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A Year of Sound Art in the UAE

Foreword

Residencies at Tashkeel have always
been created with a view to the needs
of both our studio members and of the
local community. In 2014, we thought
that it would be interesting to invite
practitioners who were using mediums
that were perhaps not so familiar to
the region, in this case sound and

new media, to participate in this
programme.

The process of researching, exploring,
meeting and eventually inviting

the artists is a very exciting one,
brimming with potential for new
projects and exchanges. From the
outset, the residency was aligned to the
International Symposium for Electronic
Art (ISEA2014), who partnered with

us on the selection process, with

the selected artists, Fari Bradley and
Chris Weaver making a significant
contribution to the symposium through
participation in workshop, talk and
performance programmes.

Whilst the core activities of the
residency programme may take place
within our own studios, we were keen
to ensure that there were a number

of points during the year that would
support and encourage dialogues with
the community, providing the artists
with a network which we hope will
sustain their relationship with the UAE
and the region for a long time to come.
Fari Bradley and Christopher Weaver
were not newcomers to Dubai, having
been commissioned in the Projects

section of Art Dubai to run an arts radio
station within the fair two years in a
row. Throughout the residency, they
have embraced the city and country as
a whole, tapping into communities,
conversations and projects, and
bringing new faces to Tashkeel on a
regular basis.

Fari and Chris curated a series of talks
on sound art and performances in the
gallery at Tashkeel, gave lectures and
workshops at New York University in
Abu Dhabi and the American University
in Dubai, as well as offering radio
workshops to Campus Art Dubai,
bringing their contagious energy and
enthusiasm to every project. Their
exhibition ‘Systems for a Score’, held at
Tashkeel in January 2015, facilitated a
series of collaborative recordings in the
purpose-built A Model Studio, resulting
in the production of a limited-edition
vinyl, and they were also selected to
participate in the Art Dubai Projects,
developing a sound and sculptural
intervention and performance,
commissioned by Tashkeel.

All year Fari Bradley and Chris Weaver
have made their presence felt within
the local creative community and at
Tashkeel, where the studios have
resonated with new and intriguing
sounds. We are confident that their
influence will continue to reverberate
long after their residency has ended.
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A Year of Sound Art in the UAE

Timeline

2014
August
Jigsaw Radio workshop, Tashkeel

July
Recording in Liwa, Empty Quarter
The formation of a 'feral’ choir

September

Four public sound art film and
discussion programmes

Performance Variations for Rooms and a
Tone at Tashkeel

Commission Harper's Art Bazaar
Arabia

Sound Piece for Art Dubai blog

October

Music performance at New York
University, Abu Dhabi (NYUAD)

Film screening at Sharjah Art
Foundation

November

Lecture Audible Phenomena in the
Everyday at ISEA2014

Cracklebox workshop at ISEA2014

Performance Variations for Rooms and a
Tone at Gallery Ward, Dubai

Performance Variations for Rooms and a
Tone, Al Quoz Festival, Dubai

Instrument building workshop at
NYUAD

2015

January

Solo exhibition ‘Systems for a Score’,
Tashkeel

Recording workshop, Rashid School for
Boys

Lecture Speed, Clarity, Frequency and
the Materiality of Sound at A4 Space
for Campus Art Dubai

Radio workshop for Campus Art Dubai

February

Performance with Sofia Chatzisaranti,
Tashkeel as part of ‘Systems for a
Score’

Workshop and public lecture at
American University of Dubai

Recording workshop Emirates
International School

March

Art Dubai 2015 commission Variations
for a Space and its History
performance and sound installation

A Model Studio installed at Meet D3,
Design District Dubai

Public talk about our practice at Sikka
Art Fair

April

Published article in the Wire Magazine,
Sound Art in the UAE

Max/MSP Workshop at NYUAD

May
Release, limited artist's edition vinyl
record Systems for a Score
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A Year of Sound Art in the UAE

Animating Dead Air

Lecturer, curator and broadcaster Dr Ed Baxter reviews Bradley-Weaver’s practice

The background to ‘Systems for a Score’
lies in Fari Bradley and Chris Weaver's
work in London, England, over the last
decade, much of it based around the
arts radio station Resonance104.4fm.
This broadcast platform is unique even
in the broiling cultural melting pot of
the British capital, indeed unique in the
world in that it views the medium of
radio as having aesthetic possibilities
far beyond those of a distribution
mechanism for cultural or social
discourse.

