for an audiovisual unison in

aesthetic and sociakerms, they simultaneously note that both aurality and

vision can also produce conflicting responses, which are yet to be negotiated

and disentangled (bid.). By questioning how wehear and listen to spaces,

rather how we view them, Blesser and Salter suessfully challenge the

visually orientated conception of architecture and extend the field of aural

perception into a new domain.The concept of aural architecture is useful for

addressing the ocularcentric nature of the white cube project. By tuningur

ears as well as the rest of our bodietowards the visual gallery space,we

might be able toexpand our perceptual awareness and our ability to embody

the spacethrough sound and vision rather than just the eye.

"1 AOOAO AT A 3 Asbuddand spacercAnkiibu@@s O thé fi@d of

sound studies, perception and architecture. As the writers note themselves:

OxA ET1x 1 OAE AAT OO 1 AAOOOETI ¢ AAT OOOEA b
AOO 1 AOO AAI OO OEA bDE ABldsderfand Ser 2009, | £ AOOA
10). The authors, however, consider perception in universal terms,

consequently bypassing the issue of gendered spaces and gendered listening.
7EEI 06 OEAU AAETT x1 AACA OEAO OAOOAI AOA
i AATET ¢8 AT A Odmind the ekp@r@dtibl @onsBgudhées of

OPAOEAT /BB« Brll Bad20@, 3), their reading of Gocialityd

remains limited. They fail to account for the social inequalities and the power

structures that determine how certain bodies engage withaural spaces. As

already argued inchapter one, white cube exhibition spaces since modernism

have presented themselves as gendered. They have prioritised and
accommodated some bodies, mostly the bodies of white men (including the

sound of men), whilst exaliding and limiting the bodies of women. Therefore,

although Blesser and Salter introduce a phenomenological structure for

defining aural spatial awareness, including sensation, perception and affect,
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a more thorough feminist critique of experiencing acousic architecture
needs to be introduced.
"1 AOOAO AT A 3A1I OAO6O AAAT OT O 1T &£ AOOAI

~ =

Al 1 OET OBAOEIT1T 1 &£ - AOOEAI1T -A, ODEAT 80 x1 OES
xEAO EA AAIl 1 O(MELANWaN &b KddE uhan QEBE)S A Gvay of
AOEOENOET ¢ OEA 7A0080 1 AOGAOGOEII xEOE OE

invention of the technology of print, modern culture has been directed to

think in more linear and forward-£AAET ¢ OAOI 68 6EOOAI ODPAA
OE A is gn ifinite container, linear and continuous, homogeneous and

O1 E AIMoliulian 1j988, 32), whilst acoustic space, on the other hand, is

fluid and omnidirectional (ibid.). For McLuhan, acoustic space is lawless and

disobedient. It is anarchical because it does not comrim to the laws assigned

by the eye:O! OAEOT OU OPAAA EAO 11 AEAOTI OOAA Al Al
boundaries, space made by the thing itself, not space containing the thing. It

IS not a pictorial space, boxed in, but dynamic, always in flux, creatés own

AET AT OET(Quoted inr Gerivgko 2005, 6867). By comparing acoustic

spaces to forms of disorder, however, the theorist aligns the acoustic to pre

culture, whilst the visual to culture. As argued by SethKist | EAT h - A, OEAT 8 (
acoustic space sigfEEAO AT OEOT P11 1 CEA An-the-BWDET EOEOE «
inhabited by nonl E O A O A O(KimEdhenERDOA,®3) placing sound as a

secondAl AOO AEOEUAT g O!'1 xAUO ET OEOEIT80 O
EAAGo]. j

By creating a divide between visual ad acoustic space, McLuhan presents us
with a dualist and a determinist argument. In his view, acoustic and visual
space cannot exist in unison and instead are in a permanent conflict with one
another, a suggestion that also echoes in sound ecologist RMOAU 3 AEAEAAOG C

writing:

Auditory space is very different from visual spacg we are always at the
edge of visual space, looking into it with the eye. But we are always at the

centre of auditory space, listening out with the ear. Thus, visual
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awareness isnot the same as aural awareness. Visual awareness is
O1 EAEOAAOGET TAIT U A& OxAOAN ABOAI AxAOAT AOO
(Quoted in Genosko 2005, 72).

This divide, however, is not as separated as both McLuhan and Schafer

portray. As BlesserandSak O6 O | AET DBOI BT OEOETT OOCCAOGC
perceived both visually and aurally z they are audiovisual and thus,

multisensory. Even though McLuhan believed that a removal from visual

space and a return towards auditory space was necessary, it is inmpant to

guestion whether diminishing and removing all of the social and cultural

information that has been accumulated since the establishment of visual

space, whether it is visual, audible or tactile, is even possible.

In this project, | arguethat this division of the sensory, as advocated by

McLuhan and Schafer only contributes towards a withholding of aurality as a

secondary element in relation to the audiovisual complex. It obstructs

multisensory experiences to be entirely enacted and perceived, tBunot

permitting a whole-body experience to emerge. Whilst | agree that a call for

more expanded forms of listening to environments is necessary, | believe that

the visual attributes of spaces, whether in their social, perceptual or political

contexts, shauld not be disregardedz they also contribute towards our
AobAOEAT AA T &£ AOO8 7EOE OEEO EIT 1 ET AR )
OAEOOA O A 111 x OEASted1ods, 1 ROAET OEOOAT 1 |

| propose that when learning about our understanding of spaces in social or

embodied terms, we have to think beyond the mongensory. In line with the

science fiction writer Ursula Le Guin, who explored the potential of listening

and speaking in more holisic terms in her Bryn Mawr Commencement

Addressin 1986, in this project | reject the dualisms that have been

AT 1T OET O1 60T U AAOT AAGAA AT A OAET & OAAA Al

03 OAOT A AOGCOAOd Ofr8Y OAARAET ¢ AT A EAAOET ¢ AOA OOEIIT 1 £OA
clichéd attributes, a configuration | callthe audiovisual litanyp h  ET A1 OA E bnpidirechioh@d ET C A

whilst visuality directional, hearing immersing its listeners whilst visuality offers us perspective

(Sterne 2012, 9)
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011 ¢cOA8 AT A xEOE OAE AB) Wnen titinkidy&urglly, A ' OE1
thus, | aim to think openly. | refuse to split and divide concepts and ideas into
Bubject/object, self/other, mind/body, dominant/submissive,
AAOEOATDAOOEOAR - AT T¥. AOOOARh | Algeyxi i AT h A
When considering sound in the context of thevhite cube project, | turn to

aural thinking as a way ofconfronting these dichotomies and any essentialist

approaches to the issue around bodies, sound and space.

In chapter one | demonstrated how modern and contemporary art spaces
continue to follow a particular ideology, one that has been embedded in
ocularcentrism, white patriarchy and rational forms of exhibition display.
Arriving from my embodied experience of installing ad experiencing13.1.91
at Surrey Gallery, loffered my subjective experience as trutly as an act of
sonic feminismz and discoveredthat the soundscape of the white exhibition
spaces divides, splits, excludes, removes and silencés. other words, it

genders.

