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ABSTRACT

This thesis explores the relationship between human corporeality, space, sound and
noise in twentieth-century art. The thesis introduces some novel concepts, notably
that corporeality, noise and the notion of an expanded field form the bedrock of
contemporary sound-based art practice, or what the author refers to as sound-as-
art. The terms Corporeal Sound Art and Non-Corporeal Sonic Art are introduced
as a way to highlight the traditional distinction between corporeally inclusive
sound art and corporeally exclusive acousmatic music. Ultimately, this thesis
extols extramusical elements in the realization of sound-based artwork and
champions human corporeality and noise as central concerns for sound artists and

sonic artists in our current age of digital mediatization.



ACKNOWLEDGMENTS

First and foremost | would like to thank my academic supervisor Dr Dugal
McKinnon. His in-depth knowledge, approachability, and saintly patience in the
face of all manner of (often inane) questions put to him by yours truly, was nothing
short of remarkable. | would like to thank some inspirational people who
influenced me during my time at Victoria University. They include Michael Norris,
Paul Doornbusch, John Psathas, Lissa Meridan, Allan Thomas, Rebecca Rice,
David Maskell, and Phyllis Mossman. In particular I wish to thank my fellow sonic
art students for providing feedback and practical support regarding my creative
portfolio. They include Samuel Walker and Michael Hobbs for filming, Richard
Robertshawe for collaborating on Magnetic Picnic, and Bridget Johnson for her
positive support down the home stretch. | make special mention of Jason Wright
for his invaluable contribution in the filming of performances, technical set-up for
live performances, and audio mastering assistance. And last but not least, | would
like to thank my family, who have been a constant source of support and

encouragement throughout my time at University.



CONTENTS

INEroduction .......cooii i e PO D
CHAPTER 1
Noise and the Corporeal in Futurist and Dadaist Performance ......... p.7
CHAPTER 2

The Expanded Field and the Corporeal in Russian Futurist Theatre

and the Bauhaus School ... p. 13
CHAPTER 3
Sound-as-Art—Expanding the Aural Field .....................coo i, p. 19
CHAPTER 4
SoUNd-aS-1d€a ......ve e el PO 2T
CHAPTER 5
Non-Corporeal Sonic Art versus Corporeal Sound Art ................... p. 33
CHAPTER 6

Real-time External Processing and the Emergence of the

Performance Art GENIE ...t p. 40



CHAPTER 7

The Age of Digital Enhancement ..................cooviiviiviiiieiienennnn. P. 48

CHAPTER 8

Corporeal Relevance in the Age of Digital Mediatization ................. p. 56

Conclusion

Bibliography .......cooiiiiii e PO T0

**k*

Creative Portfolio ........c.ccooeiiii e PO T4