So for a start we could, perhaps archly,
view Bradley and Weaver as not merely
communicators but as transmitters:
transmitters who, in tune with the
times, send messages into the infinite
darkness to be picked up by who
knows whom. The backdrop of the
global telecommunication systems that
bind our lives seems perhaps too vast

a context for us to attempt to make
sense of the duo's artworks, which

are anything but random in intent. Yet
their position is still symptomatic of
the pressures exerted in the digital age,
where an audio object exists first and
foremost in the realm of potentiality,
its ghostly identity only taking coherent
and confirmed shape when the recipient
- a listener - completes the transaction
that it has initiated.

This contingency in Bradley and
Weaver's work places the onus on the
supposed consumer, revealed at the

point of interaction as in truth a vitally
productive force of animation. Their
local transmissions from London,
apparently so tied to place, to terrain,
and to the social relations this enables
or necessitates, are rather transcendent
and anything but parochial - broadcasts
which in ergonomic fashion seek to

test the fabric of the real and to stake a
claim in time.

These transmissions, and the many
they have both made abroad, comprise
a telescopic means of suggesting
possible intimacy between individuals
separated by immeasurable distances.
Broadcasting becomes a sort of
critically heightened enactment of

the life-affirming refusal to accept
dislocation, so that Bradley-Weaver's
understanding of the radiophonic can
be placed, as a (“small r”) romantic but
by no means an nostalgic investment in
the post-modern imagination.

So far, so mystical, you might think.
But by way of contradistinction, the
compositions of each address not the
ether, nor the realm of randomness and
chance, but the solidly physical. The
emphasis here in Bradley and Weaver's
work is on architectural space, which
is conceived of as musical material, is
instrumentalised and repurposed not
merely as an aesthetic sounding-board
for individual articulation, but as an
extension of identity and as a self-
reflective feedback mechanism as well.
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A Year of Sound Art in the UAE

The great American film critic Manny
Faber observes that the way John
Wayne leans against a wall is eloquent
not merely of an entire generation, but
even of a nation, of an entire culture

at a given moment - an effortless and
suggestive sculptural form realised

via a celebration of electricity, of light
and sound. Given the emphatic and
eloquent nuance embodied in even

the most casual of mediated gestures
in the age of industrialised and mass-
produced culture, we can readily

grasp that the sonic and collaborative
improvisations around their graphic
scores constituted in such works as
Frequency Hum, London Architecture
Week (Weaver, 2010) and Imagined
Divisions Become Real, V & A Museum
(Bradley, 2012) are at once almost
classical articulations of bodies passing
through space; and attempts to
counteract the tendency towards radical
displacement that contemporary media
provokes in favour of a modest, focused
and even plaintive evocation of home.

The focus here is on the fabric of
architecture, on ad hoc transformations
of materiality, something also
extensively articulated in their quartet
Oscillatorial Binnage (since 2004),
which reconfigures everyday objects to
sound their inner voices, or to make
them sing for the artists. The work’s
post-electronic improvisations stay true
to the Age of Relativity in the shadow
of which we all work, and eloquently
suggest the forensic examination of
sonic matter on an atomic level, on
which Bradley and Weaver operate.
Attention to detail is all, and their

works exist in the area between the
neutral, dispassionate observation

of pure data on one hand, and the
articulation of a distinct, enigmatic and
subtly honed sensibility on the other.