According to- AOOA 2AEIT T U8 O OMri2Wwsin®01b, @dntleE OEAA T 1
inequality, whilst more difficult to pin down or detect, is still presentin the
arts sector (2015). In the context ofMoM& &I O A@AiI b1 Ah 2AEI T U
2004, when the mus&m opened its new building, with a reinstallation of the

permanent collection spanning the years 1880 to 1970, of the 410 works on

display in the fourth-and fifth-&£1 T T O CA1 1 AOEAOh 111U poe xA
4 percent. Even fewer works were by artists bcolor. At my most recent
ATl 61 6h ET ! POEI c¢mpuh x BDAOAAT O 1T &£ OEA

(2015). This report evidences thatthe voicesof those speak with the forked
tongue are still louder than others. And whilst a number of positive
initiatives, includingMoM@ O 711 AT 80 00T EAAO j-70qQh EA«
over the course of the last decadedA| T £01 1T OET ¢ AT A OAAOOA
OOAAEOEITAITU I AOGAOI ETEOO AATI 16 j2AEITU
in the context of public contemporary art insttutions as well asprivate art

galleriesis evidently still an issue
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When addressing the ideology of the white cube from a position of sound and

gender, | propose a more environmental routeembedded in sonic feminist

thinking and practice. | acknowledge that the white cube ideology places its
OOAEAAOO EIT OI O&ZAT ET ET A AT A Oi AGAOI E
accommodating the latter. In this project, however, my mission is to subvert

this patriarchal binary. In other words, whilst arguing against the

androcentric split, here | turn to sonic feminism and present the need to

move beyond the historical categorisations of gender and the gendered

power dimensions assigned by théistory of modern art spacesand consider

how sound can potentially dismantle gender norms, so that a more open way

of being withart can manifest.

2.2.3. Sounding Gallery Space

The question of sound in gallery spaces, as the existing literature shows,

remains underdeveloped.Most of the debates so far have focused @ound

artdspaces and practices (Connor 2003, Kahn 199BaBelle 2015, Leitner

1999,, EAEO AT A [/ Yanhd souddsdape debates Schafer 1977,

Schafer 1993, E. Thompson 2004Westerkamp 2006), not necessarily

considering the experience of sound in the soalled visual art contexts or

environmental sound inside gallery architecturesin this project | shift away

from the discussions that limit themselves to sound art and consider aurality

in contemporary gallery spaces in more expanded terms$.proposethat it is

TTO TT1TU O1I 61T A AOO OEAO OODPOAAAZ) AT A 1 AA
but also video apparatus, nises, voices and the technological humall of the

sounding elements that enter gallery spaces. In other words, it is the

00T 11 OPEAOAG j/1 EOAOTI O ¢mpalgbundArd /1 EOAOQI
leaks and spreads like odour rather than just sound art.consider how all-

sound, and by that, | mean everything that is sonically perceivable to our ears

and bodies, affects the production of the exhibition space and the art

institution more broadly.
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#Al AA +A1 1 U800 OAOAAOAE, 2@T),0fbr ex@aple]l AOU  OF
acknowledges that sound has played an integral role in shaping
contemporary art and contemporary gallery architectures as a whole. He

bridges the field of visual culture and sound studies by suggesting that gallery

spaces are filled with all kirds of sound, from sounding artworks to

restaurant chatter and clatter. His approach to the issue, however, is limiting

because the writer primarily presents cases of how galleries sound from

perspective of male artists(and the male ear)working with sound 31 He fails

to recognise that historically galleries and consequently gallery sound has

been gendered and gendering, primarily organised by men serving other

i AT8 "U Pl AAET ¢ EEO EIT OAOAm IOt &dlres§ AT 6 O Ol
the issues around geder representation, gender inequality and gendered

experiencethat has been present in modern gallery spaces.

Whilst the writer demonstrates that sound has always already been there
when experiencing art, Isuggestthat this argument is too restrained and
needs to be politicised further. In this project, | bring larger feminist debates
that exceed the limited readings of politics of representation in gallery
settings. My aim is to examine how gender structures thexperience of space,
which is entwined with but not reducible to, questions of gender
representation. We need to understand how institutional gender inequality,
as advocated by the modernist white cube project, has shaped (and continues
to shape) theoverall production of contemporary gallery soundscapesMore
importantly, however, we need to find goractical way of subverting the white
AOGAAG O AT 1 AE OEThisBvhed fonhd\riyicriidu©dk thewhite
cube, Iproceed byacknowledgng the soundscapeof white exhibition rooms
as gendered and propose ra all-sound practice-led intervention with a

feminist mission in mind.

31 Caleb Kelly primarily discusses the works of Robert Irwin, James Turrell, Michael Asher, Bruce

Naumann, La Monte Youg, Alvin Lucier and other male practitioners in the field. It is important to note,

however, that women artists, including Pauline Oliveros, Daphne Oram, Hildegard Westerkamp, Annea

Lockwood, Maryanne Amacher, Lis Rhodes, Mary Ellen Bute, Alison Knowles]Judy Dunaway, to name

a very few have also pushed the auditory boundariesinthe gallep.EAOAh ET x AOAOR AOA 1 EOOEI]
texts.
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2.2.4. The Production of (Sonic) Space

The production of space has been an ongoing debate in the fields of social
geography, philosophy and feminist research. The term, initially posed by a

French philosopher and sociologist Henri Lefebvre, questions how spaces are

structured, arguing that spaes are always experienced as lived and social,

thus, they are not immobile, but temporally active constructs. In other words,

for Lefebvre, lived space does not exist outside of lived time, whilst lived time

does not operate outside of lived spacéde writA O, O4 EAU 1 EOA OEI A¥
they are in time. Yet all anyone sees is movements. In nature, time is
apprehended within spacezET  OEA OAOU (Lefdbr®©1992/ 98 ODAAAS
Feminist geographer Doreen Massey, in her account of gendered spaces,

points out that philosophy has been paying too much attention to time,
consequently dismissing the social, political and experiential potential of

space. In social sciences, she argues, the concepts of space and time have been
disconnected(Massey 2005) Space ha served as a residue of time, as static

AT A ET EAOAT Ol U it@AvEnQUALINA, Tit & A&t dyrarhisin, O

EO EO A EET A IMasseEl0¥80 Ror NEabsdyQd3 foCLEfEnfkre, 6 |
however, space is inherently social and is never outsidef ime z both are

interconnected and contingent upon one another.

In this project, | propose that sound, as a temporal and spatial entity,

contributes towards the production of space. Even though sound has often

been theorised in the context of temporality, existing theoretical accounts of

sounding spaces and aural arckectures reveal that it is reductive to classify

sound as purely temporal or outside of space. If anything, sound is contingent

and simultaneously informs both, spaceand time, together. Sound

contributes towards the formation of architectures, places and spaces.

Specifically, sound affects how spaces appear to us and are experienced by

008 4EAOAAEI OAh E1T OEEO POT EAAOh ) AITI1T x
social space and explore how sound shapes the spatemporal contours of

white exhibition rooms.
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2.2.5. Soundscape

As discussed inchapter one, galleries, like any other spaces, carry unique

soundscapes, but what do | mean by the term soundscape? The concept of
soundscape was initially introduced by Murray Schafer athe start of the

1970s.&1 O 3 AEAZAO9g OOEA O1 01 AGAAPA EO AT U /
speak of a musical composition as a soundscape, or a radio program as a
soundscape or an acoustic environment as a soundscape. We can isolate an

acoustic environment as a field of study jst as we can study the
AEAOAAOAOEOOEAO | (&hafer 1@98,07A Bountiséapel @A AD A &
LaBelle further argues, is both method and a practice of listening to

OAT GEOIT 11 AT OAT O1 O1T A AO &£ O1T A ET CEOAT b
p ww(d8 Sréaliry AN Soundscape requires further critical unpacking.

In The Soundscape: Our Sonic Environment and the Tuning of the World

(1993), Schafer proposes that our planet has always been sounding, whether

it was with voices of the sea, snow, or wind,usrounded by harmonic tones,

cacophonies, noises and rituals. The writer aligns soundscape to natuges

something that is heard and experienced in what he refers to as
@ncontaminateddenvironments. By connecting soundscapes with nature and

the so-called natural, the ecologist calls for an ontology of soun#.

The appearance of technology, as Schafer tries to argue, has disturbed and

interrupted our sounding environments. For Schafer, the urbanisation of

sound, led by technological mediation, resulted ina deterioration of

01 01 AGAAPAOh AACOAAEI ¢ OEAEO OO1 AEOOOOA
Schafer divides between natural and cultural sounds, distinguishing the

01 01T A0 1 £ -EERDOAEAT AOOBEEOI 01 AO 1T mEBEHS OOAA
Such a framingsuggests that with technology entering soundscapes, sound

abandons its natural disposition and becomes an element of culture, which

237 01 A OOOAEAOG OAEI T AO "OEAT +AT A AOCOAO OEAOGYd 6311 A O
ontology of sound and to the materiatA £ZEAAOEOA DPOT AAOOGAOG OEAO |1 EA OAAT A/

AAT CAOI 6O AO EO POAOGAT 6O OEA xiI O A AO EO O1ACi AAROO OE
(ibid.).
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Schafer dismisses. The urban contamination of sirens, alarms, machinery,
and other sonic artefacts, for him, are seen as ndary and, to his view,
AAAAT A OA 1 AOAT OEA O1 OEA GAhxdpkohi® |} 3 AEA EA

Schizophonia refers to the split between an original sound and its electro

AAT OOOEA OOA1T OI EOOEIT 10O OADPOI AOGAOEIT 8/ O
originals. They occurred at one time and in one place only. Sounds were

OEAT ETAEOOI T OAT U OEAA O1 OEA 1 AAEAT EOI O
sound production technologies], we have split the sound from the maker

of the sound(Schafer 2007, 331973]).

3 AE A £A O ¢apeO®il EIOHOO OEA 1 EOOAT A0SO AT Aus )1 |
to abandon cultural sounds and return to nature. He argues that in order to

rediscover @riginal soundd we must bracketit and remove ourselves from
AOAOUOEET ¢ OEAO EO 11 111TGCAO EI EOO 1 OECE
Sterne argues, implies sonic essentialism (Sterne 2003, 342). It presents us

with a determinist binary, aligning men with nature, splitting subject from

objects, nature from culture and minds from bodies3 AEAZAA O8O AA

~

I Ol «
soundscapeserves as an opposition to my reading of aural thinking. Rather

than opening our way ofbeing withsound in sounding environments, instead,

it limits and restrains our ears and the rest of our bodies. If soundscape, as

0AO1T 21T AAxAU OOCCAOOORh EO Ofr8Y A ATl OAQ
consists of many sounds coming from different directions and of differing
AEAOAAOAOEOOEAO8 +8Y6h pEXSEDPOOBAOT OT A Al
AAAT PET T E A Rodaway 1694,36),Aren it is naive for Schafer to

suggest that we can remove ourselves from a particular sound and bracket

ourselves from all-sound. In line with Rodaway, we should read and

experience environmens as compositions created by environments we

inhabit in their totality. Thus, isolating and bracketing sound from its

soundscape, as Schafer encourages us to do, becomes a restrictive and
consequently damaging exercise. As media theorist Frances Dyson agu

our ears have already been muddied, thus, it is unproductive to try and

eliminate the sonic knowledge and sonic capital that has been accumulated

since the emergence of machinery and technologi€Byson 2009, 80)
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Composer and writer Hildegard Westerlamp, one of the founders of the

71T 01 A 3101 AGAAPA 001 EAAOh OEEAZAOO AxAU £A
offers a more open and a socially conscious reading of the concept, which |

find more useful when considering the soundscape of the white cube. Whilst

drawing on her personal subjectled experiences of the surrounding sonic

world, she envisages soundscape as a method for forming embodied and

social bonds between bodies and environments. In other words, she refuses

01 OPI EO O 01 Ah OE é&s€entialidt Appradi tethebrisiy 3 A E A EA (
soundscape. Westerkamp conceptualises soundscapes, whether naturally or

technologically constructed, as vital to our ability to participate in the world.

The composer and ecologist, when thinkinthrough and with soundb1 AAAO OA
strong emphasis on humarexperiencé(Duhautpas and Solomos 2014, 6)n

her writings about sound, Westerkampargues that listening should not be

£ OAAAh AOAAEAOAA 1O AEOAAOAAYg ONOEOA OE
comes from an inner pace of nonthreat, support, and safety (Westerkamp,

2015). Rather than aspiring to return to the presupposed natural®i-fiGideal,

which is often associated with patriarchal powerthe composerbelieves itis

important to acknowledge sound in its potental inclusivity and social

relationality, whether it is mediated through nature or technology.

Pauline Oliveros, a feminist sonic experimentalist and writer, extended the

idea of listening to the world even further. The artist believed that by

engaging withall-sound, we, as a social body, can become more inclusive and
interconnected. For Oliveros,listening and soundmaking are inherently

political and social acts. She argued that opening our ears and our bodies to

everything that is sounding can offer a more expanded connection between

bodies and the audible woldz EO EO AA1T A O MEAECEOAI
consciousness of sound in as many dimensions of awareness and attentional

AUl AT EAO AO E O@livdrds 200® kxit) O®n Aal sdcipolitical

level, Oliveros explains, consciously engaging in listening to the world also

facilitates compassionandd | T OA T AT O1 AAOOGOAT AET ¢ T &

fields of thought can be opened, and the individual may be expanded and find
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opportunity to connect in new ways to communities of interest. Practice
AT EAT AAOG T PATTAOGOS j/ 1 EOAOieds elievew h 22008
that if we do not open our ears to thevhole of sounding world, we become
what she calls focal listeners, which restricts our ability to participate in the

social lived world.

When considering the sund of contemporary institutional galleries and

museums, | echo Oliveros, Westerkamp and Dyson and suggest that it is

Ei BT OOEAT A OI AEOATTTAAO 10 OODPI EO8 OEA
and listening. What we experience in architectural dwellings islways a

mixture of elements, some are natural, some are technologically constructed.

Thus, our ears are always exposed @l-OT OT Ah OAOEAO-AEBATI OCOADA
OIMES O1 01T A8 7Anh AO 1 EOOATET ¢ OOAEAAOO AC
political conditions that define and shape our ability to listen, which we are

not able to abandon when experiencing sound. Whilst subjected to a setting

OEAO EO Al OAAAU AARG DBARG GABH AEAE OAEER
bracketing our experience to what we cb OEAAO O1 AOOOAI & A.
unattainable. In this project) OEE&AO AxAU £OiI I 3AEAEAOBO
sound and instead propose a more expanded conception of the term. |

suggest that by enabling our bodies to engage alil-sound, we can begin to

break down institutional walls. All-sound, then, becomes a tool for

encouraging all bodies (and not just male bodies) to form avhole-bodied

connection with the soundscape of the white cube beyond their respective

gender brackets
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2.2.6. Gendered Soundscapes

If soundscape is a social construct, then it is important to consider that it does

not exist outside the structures of political power but is integral to them. In

I OEAO x1 OAOGh EO EO 110 11710 Obp O OEA 1E
cannot be Istened to. We, as listeners, are subjected to the dynamics of

oppression and control. Our listening bodies are dependent on the external

material forces that inform and condition our way of engaging with our visual

and sonic environments. Spaces, as DoreeNlassey argues, are utterly

political, and the different practices of space have political implications

(Massey 2005, 13) If space is always political and soundscape is an integral

part of any space, then we should consider soundscapes pglitical social

constructs.