Performance too is a central part of
their art. Sigmund Freud believed

that music arose from man's sense of
paranoia and that the ur (primordial)
musical act was to whistle in the dark
forest to ward off the night. This fearful
energy is found by the artists not in the
realm of nightmares or of Nature, but
in the dusty corners of rooms, obsolete
technologies and inside discarded
utensils or machinery. They are not

so much sounding the natural realm,
as hacking the domestic or quotidian
space; their aesthetic is audibly first
and foremost one of the urban and built
environment. Vistas open as they do in
the tangle of inner city streets, where
the roadmap and the labyrinth occupy
the same mental space. Accordingly, a
vertiginous distortion of scale is evident
in their work, an occasionally abrasive
tendency which is surely integral to the
rise of recording, which has dominated
the last century of music creation in

the West. Recording allows for the
repeated examination of detail as well
as for radical design decisions. These
inherent qualities point us towards

the creation of makeshift ideal spaces
wherein particularities are emphasised
- sometimes spontaneously - and
expected features subsumed or

entirely erased, depending on mood
and purpose. It is here that pleasure

is most clearly evoked, as a means of
reconciling antagonistic elements in the
artworks.
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A Year of Sound Art in the UAE

The nature of ideal space, once the
preserve of prison designers, is
explored in the recording studio and its
modern concomitants - the post-World
War 2 motor car, the postmodern
human mind, each with its specific
loudspeakers and soundtrack. The
ideal spaces too of the laptop and

of the “everything box” (in Laurie
Anderson's phrase) that is the 21st
century mobile phone, offer distorted
yet exquisite architectural chambers

in which memory and identity are
externalised, observed off-stage. The
contemporary extended mind (as
discussed by philosophers Chalmers
and Clark) leads each of us, Bradley and
Weaver's work suggests, to a highly
individuated mythology wherein all that
has been absorbed by the contemporary
individual is represented, ordered,

and recast as if in a narrative, cool

and contingent perhaps, yet certainly

a marker of sorts. In their artworks,
knowledge provides the raw material
for an idealised and carefully honed
synthesis which inevitably suggests

a panopticon, wherein surveillance

has replaced the Marxist modes

of production, distribution and
consumption. Their compositions,
contingent in formulation, open-ended
in execution, remarkably but palpably
indicate that consumption itself has
very recently become obsolete; and

the very liveness of their performances
throws into relief the contention that
today's numberless digital audio
objects might be said never to have
truly been consumed.

Recording, too, with its focus on
inscription informs the graphic scores
that Bradley and Weaver deploy. Their
compositions in this regard come not
from the supposed limitations or failure
of notation, but from a constructive
and instinctive extension of recording's
inexorable but partial fixing of data
into the nevertheless ambivalent arena
of instruction. Interpretation of such
provocations (such are the graphic
scores) foregrounds both our basic
animal concerns - inspiration, in the
sense of drawing breath - and deep-
rooted spiritual tropes - exasperation,
in the sense of being momentarily

or permanently confounded by the
partially understood order of things.
Bringing these diverse concerns into
equilibrium, we might suggest that
these artworks exist on a threshold
between the stable, knowable, known,
solid ground of a pragmatic, contingent
yet precise and confident articulation of
meaning; and a counteracting, casual
and pointedly contemporary invocation
of encroaching obsolescence.

It is here, where each doorway, each
banging door, each entrance or exit,
suggests such an ambivalent threshold,
that Bradley and Weaver work.

7”7 Dr. Ed Baxter
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Sound Art: Film and Discussion
Programme, September 2014
Talk



Extract from Audible Phenomena in
the Everday, Fari Bradley, ISEA2014,
Sheikh Zayed University, UAE

This paper aims to provoke thought
on the increasingly dense sonification
and computerisation of cities, with

the consideration that society risks

the erosion of any sensibility to

an individual's own interiority by
disregarding the nature, and thus the
importance, of that very interiority and
the effects of the urban environment
upon it.

Interiority here does not imply a
bounded person or sterile dichotomy
of inner-outer. We take instead

Andy Clark’s model of the extended
mind, where the body incorporates
flows of information or feedback that
continuously flow across the permeable
boundaries of brain, body, and world.i

Thus if a person’s sense of self

and being are not contained by the
parameters of the body but are an
emergent property of the interaction
between body and world, the outside
world has a direct impact on our
internal well being. Bateson in his
ecological anthropology of 1972
describes the constitution of a person
as being ”"a complex set of interactions
with the environment.“ii

i "The Extended Mind" (with Dave Chalmers) 1998

ii http://jpmgoncalves.home.sapo.pt/textos/bateson_

learningcommunication.pdf
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(top)

Variations for Rooms and a Tone (for
choir of architects and electronics),
2014

Performance and sound installation,
Tashkeel

(bottom)

Variations for Rooms and a Tone (for
choir of architects and electronics),
2014

Performance and sound installation,
Gallery Ward, for ISEA2014
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What You Listen To, September 2014
Digitally manipulated photograph
Commission by Harpers Art Bazaar
Middle East
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Are you listening?

Writer, editor and curator L. Ipek Ulusoy Akgtil reviews Bradley-Weaver's solo show at
Tashkeel Jan-Feb 2015 'Systems for a Score’

Where do sound and silence begin and
end? How do we differentiate listening
from hearing? Can we experience
sound if we are not in the act of
hearing? Does the visual overwhelm
listening? How does time play with
our perception and understanding

of sound(s)? With these conceptual
and pragmatic questions in mind,
sound artists Fari Bradley and Chris
Weaver, who have been collaborating
since 2006i, investigate the politics
and poetics of sound-making as well
as the role of aware and attentive
listening in an increasingly hyper-
visual culture. While a diverse array

of sources exploring sound’s complex
play with the visual, the architectural,
the experiential and the performative
inform their sonic expeditions, the
artists study the materiality of sound
at the centre of their practice - whether
through sculptures, hand-made objects,
installations or performances.

Before we move on to a detailed
analysis of works featured in the duo’s
first solo exhibition, ‘Systems for a
Score,” it might be worth defining some
of the philosophical and methodological
questions and themes on sound art.

A quick look at recent theory of sound
art reveals extensive discussion on
definitions of sound, its complex
relationship with music, listening as

an active and engaged experience,
sound’s agency in understanding

spatiotemporal questions, challenges
of curating sound art, sound’s
relationship to forms of society and
beyond.ii While critical practice and
conversations around these questions -
heightened with the Fluxus movement
in the 1960s - have been evolving over
the past several decades, sound art is
an emerging or, at least, a relatively
new terrain in Dubai, where Bradley
and Weaver spent almost a year as
Tashkeel’s first new media artists in
residence, which culminated in this
exhibition among other artistic projects.

In a 2013 article ‘Musicophobia, or
Sound Art and the Demands of Art
Theory, Brian Kane states: ‘If music
requires a mode of listening that
seeks out the known, the foreseen, the
already determined, sound art requires
a mode of listening that seeks out the
unknown, the unforeseen. Listening
to sound art entails an ongoing act of
knowing, taken as a present participle,
as constituting its knowledge as it
comes into being.ii In line with this,
the artists trace the unknown, the
unforeseen as well as the invisible and
the intangible, defining listening as an
active experience, or in other words,
as a practice that requires a certain
awareness and patience to interpret
sound.



Sguao il Jo

oaszall 1 e lagiolal Cipail 3] sJuduini
sl dyia gyliie ciily (]

Olgizy T plall o Caydud dllao ag
Cililhisg igiall (b 9l i napmgallluga»
Sl 13y i Calp Jodu s«oall duphi

o< Jau clual hai wilhii énogall
Ola Marus s3aallg gdgiallg cagyeall
o€ daay clual hoi wlhiy Gigaall aé
clsadl ojliug LS Euw:g.l.oJl 1eg Jogaall
Jiii sdlalgio «llps] ddoc Ciguall al
r.«>gagll jia ] lgogad zo lgud dayeall
Al pliliall raisy 684l oim go luileig
pég gl oo Las igagiall pég Joganll
s dapais cleaadll cayyeil spugaloll
Blys] calhii dylea duloo sl cilals ol
daill Gapalbll go dladl b ollhy 13
Juall