Whilst soundscape has been considered in political terms by academic

OAET 1 AOO xOEOET ¢ AAIT 6O O1 01 Ah ETAI OAET C
i, AAAU ¢mpoqh "EEOOAOOAI AGO OAOAAOAE 11
(Bijsterveld 2014)h ' T 7T AAT A80O OAAAET (Goodalge2001F A OAAA
AT A "EOAOGATI 1860 AT1T OEAAOAOQCEITO 1T &£ O1 01 Ab?
context of Nazi GermanyBirdsall 2012), when it comes to the question of

gendered soundscapes, the existing adamic research remains sparse.

| AAT OAET ¢ O #EOEOOET A %EOEAEJ Ofr8Y 110
within the fields of history to the ways sound may be gendered and gender

O1 O1 A6 j WEOEAE ¢mpuQ8 7EEIG® YOEARDOADEAEA A
gender has altered the very questions historians ask of the past and the way

xA O1 AAOOOAT A OOOOAOOOAO I iEd)pihenitO AT A EI
comes to the question of gendered sound, the discussion needs to be

extended further.

4AEA OAOI OCAT AAOAA O 01 AOGAAPASh ET EOEAI I
Pirkko Moisala and Anni Vilkko, questions how gendered hierarchies are

established and governed from a position of sounfJéarviluoma, Moisala, and

Vilkko 2003, 847106). They argue tlat gender can be reinforced and
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conditioned not only visually but also aurally. The writers propose gendered

soundscape as a method for confronting issues around gender inequality
jcnmnmoh pyxd8 20B5DrEsAdich Gifer a hispricdl evaluation of

sounding landscapes and explores how soundscapes have been gendered in

the context of radio technology and the female voic&he implies that with

the arrival of auditory technology, specifically radio, representations and
contestations of gender have chaged not only in the visual realm but also

through soundscape3 EA /EO O O E A OwhileOrDdd AfGhe GideduBe, O

about gender, voice, and speech persisted into the age of mechanical
reproduction, the mass communication and mass consumption of the
twentEAOE AAT OO0OU Al OAOAA CAT AAO®EHck OT 61T AOA A
2011, 74), which she continues to discuss throughouter book (2015).

EOEAESO OAOAAOAE AOAAOAOG A TAAARAOGOAOU EI
project does not escape historical dedtes. In other words, the writer does

not consider how the social spaces we inhabit today are gendered through

the dimension of sound. My thesis, whilst drawing on historiographic

accounts of the white cube project, is more interested in what the soundscap

of institutional museums and gallery spacesperatestoday and how it affects

gendered bodies. It aims to understand how the gallery continues to place

subjects in gendered frameworkshrough its soundscapeand how listening

and experiencingall-soundbodily can be utiisA A 01T AT 1T £01 1 0 OEA EI1

gendering ideological regime.

Feminist classics scholar Anne Carson also draws on the issue of sound and

gender in her essayThe Gender of Sound995). Carson demonstrates that

sound has been tracedly gendered at least since ancient Greece. Specifically,

OEA AOCOAO OEAO A xI 1 AT 860 OI EAAOh AAAAOC
beenOAOEAAT AA T £ E AarscA1035] 1195 bGHtiwoultdE T 1 6 |
removed from the civil spaces operated by men. cgording to the writer,

OET AA OEA AT AEAT OO6h OEECE O1 AAl DBEOGAE ¢
characterise a person who is deviant from or deficient in the masculine ideal

of self-control. Women, catamites, eunuchs and androgynes fall into this
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categoU8 4 EAEO O1 O1T AO AOA AAA OiF EAAO AT A
(Carsonp wwuv h ppwd8 4EA xOEOAO EIi PIi EAO OEAO(q
mouth has been an important project of patriarchal culture from antiquity to

OEA b OA CCArbofl995 A20d21). Heranalysis, however, remains tied

to the question of female voice and does not necessarily account for
environmental sound or bodily sound, as created by those witltrongd

Ol EAAOG8 7EEI OO EO EO amidedmObspoidts of OAEAO O
departure when thinking about gender inequality through the dimension of

sound, it is important to think more broadly, and considerll-sound in order

to form a more detailed understanding of how lived social spaces shape

gender.

When addressing the issue ajender and sound in relation to the white cube

project, | intend to pay attention to both the ideological soundscape of the

modernist white cube project, as advocated since its initiation during

modernism, as well as the soundscape of contemporary institisinal white

exhibition spaceh AO APDPAOEAT AAA BydoindseA hdpé EOAAS /
to problematise the concept of soundscape from a gendered position and to

build a more grounded understanding of what steps we can take to offer an

alternative and a nore inclusive aural space wherbeing withsounding art in

institutional art spaces today:.

2.2.7. Rhythmic Spaces

Could we consider white cube spaces as full of rhythmic activity? Henri

Lefebvre conceptualises the notion of social space as a product bithmic

AOGAT 60 OEAO Ai AOCA ET OEAA AT A 1T OOOEAA ¢
Lefebvre, space is not a static entity, but a temporal construct that shifts and

transforms in time. In The Production of Spacgl992), the writer discusses

how concepts and ideas that emerge in time do not exist outside of space, but

are integral to a production and experience of our lived social environments.

He asks, forexampled 7 EAO EO A1l EAAT 1T CU xEOEIT 6O A

a space wiich it describes, whose vocabulary and kinks it makes use of, and
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xET OA AT AA EO Ai ATl AEAOCed i, AZAAOOA pwwch

nothing. ldeology and power, he continues, are the foundations of any lived

and embodied spatial production. Ths leads the philosopher to suggest that
OPAAA EO A DPOI AOAO T &£/ OI EOGAA AAOQGEIT 16
through rhythms. In other words, social space is not a fixed object but an
ongoing set of relations between objects and products, in whic social

systems operate and instruct how we inhabit and experience spaces.

To understand how spaces are produced, Lefebvre turns to the concept of

rhythm z OA OAEAT AAh A 1 A@efelmieAModre, in&Eldeh T x 1 A A C A

2004, 3), which he uses as a mbbdological and conceptual route to
exploring the practical consequences of embodying lived social
environments. In Rhythmanalysis(2004), Lefebvre uses the analysis of
rhythms to challenge the representational and linear readings of time and
space. The witer suggests that every space has a rhythm, whilst every
rhythm is attached to space(Lefebvre 2004, 15). Lefebvre furthersuggests
that every living subject possesses rhythm: repetitions, pulsations,
circulations, assimilations, durations. Whilst some rigthms are discordant,
others are linear or run in simultaneity with other rhythms. In his
publication, Lefebvre creates an important argument. For Lefebvre, the
rhythmic structure of our bodies and the outside world is not linear, but
instead, a multitudez a plurality of spaces and events. It emerges, operates
and dissolves as many rhythms, which then travel in all directions. Thus, as
lived beings, we do not adapt a single rhythm, but many rhythms
polyrhythms, eurhythms and isorhythms,which emerge in usbodily, and are
heard, witnessed, felt and experienced Lefebvre 2004). For Lefebvre,
rhythms keep us connected with the worldz they enable us to form
embodied relationships between our bodies and our lived spaces. Being
rhythmical and being subjected tarhythms, to paraphrase Lefebvre, is at the

heart of social lived space.