Oc 3199 sl Jae e 83k Lyall 13]g
gl ua Oluad Oldpwge loag naiil
dhai» JUL Y beaug dlglio 2aia iduai
dyhill ad) s ndpmgall gall Gu <laill
ail le Ciguall Ga ajei il dpsall
o.«aleiis arugall g.Lh.Lu.u 1 Llo Jouiu»
«dcghaal dohii» lograyeo plgic ]
sl giha dehlais 65pad (b suaiza
S (1 4 (g Xepusy Olgisy
walgoll 1«l-VI » wilis (] podis Wo$ spaysall
gulis Joc soiey oan gég a8 093 srguidl
ax$ Glalintioul ale agolaall Ciganll
Jeouisi ved 25210 paé dpdyi JUail» iyl
ailiy pied ol (ull Wl (ia Wilgaadll gron
8y9pally Sl LeJl adloll po @bl
alaglll groa (na ligua jauni Al gl didrigo

soligiis oulo (Cranallg) ciguall oy o
likoy Jo Seloialllg cleualll G jrod cays
il §odu Ja Sagoui ol o iguall jlial
liyani (b Cuigll 195 9 bo Sdayd cluadll
sdaormlacdl Al odam slelpo &0 Siguall

g sy s)la dguall lilia guasiy
ki T, elall sis oligleiy ol yang

cloaadll jos e dhaa lgiypcliig diguall giva

Al e soieidalal (ua hadlg nelgll
degiiio degono Hl Ga (nag .ayljie Sy
Sgaall dudyi bl (gl ) Il oo
dyliadlg dylesellg dypadl paliell Jio
gilaluginul g embui sdydls dllg

g Sguall disle pliliall uysy wdiigaall

(ol wZaligaiedl pe clgu = logiuujloo joga
dpdyill Jloe dll (ol L9 deginanll yaledl
s dll Gagye (oi

Jlocll Juado Julat ol Jlaiigl Jud

b il j8i0 payso Jol b duargymall
«deghaol dohily» lgies huugdll §piul
Jiluall pases sgaai saaell go goda 248
oot dhiipell dpagiallg drawdall gualgally
dyphai le dey g 8phi lisall b 1318 .Caguall
Lavaiuse Lialai caudiidi sdisall Giguall oa
63a890ll didllcg 1Suguall Caryei Ul_u.l.g
i dyad atdu <o dly dsgall
Jiluo pga (a Dguall jgag sdilclaig

06 ke olpdidl Sy soallg glojl
goinall JUuiil Ciguall daileg wguall
Sliskallg Gbujloedl jghi gog 1.lalguug
&o Jacbai gull-Jiluell o Jga dyraill
o ~ilifull (é Gugaudgls dSja cgulli
oo Jiny sdualell dylall sgaell o
L 3122 of L uiili dapes Jaa Ciguall
lole jaigg gdslp uu.cuol S gudy é

o b (posdo hilug (pilis Jolf buyai

23

79 o0 |0 j[orsns o oy



24

A Year of Sound Art in the UAE

The work of Bradley and Weaver,

who are simultaneously experimental
musicians, reveals itself slowly,

relying on the patience and sustained
engagement of the listener. The

pieces in ‘Systems for a Score’ more
specifically, shed light on an attempt

to create a juncture between art and
musiciv despite recent theory defining
sound art as ‘inhabiting an alternative
that music cannot occupy.’v The title of
their exhibition ‘Systems for a Score,’
captured in a mesostic poem by Bradley,
titled ‘x’, which is included in the
exhibition brochure, hints at pioneering
composer John Cage’s [-VIvi. While

the duo’s conceptually-driven sound
work draws on Cage’s explorations

into ‘forms of compositional non-
intentionality’ that embrace all

sounds, even those previously heard as
unmusical,vi it is, as one can expect, not
necessarily musical, nor does it always
make a sound.

For Bradley and Weaver, whose work
emphasizes and empowers the role
of the listener, sound is a form of
language beyond the visual signifier.
We step into the auditory domain
with their exhibition encompassing a
series of predominantly installation-
based and sculptural works. Yet, we
are requested to explore sound’s
tangents (and crossovers) with other
languages, as the artists work fluidly
and inventively across various media,
defying rigid artistic categorizations
based on material. Moreover, this
body of work submerges the visitor
in a set of experiences through which

one may contemplate the cognitive
yet imaginative potential of the act of
listening. With these sensibilities in
mind, Bradley and Weaver investigate
various patterns and technologies of
sound making.

Let’s start with the duo’s investigation
into sound’s involvement with the
visual forms. Many of the works
featured in the exhibition - spread

in three spaces in Tashkeel’s gallery

- reflect a critical awareness of the
need to visualize sound. The artists
problematize the pressures of reliance
on visualization in contemporary sound
art practices. Models for a Score (2014),
for example, is a series of video and
screen prints on paper as well as drill
cloth. The video with three screens -
the first hung horizontally, the middle
one vertically and the third upside down
- welcomes us to the gallery, which acts
not only as ‘space of perception’ but
also ‘space of production’, reflecting the
artists’ long-term residency onsite. In
this initial space, screens are combined
with a 1980s Atari console, displayed
on a centrally-located white plinth in
front of them. The not-so-immediate
connection between the images on the
screens and the open game console
from the duo’s childhood is that they
display 10-min, colour videos derived
from the physically modified Atari. The
rotation of the video screens suggests
the process of re-reading graphic
scores without the score losing its
power to be deciphered. The artists
consider the Atari to be the godfather
of this body of work and very much
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part of their entire process. Thus,

the object goes beyond its instant
retro quality. The visual language of
the video is strongly reminiscent of
barcodes tagged on newly-bought
products, as the vertical movements
and interaction between the various
colour duos, such as yellow-green and
purple-blue, generate ‘geometries for
sound’vii . Hung on the opposite wall,
two mid-size screen prints on paper
(from the same series) that are based
on glitched Atari code, on the other
hand, remind us of cityscapes with
their horizontal but not-so-flush black
(also resembling barcodes) combined
with another colour. At this point,

it is important to acknowledge that
we as visitors, viewers or listeners
bring in our individual and collective
sensory memories into the exhibition
experience. However, Bradley and
Weaver request that we trace the
various distinctions and dialogues
from our past visual and auditory
experiences, and attempt to listen to
images and see sounds.

Going back to the Models for a

Score series, we notice that the duo
continues their research into creating
an awareness of sound by visual and
material experimentations in three
banner-like screen prints on cloth.
Featuring a certain totemic quality,
these vertically long works are installed
high above the gallery stairs, evoking
a sense of officiality and power—
mimicking scrolls or authoritative
texts, such as a public declaration (and
their display in public institutions).

Or perhaps they suggest a musical

score? The Atari code, here, is skillfully
combined or put into conversation with
the traditional Al Sadu (sadoo) weave
of the Emirates that the artists were
immediately drawn to on their arrival
to the United Arab Emirates (UAE). A
subtle connection can potentially be
made between the disappearance of
the 1980s equipment and traditional
weaving due to globalization’s
overbearing effect on both popular and
vernacular cultural forms, processes
and production.

The artists along with their
collaborators - musicians and artists
among others - carried out sessions,
which originated from these weave
patterns in A Model Studio (2014), a
fully functional recording studio and
the main installation in ‘Systems for

a Score’. The collaborative actions
began with interpretations of weave
patterns and irregularities as abstracted
forms of music that were fed through
digital systems to produce sound
(some of these recordings have then
been pressed as artist’s limited edition
vinyl records). As an example of their
collaborative and experimental process
in both making work and curating