, ABEAAOOAGO OOOAU 1T &£ OEUOEI O bOI OEAAO
AEAI T AT cel¢c OiT A T&# OEA xEEOA AOAA
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specifically, its presupposed autonomousrad timeless nature. Agdiscussed

in chapter one, institutional white gallery exhibition rooms tend to position

themselves as special sites for aesthetic contemplation that operate outside

a lived social world or time, thus, outside of rhythms.Surrounded by white

walls and no furnishing, these spaces symbolically remove themselves from

AOlI OO6OAIT h OT AEAT 1 0 EEOGtd bArAithmsAOOAAET A
however, allows us to suggest that white exhibition spaces @& unable to

operate outside of time or space, but, through rhythms, they are always

temporally active and in connection with the rest of the world. In other

words, it suggeststhat the white cube ideology cannot exist independently of

social spacetime. NnOOAAAh AO AT U EAATITTCEAAI AlT100
OEIT A ATA A OPAAAh A 11 AAI EOCAA OEIi AR TO |
(Lefebvre p ww¢ h cong8 4EOON x EAT AT T £OT 1T OE]T

decontextualised and atemporal nature in the context of astemporary art
i OOAOI 6 AT A CAIT1AOU OPAAAOGH ) 00601 Oi :
question how our bodily rhythms, the rhythms of sounding artworks as well
as the rhythms produced by the spacd £Z£ZAA OO OEA CAI 1 AOUBO OE

its surfaces, wals, objects as well as its institutional operation.

2.3. Sounding Art

In this section of the chapter | explore the idea of art as always sounding. |

propose that art has always carried a soundscape. Whether it is the sound of

wind or air accompanying Palaeolithic cupules and carved rocks,

reverberating acoustics of cave artsounding rituals and pagan sculptures,

frescos echoing in churches or thefinging silencedof the early modern

paintings, sound, whether in the form of a residue, harmony or voice has not

AAAOGAA OF OOOOI OT A AOO8 ' O s$s$ideqtieyO +AET C
i OOAh T AT U AOA O1 OOOAT T U O O k@i AAODE (
1999, 2). The writer argues that with the invention of sound recording

technologies at the end of the nineteenth century, art has only continued to

increase in velocity.This project is interested in exploring how the sound of

technologically mediated art, specifically video art, has affected gallery
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architectures and our ways ofoeing with exhibited art. It deliberately shifts
away from the art forms that have been instuitionally labelled as sounding,
such as music orGound artdand instead explores the expanded forms of

soundingvisual art.

The project challenges the disciplinary boundaries and institutional frames
that tend to separate visual from aural. Even if institutionally labelled as

visual, video art, | argue, is a form of sounding art, which has challenged the

PDi 1l EOEAEOA OEAAT AOO060 OITEA AEI AT OETI
contemporary art institutions. Whilst surveying the existing discussions

around sound technology, gender and video art practices, thsection of the

project situates video art in the realm of feminist sounding art practices and

as practices that have transgressed the white cube ideological limitations.

2.3.1. Sound in Technoldgally Mediated Art: A Feminist Critique

Thepotentidd 1 £ AOOAT EOU ET AOO xAO 1106 #0111 U
sound studies. Theorists, including Daniels and Naumar(2010), Delehanty
(2013), Kahn (1999), Sterne (2003), Kelly (2011, 2017), Rogers (2013), and

Halliday (2013), havedemonstrated that with the advancement of sound

OAAT OAET ¢ OAAETTI1iTcuh AOOAI EOU xAO AET AT
1 O AOCOAA AU 1 ATuh EO xAO OEA EIT OAT OEITT 1
accelerated this precise shift. Kahn explains 2 x EOE OAAET 11 1 CUh

saturates the art of this century [the twentieth century], and its importance

AAAT T A0 AOGEAAT O EZEZ xA AAT EAAO KamO0O OEA E
1999, 2). The ability to record, store and reproduce auditory signals has

enabled the once mute visual art practices to expand an@ound outias a

result. In addition, phonography has not only pushed new forms of auditory
experimentation, but it has also extended visual art forms, such as cinema

and moving image art (Chion 1994, Hegarty 2014, Daniels and Naumann

2010, Rogers 2013).
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Douglas Kahn and Suzanne Delehanty were among the first scholars to
consider aurality in the context of twentieth century visual art, specifically

the avantgarde practices. In her essaySoundings (2013), Delehanty

DOl pi 6A0g OAO OEA AACEITEIC 1 &£ OEEO
OEOI OCE OEA 11T AA OEI AT O AiDAehan&y2043, AOO
21). She admits this transformation as essentially conceptua artists, no

longer satisfied with the world of illusion and the inaccessible ideal as offered

by previous forms of art such as Romanticism and Symbolism, instead began

to form a space for revolutionary ideas, which sought to break away from

ingrained conventionalism.

For Delehanty, sound enters and permeates art in relatively abstract and
metaphysical terms. Placing importance on conceptual conditions and
transformations of late modernism, she explains the shift towards auditory

expansion in plastic art through metaphors. The witer describes sound as

OCAOEAOAA x0TI OEA ODPAAA AOT OT A OO0 AU

O«

Ol 61 Ah OAT OE EAAOA AT A OT EAAOAG j $AlI AEAT (

of art as well as our experience of art through its imminent abstraction. Yet,
the author acknowledges the importance of thénachinedonly in passing. She
O 6 ¢ ¢ AMirdxRegndBtrial Revolution and the birth of the machine in the
nineteenth century, new technologies appeared to extend, and even replace,

the natural materials that painters and sculptors had previously used to

OEADPA EI 1 OOETT O 1T £ OAvilstbédbanty pdgnifsithAtE AT OU
[

01 61T A OAAETTITcU ET AGAAA OA 1T Ax AACE
proposition, especially in relation to the question & temporality and

abstraction, remains ambiguous and consequently underexplored.

Kahn provides a more detailed technological analysis of sound in the context
of the early avantgarde practices. In his publicationNoise, Water, Meat: A

History of Sound ithe Arts(1999), he explicitly states that it was the entrance

of phonography that GonifiedBA O0d Of 8 Y OEA PDPEI 11 COADPE

day in aurality through its ability to return virtually any sound back again and
ACAET ET 01 OEA 0OAIIG®). The cholar stggests that theE 1
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auditory recording device enabled an inclusion of all sound. The auditory

recording device, as Kahn notes, went beyond music and voigét included

noise, utterances as well anything and everything audible that @nwantedd
OAAAAOOA PDPEITT COAPEU AEG EALDOE OOOGA EAAEIT
i +AET pwwwh wgs8 (A Ai 1T Al OAAO AU OOCCAOOE
more sounds and produced a greater emphasis on listening to things, to
differentthings, andtomorel £ OEAT AT A 11 1 EOOAT ET C AE A
9), which to a lot of the artists working with sound became a point of interest.

Sound, as recorded via the auditory apparatus, brought out the yet unheard

into the open.

Whilst both Delehanty andKahn provide a much needed historiographical

and critical evaluation of sound in the arts of the twentieth century,

introducing the idea of auditory temporality and the expansion of sound in

art, their analysis primarily remains within the late modernist auditory
DOAAOEAAO AT A Ai1 AADPOOh OOAE AO ) OAl EA
their research does not consider sound in the context of broader sound

technology, visual art and gendedebates, which Ipropose, requires further

attention in the scholarship.

When it comes to the question of sounding art practices, technology and
gender, most of the writers so far, apart from a few exceptions, including Tara
2 T A C Rigk6NoOises: Womenn Electronic Music and Soun@010), Irene

| UBm@rgency Noises: Sound Art and Gen®917) AT A (T 11U )T Ccl ADI
PhD project Composing Paradoxes: Feminist Process in Sound Arts and
Experimental Music(2015), continue to fail to expose our problematic
relationship with sound technology from a position of gender. According to

Rodgers:

It is thus necessary to lay out a broad critique of gender issues across
multiple histories that electronic music [and sounding art practice more

broadly] inherits, including affiliations with militarism in the evolution of
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audio technologies, a logic of aproduction that operates in audio

AEOAT OOOAO AT A DPOAAOEAAO ¢8Y8 41 GCAOEAO O

electronic music histories by delimiting who and what counts in such

i AOOAOO AO ET OAT OEiTh DPOIT AGAOGET T h AT A 1 AEI

As the exising books and compendia on sounding art practices demonstrate,
most of the technologyled artistic experimentations throughout the

twentieth century have been undertaken (or at least written about and

DOATI EOEAAQ AU xEEOA 1 AT OAibutioh owa@g AT xT 1 Al

sounding art explorations remains underresearched. We often hear how

O1 OT A PAOI AACAAOAQRIEAI PAOOT OAOI POOOAONK
OAPOAOAT OAOEI T AT PAET OET ¢CO AO xAll AO
experiments, for example. Whkn it comes to auditory experimentations in
experimental music, we are often told that it was composer John Cage who

rejected the idea of silence, Edgavaresewho extended sound into space or

Bernhard Leitner who explored our bodily relationship to sound.

We do not, however, often hear about women practitioners, such as Mary
Ellen Bute, Lis Rhodes, Maryanne Amacher, Joan Jonas, to hame a very few
(this list would be an endless one), who have also questioned silence and

auditory spaces in gallery settings This gap does not dissipate once we enter

AT 1T OAI DT OAOU AAAAOBAORh AO AEOADOOOEITO 1T A&

field. It is important to point out, however,that women practitioners working
with sound have started to address this precise gafi. Tara Rodgers, for
example, establishedPinknoises.colkT ¢nnn OO01 DHOI 11T OA OEA

~ s s o~ = .-

i AEET ¢ AT AAOOT 1T EA | Oddé&ulndo HerNbiskgLphofe®@ ¢ mp mh

+

/

X

(

intiated by, ET A $L. OOAOI OE¢ AT A '11TA (EIAA . AOA

by Holly Ingleton, in collaboration with Cathy Lane and Irene Revell, presents

z z 2 oA~

OEA 1T AAAOOEOU O AOAAOGA A AAAEAAOAA

33 The question of sound and gender in recent years has been explored by a number of artetsl

academicled groups, includingp OAOOOOAR 71 1 Al § O lafASéhic Cybdtférintsiod h 7)) 37/ 3

When it comes to the scholarly field of sound studies, however, the question of women artists working
with sound in gallery spaces is yet to be addressed.
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contribution to sound. When discussing the pract in a 2012 interview,

Cathy Lane points out:

)y Al OEETE OEAO OEAOA EO A 1 AAE 1T & CAT AAC
entirely sure why this is but | suspect that it is largely because sound arts

could still be said to be an emergent discipline sopuuntil very recently it

has been largely concerned with trying to trace its lineage and mark out

its territory or set its boundaries very broadly (Lane 2012).

This pressing and yet concealed gap needs to be addressed and accounted for
further. Thus, whilst considering the issue of sounding art in its
technologised forms in institutional gallery exhibition settings, my aim here
is to shift away from the disciplinary and gendered divisions that are still
ingrained in the fields of sound and visual art. | reject the technological
fetishism that has too often pervaded discussions of sound technology.
Instead, | turn towards the practices of women who, even when sileed or
excluded from the field, have continued to explore art through auditory and
audiovisual technologies as a way of subverting the gendered limitations of
art institutions. As explored in chapter one,yideo art, as an inherently
technologically soundirg art form, has refused these divisions and allowed

women to transgress the walls of the white cube.

2.3.2. Video Art

The entrance of video, the first technology to offer the simultaneous capture

of image and sound, offered instantaneity. Kaizenexplaih OEA O ACEAS8 AA
OEAAT ¢4 OO1T Eiil AAEAOGAT U OAA A 11 O6ETC DPEAO
AAT A O1 T1T1T7TEOIOh OAAT OA AT A OABthdU 11T AB80
xAO OEAAT 80 O/ E xI x8 x EKakenZD@8, 289 @s AEOOO FE
showcaseal by Spielmann(2010), Krauss(2000), Elwes(2015), Rees 2011)

Rogers (2013), Mondloch (2011), Trodd (2011) and Hayderf2016), the

invention of video extended the potential of audiovisual art practice,

specifically, how timebased art would be constructed executed, exhibited

and experienced. Artists, empowered by the new technology, began to
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AEAT 1 AT CA OEA T AAEOCI 60 AT i1 AOOEAEOU j OOAL
Rosler), questioned the power of media and the mainstream television (Dara

Birnbaum, George Barbg, articulated socio-political issues (Valie Export,

Vito Acconci, Richard Serra), undertook technologgriven experimentations

(Nam June Paik, Steina and Woody Vasulka) and formed feminist critiques of

society and bodies (Joan Jonas, Carole Schneemarigntal Akerman).

According to Yvonne Spielmann, video technology offered something unique

that was not available before:

What differentiates video from other media technologies lies in the

expression of electronic processing, for example, in closegircuit video

feedback, delayed time processing, and other electromagnetic

manipulations of the electronic flow of the videosiy A1 8 ¥ 8¥ 4EA AAEI EOL
process the electronic signal and the interchangeability of the audio and

video signals manifest the transformative qualities of videdSpielmann

2006, 56).

From a technological perspective, video introduced a form of uninterrupted
audiovisuality, which not only enabled a new spatial and temporal unity
between image and sound, but also between the medium and the subject
experiencing it. Whilst television and film granted a very specific subject
technological object relation tying the subject to a seat and the screen, video
offered a less dictatedcexchange In this sense, video surpassed the prescribed
conditions of previous screenbased technologies. According to Spielmann,
video apparatus, unlike film or television, offeredmalleability (Spielmann
2006, 58). It was up to the user to decide upon the life of the recorded
audiovisual material. Now, videos could be altered, raritten, played

backwards and paused.

As discussed in chapter one,igeo was one of the firs@isual artétechnologies
to amplify the voices ofwomen artists. Women artists who chose video as a
medium of artistic expression began to question the gender bias of societal

structures and norms. They used video as a way of communicating the issues
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of inequality and representation (Elwes 2005, Hayden 2016) Video

apparatus for women video artists became a political tool, which inspired

feminist activism. Hayden, however, argues that by aligninleministdwith

x| | AvieekAOO DPOAAOEAAO 111U OAITOAO xi1 Al
from the main historical video art narrative, which, according to the writer,

ITT U OAOET GliasedEstrOdute prévaldnt itd(#a much art history

and art criticism, but that this also, simultaneously, determines two different

xAUO 1T £ AAET QHaydenQ€&14 A%). Iticaréyeri€e® and places

their contributions asother.7 EET1 OO0 ) DAOOEAI 1T U ACOAA xEO

and suggest that not all women video artists are feminists and not all

Qu

feminists are women, | also argue that it is important to acknowledge that by
bringing their sound into galleries and museums, female video artists, as a
creative and a social body, introduced a sonic dimension that had previously
been hidden behind the patriarchal art structures. This historical shift, as
inspired by video technolay, has consequently unsettled the social and

political operation of art institutions.