it, this central installation drew on
some historical modes of production

- technological, visual and aesthetic.
Expanding on the constraints of

the ‘white-cube’ exhibition modelix,

it built a different set of social
relations through actions as well as
performances and public workshopsx
that acted as mediators between the
work and the audience.
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Moving inside the second space, we
are greeted by two works - Soundtrack
Telépathique and Products (both
2014/15). The first is composed of two
chest-high, over-sized acrylic cassette
boxes (with inkjet print inserts on
enhanced matt) that transmit a variety
of UAE-specific soundtracks as liner
notes. The latter is an installation
composed of two D] mixers, cables,
headphones and generative audio,
meaning this circuit of white-washed
mixers and wires makes no sound of its
own but translates the sound, hidden
in the silence of an empty circuit, that
is already there. With Products, Bradley
and Weaver empower the electronics
that amplify the natural hum in them
(barely audible) and consider them

as ‘creators’ rather than facilitators

for other musical scores. Whereas in
Soundtrack Télépathiquexi, they pay
homage to neo-Dadaist Robert Filliou’s
1978 installation Musique télépathique
n° 5, reminding us that tapes were

the first home-recordable technology.
Both works, similar to the initial series,
highlight the potential (of) sound in
inaudible signals.

Another work that functions on this
philosophical line of thought is Present
Telépathique (2014), which consists

of, found signage, jewellery wire and
audio electronics. This piece draws on
our capacity to listen to our own inner
monologues, as the artists suggest that
the web of wires emit inaudible sounds
in various tonalities - clear or obscured.
This takes us back to the conceptual
power of the act of listening. In a way,

these works stretch the boundaries
of our perception beyond the physical
capacities of auditory senses.

As we have seen until now, Bradley and
Weaver’s works infrequently produce
‘actual’ or perceivable sounds. In this
respect, Red Tide and Weight (both
2014), situated across from each other
in the second gallery are two rare,
‘loud’ examples. Weight is a salt-based
installation that also utilizes fabric,
speakers, amplifiers and a 16-min
audio composition by the artists.
Thanks to the amplified vibrations of
the round face of the speaker, which

is submerged in a mountain of salt on
the gallery floor, the installation gains
a performative quality. Salt disturbs
the free transmission of sound from
speakers, permitting only a partial
transmission. On the opposite wall,
hangs a map of a sea lit from behind by
a light box - perhaps the source of the
salt in the previous work. With a closer
look at this work, a small-scale light-
box, pierced by three copper wires and
activated by audio electronics, carefully
situated in the corner, we notice that
all textual signifiers for location have
been removed from the map, or rather
a satellite scan, of the Gulf - physically
surrounded by the countries Qatar,
Saudi Arabia, Kuwait, [raq, Oman,
Bahrain and the UAE. The three strings
originate from or bore into the sea in
Red Tide, a title that references the
shared hue of iron mines, red tides and
oil spills. Each string plays a different,
subtle sound - for example, a man
reading the first insurance document
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known to man, created by Hammurabi
in Babylonia. The box reveals itself on
both ends of the strings in what appears
as a unique instrument, at first glance.

The final work of the exhibition is
Drum Circle (2014), an installation
featuring industrial barrels, amplifiers,
transducers, computer programming
with continuous, generative audio
playing through the drums. Located in
a gallery of its own adjacent to the other
two galleries, the installation of black
barrels is activated by sound. Moreover,
the physical features of each ‘drum’
facilitate solo performances, where
eventually collective forces influence
the individual tones, which then lead
into a harmony. Again, here we see

the use of found objects (Atari, wire,
salt) by the artists to research sound’s
relationship to material as well as space
and image, building bridges among
languages.

Sound art affects space and the
experience around it. Bradley and
Weaver’s new body of work featured
in ‘Systems for a Score’ acutely
demonstrates this. Their multi-sourced
pieces focus on the tension between
silence and sound, which is central to
the duo’s practice. Furthermore the
artists allow audible sounds coming
from multiple works to overlap and
converse with each other into the
gallery space, turning the curatorial
and spatial constraints in showing
sound art to their advantage. Although
art historical and critical debates still
continue on sound art being a branch

(or ‘other’) of music, or an extension of
postmodern, new media or relational
aesthetics, Fari Bradley and Chris
Weaver skillfully raise conceptual,
material and perceptual questions on
existing definitions. These definitions
encompass not just sound or silence
but also active modes of listening to
both and the dynamics among these,
presenting a form of resistance against
the dominance of the contemporary
visual world.