Catherine Elwes, for example, notes that the proliferation of video enabled

women to speak politically and about politics. Women artists gravitated

Ol x AODAO (Quseldh their EoAffortational nature and their ability to

AAT EOAO AT EI T AAEAOA 1 AOOAG@A Afdiso, AT AOAEA
EADPAT AAh OEAO OxEOE OEAOA AEOAAO & 0Oi O
convey, almost instantly, the various doctrines of fee 1 E QHidd. The

directedness of the conversation was amplified by the instantaneity of the

recording and the playback of imageandsound. Thus, it was both the visual

and auditory aspects of the new apparatus that enabled the expanded form

of exchange7 EE1 OO0 %l xAO DI ET OO0 1060 AEAEAOAT O |
OAEOAAO AT T OAAOCS AT A OA TAx 1 AT COACAG jE
medium, the writer fails to accoun for the technological dimension that

enabled this language to emerge and travel beyond the screep the

dimension of sound. Through video, ®und also contributed towards the

subversion of the production of the gallery space, specifically, its gendered

sofOT AOAAPAS8 4EA OI O1T A T &£ xTI 1T AT 80 OEAAT A«
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new pitches and new noisethat had beenhidden or covered before the
entrance of the medumWE ET1 00 OiI i A T £ OEAOGA O11 EOGAO

the bounds of the father tongueand at times literally excluded from the

Qu

physical architectures of the gallery?4 the new messages, mediatethrough

xI T AT60 OEAAT OECT Aih AACAT O OOAAAOOAC
fixed patriarchal architectures of the gallery space as discussed in chapter

one. Sound enabled the ursilencing andamplified the different narratives

and stories that had previously been ignored by art institutions. Teongoing
silencingandunOET AT AET C 1 /£ sidetheAvhi® €ubeQniovieleA E 1

calls for further critical attention. Having reviewed the literature on video art

practice and exhibition, it becomes evident thathe affective and socie

political potential of the sound of video art in the context of gendered

soundscape of the gallery architecturess yet to be accounted for.

Video not only provided women creators with new avenues for expression

AOGO Al o1 1T PATAA OEA CAI 1 AOU OEOEOI 008 «x
sounding artworks in gallery spaces. Catherine Elwes, for example, admits
video artas theEEO OO OO0O1 U OOPAOEAI 8 PEATTITATTTA

of immersion and subject mobilsation (Elwes 2015, 235) In the context of
experiencing video in gallery spaces, for example, the gallery visitors also
became@nchainedd They were no longettied to a particular seat or fixed by
the screen® With video objects scattered across the exhibition space, the
participants were able to explore the screens from different angles of the

room. This form of technologicallyled transformation has allowed fa

34 Charlotte Moormanx AO AOOAOOAA A O OGperg Sextrariquél 967) gerfldrfaicg frO

example, and charged with indecent exposure.

35 Such aesthetic participation opposes existing apparatus theories, which imply that subjects, once

subjected to screens become absorbed and controlled by it. Video mobilised the experiencing subject,

allowing the participants to connect with the screenid T OA AAT T AOAOGEA AT A OANOAI 8 OAC
cinema experience offers a very specific audiovisual experience: feature films usually have prescribed

temporal narratives and forms of seating, which the cinema spaces accommodate. The subject mostly

sits in front of the projection in an immobile position with her eyes fixed for an assigned period of time.

Rather than connecting to the reality of the audiovisual images perceived, or experiencing her own

bodily reality, cinema offers a form of perceptual esgasm. In that sensethe cinematic screen, in all of

its assigned symbolism, produces a sense of spatial and temporal saturation, which absorbs and

iT1TT DT 1 EOAO OEA OEA x#i® dréateDalséntedob disEmbbdimentE Yed Eided art

spacestransform the aesthetic experience2 AOEAO OEAT AEEQGET ¢ OEA DAOOEAEDAT (
allocated seats, video enables gallery visitors tioeely explore the light and sound of the artworks from

multiple spatial points.
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alternative forms of participanttADPDAOAOOO AT CACAI AT O Ol
contrast to [previous systems] of perspective construction, video appears in

modular presentations wherever the machines can be plugged together, so

there is no systematic relationshipbetween the placement of the apparatus

AT A OEA T[T AAECOBADEARIT DITTOMAI I £/ AAAOAOOEI
(Spielmann 2006,58)3 DEAT | AT 1 86 O O Hdkobedarhemni®pehdd OEAO ¢
medium, offering new forms of temporal and spatial connections between

the subject and the art object.

A4EEO 11T OETT Al OF AAETAO ET +AOA -1TT1TAITAE
propositions. When discussing expanded screebased practices, both

Mondloch and Trodd note the subjective effects on the spectatorship. They

propose that the experience of screefbased practices in gallery spaces

initiates a sense of threedimensionality. Angela Dalle Vacch€2012) also

considers the possibilities of active expaence when viewing digital screen

based artworks, introducing the question of subjectivity in the
technologically mediated museum settings. Whilst these positions account

A1 O 1T1TA80 OEOOAI AT A AiI AEI U AGPAOEAT AA 1
once agai OAI AET O AAOAT 08 #1171 OEAAOETI ¢ OEAA
technology to bring sound into white cube exhibition settings, the aurality of

screenbased installation practices, including its spatial potential, propose,

needs further attention.

2.3.3.Saund in Video Art

White cube exhibition spaces have not been designed to accommodate sound.
The white rigid walls and little to no furnishing design has meant that the
reverberation levels perceived in space are usually very long unwanted
sound is either treated or removed, dberwise, it is deemed cacophonous and
disorderly. These spaces, after all, adiscussedin chapter one, have been
constructed as ocularcentric siteg designed to serve the eye rather than the
ear or the rest of the body. Once video artthe first sounding visual art form

entered the gallery, dealing with acoustics became an ongoing issue for art
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institutions. The soundtracks of the artworks as well as the technological
operation of the video apparatus would reverberate endlessly in harsh
acoustic architedures of exhibition rooms making it difficult and at times
almost impossible to hear what the artwork is communicating. This has led
to galleries either building Gpeciab rooms with appropriate acoustics,
introducing headphones or walls, separating sounding artworks from silent
artworks or just ignoring the problem. There have been times that | have
personally witnessed the sound of exhibited video artworks emitting diredy
£OT I OEA ET OAOT Al AECEOAI OEAAT DOl EAAOQI
of the artwork would be so quiet, muddled or reverberant that itwould be
impossible to understand the auditory content of the artworks. Thus, whilst
video art continues to speak, the gallery continues to fail to accommodate its

voice.

The issue of sound in video art has been addressed in a few publications.
Holly Rogers (2013) and Paul Hegarty (2014) explore video art from the
perspective of sound, both arguing for video as gform of expanded sonic
practice. In Sounding the Gallery: Video and the Rise of-Krsic (2013),
Rogers describes the 19604970s avantgarde visual arts as crucial, as it
finally integrated sound into gallery spaces. Rogers proposes that it was the

musicality of video that enabled the expansion of sound in visual art

AGEEAEOEIT OAOOEIT CcOq OxEAT bl AAAA xEOEEI
Al Ei AGA 1T &£ AopAOEI AT OAOGET1T AT A ETAI OOEOI
simultaneity of video encouraged expansig and interactive situations and

AEAT 1 AT CAA AT T OAT OETT Al 1 AOGEIT AO T &£ AOO

2013, 2). Rogers presents us with the idea that video apparatus became a
form of a musical instrument, one that was explored and experimented with

by artists and musicians of the decade. The scholar turns to artists such as
Nam June Paik, Bill Viola, Tony Conrad and the Vasulkas and argues that these
artists utilised video and created composeled video spatial compositions

this way incorporating sound asan equal elemenof the audiovisual medium.
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Here, an argument could be made that video practice enabled a democratic

unity between image and sound in technological and conceptual terms.

SOAET A 6AO0OI EAh A1 O AgAi Pi Ah eARICOAO Al
AOAET OEOOAI EOUd OOEAAT Al xAuO AAI A xEOE
Agpl EAEOI U ECITOA EO 11060 O EAOA EOS j 101
AOOOEAO OOCCAOOO OEAOJd OOEA DEUOEAAIT AT
a technological lineage tht was aural rather than visual in nature, [...].

Produced via a continual scanning process, the video image is in fact not an

Ei ACA AO Alldq EO EO A I1TOEIC DPIETO T £ 1E
(Rogers 2013, 1920). According to video artist” E1 1 afvifldo kafndra i©

closer to a microphone in operation than it is to a film camera; video images

are recorded on magnetic tape in a tape recorder. Thus, we find that video is

Al T OAO ET OAlI ACET 1T qauad indiered@i 200560). 1 O [ OO
These considerations of video technology as a sounding instrument allows us

to theorise video art beyond visuality With the video camera now acting as a

form of microphone, a true audiovisual synergy, as Rogers claims, is able to

form (Rogers 2013,2).

Paul Hegarty introduces video art as a variation of sounding art. IRumour

and Radiation: Sound in Video Af2014), Hegarty proposes that video art not

ITT1T U AAAAT A OAAPAAT A T &£ AARAET Cch A0 xAl1l A«
visualandsound® O &I 01 0 AU 1 b A OAGBIMf medumOET OA QI A
that could no longer be bracketed or defined (Hegarty 2014, 2). Hegarty here
OAOEOGEOO $EAE ( ECCEBIAOAO AIOICAIG OEMA OE TOEAAIT
£l Of OEAO 11T 111 CAOATORGEAMBIOOIAG AAEOIONIT >OERABD
More accurately, it is not even a medium, but something that exists or

£O0T ACET T O AEAAOOAI U AAOxA Kisomething thdt /£l Ol O6
falls in-between media. Hegarty continues to suggest that video art is nah

EOI T AGAA 1 AAEOI AOO EO OETEAOAT OI U O1i A

©4EA OAOI OFE] OAOI AREAS xAO E1 001 AOAAA AU &l 0800 AOOEQ
E1 OAOAEOAEDI ET AOU 1 AOBGOA | £ AOO b GvéiOtEiAghrodud OEAO OE At
O0i AAU OAAI O Oi Aeighins 2R @@x AAT | AAEAG
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enables a relationality between different media and form$By using video art

as an@termediad the scholar demonstrates that disciplinary bracketing of
audiovisual art in both conceptual and technological terms is unattainable.
Hegarty further argues that through an increasing and continuously

advancing technological application of sound in art (from video art to

ET OAOAAOEOA A0OOQh O1T OT A 11 x AGEOOO AO Al

entangled yet separate; it is elsewhere and infiltrating hereand most of all,

EO EO AliIT100 AOAOUxEAOAGh [ AAEAOET C AAO:

(Hegarty 2014, 13). In that sense, it has permeated scredrased installation

art and can no longer be avoided.

Whilst Rogers, Hegarty, the Vasulkas and Viola propesthat there is
somethinginherently sounding about video art, whether in technological or

AT T AADOOAT OAOI 6h OEAEO AAAT O1T 60 AT 11
dimension beyond the apparatus or the art object. Their conceptualisations
primarily centre around the relationship between artists and video art

objects, video as music and video art exhibition. In doing so, they do not

AAAT BT 6 &£ O OEAAT O1 61 A6O bpi 6AT GEAT Of

as well as the experiencing bodies enteng them, specifically, when it comes
to the question of gender.The aural dimension of video art inevitably leaks
and exceeds the video screen when exhibited in acoustically awkward gallery
spaces, consequently expanding the spati@mporality of the artwork, the
subject experiencing it and the space in which the artworks and the

experiencing subjects are present. Most of the existing discussions that

N s o~ oA s~

Agbi 1 OA OEA OiI 61T A ET OEAAT AO0OO @mOAABEAAO

screemsound and fail to accant for all-sound: noise, voice, bodily motility

and background soundghat become amplified because of video.

In order to fully grasp what the potential of sound in video exhibition
environments is, it is also important to consider who the listeners arand
how the sonic dimension of video and the surrounding space affects their

experience of art and the overall gallery space. Therefore, my task here is to

consider sound beyond its orOA OAAT DOAOGAT AA AT A AAAT O1
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leaky nature beyond theapparatus. Whilst evaluating the soundscape of

video art in white cube galleries, | question who the inhabitants are and how

the overall soundscape of the gallery affects the experience béing with

o1 01 AET ¢ OEAAT AOOh OPAAEAZEAAI T UR OEA A

contemporary gallery settings.

2.3.4. Sound in Contemporary Art

Where does sound sit in relation to contemporary art practices today? Caleb

+AT T U DOl BT OAO O mtAginl a8pbdt & artAfrorh Dstallation AT E

to screenbased, performancebased and participatory practices, yet its

DOAOGAT AA EO OI 1T 1T £0AT ECIT T OAAG j+ATT U ¢m
Aobl EAEOI U ET Al OAAO Oi 01T A8 r8Y 4EAOA EO
essays, and journals dedicated to sound. Sound has become the must have

media of this part of the century. Yet the art world has been very slow to come

toterms WiOE OEA AAOOAI EOU 1 £ OI O1T A xEOEEIT OE,
(Kelly2012,1008 ! AAT OAET ¢ Oi OEA xOEOAOgq OAOEOEA
often have trouble describing sound; their lexicon does not include an

ongoing dialogue with audio concegpd | +AT 1 U ¢nmpph poQqh EI¢E
language around sound is still in the process of being shaped. Galleries and

museums across the West have been adopting more and more sotinaised

works, organising dedicated retrospectives and group shows, includingnic

Boom (2000) and Infinite mix (2016), at Hayward Gallery, LondonSonic

Processat Centre Georges Pompidou, Paris (20023pundingsat MOMA, New

York (2013), to name a few. Yet, the theories around sound in contemporary

visual art continue to remain sarse.

Considering the vastness of conceptual experimentation with sonic and

AOAET OEOOAT DPOAAOGEAA O1T AAUh . AOI ATT ATA
contexts of visual art, music, theatre, and film are as separate today as they

EAOA A O ADaniefs 2BaAd Nauman 2011, 6). In other words, the

disciplines remain, to an extent, closed, which means that the institutions are
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