7 L. Ipek Ulusoy Akgiil
April 2015, Dubai
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i Besides their individual practices, Bradley and Weaver

have worked on collaborative projects including the pop-up
radio concept called ‘Falgoosh’ at Art Dubai’'s 2014 and

2013 editions. Most recently, they worked on a commission
‘Variations for a Space and its History’ (2015), a sound and
sculptural intervention and performance, at Art Dubai in
March 201S. http://artdubai.ae/radio/2014; http://artdubai.
ae/radio/2013 and http://artdubai.ae/commissions/2015
(both last accessed April 8, 2015)

ii In his article ‘Musicophobia, or Sound Art and the Demands
of Art Theory,’ Brian Kane provides a bibliography on sounds
art: Christoph Cox and Daniel Warner (ed.) Audio culture:
readings in modern music (New York: Continuum, 2004);
Paul Hegarty, Noise/music: a history (New York: Continuum,
2007); Douglas Kahn, Noise, water, meat: a history of sound
in the arts (Cambridge, Mass: MIT, 1999); Caleb Kelly, Sound
(London: Whitechapel Gallery, 2011); Seth Kim-Cohen, In
the blink of an ear: toward a non-cochlear sonic art (New
York: Continuum, 2009); Brandon LaBelle, Background noise:
perspectives on sound art (New York: Continuum, 2006); Alan
Licht, Sound art: beyond music, between categories (New
York, N.Y.: Rizzoli International Publications, 2007); Salomé
Voegelin, Listening to noise and silence: towards a philosophy
of sound art (New York: Continuum, 2010). Kane is also

the author of Sound Unseen: Acousmatic Sound in Theory
and Practice (Oxford University Press, 2014). Brian Kane,
‘Musicophobia, or Sound Art and the Demands of Art Theory,’
nonsite, issue 8, January 20, 2013. http://nonsite.org/article/
musicophobia-or-sound-art-and-the-demands-of-art-theory
(last accessed April 5, 2015)

iii Kane, Ibid.

iv ‘Tashkeel launches New Media Artist Residency’ (Press
Release), Tashkeel, Dubai, April 27, 2014.

v Kane makes a comparative analysis of two distinct theories
by Seth Kim-Cohen (sonic idealism) and Salomé Voegelin
(sonic phenomenology), based on their books In the blink of
an ear and Listening to noise and silence, respectively, and
suggests what is common in both is an understanding of
resistance towards the hegemony of Music. Kane, Ibid.

vi See John Rockwell’s book review of John Cage's I-VI, "A Man
Inspired by Chance," New York Times, May 13, 1990, p. 10.

http://www.writing.upenn.edu/~afilreis/88/cage-nyt-review.

html (accessed April 9, 2015)

vii Kane, Ibid. Also, Caleb Kelly writes: "Cage’s legacy is in part
due to the wide range of practitioners with whom he had close
associations, including his partner the choreographer Merce
Cunningham, composers such as Morton Feldman and David
Tudor, artists such as Robert Rauschenberg, Jasper Johns

and the ‘intermedia’ artists who created Fluxus actions and
Happenings.” See Caleb Kelly’s ‘Introduction//Sound in Art’ in
Sound (London: Whitechapel Gallery, 2011), p. 15.

viii Exhibition brochure for Systems for a Score, Tashkeel,
Dubai, UAE (January 7 - February 14, 2015)

ix Brian O’'Doherty, ‘Inside the White Cube: Notes on the
Gallery Space, Part 1’, Artforum, vol. 14, no. 7 (March 1976)
25; reprinted in O’Doherty,

Inside the White Cube: Ideology of the Gallery Space (Berkeley
and Los Angeles: University of California Press, 1999), p. 15.

x While in residence at Tashkeel, Bradley and Weaver started
organizing a series of workshops, titled ‘The Art of Listening,’
‘What's sound art?,” ‘Curating sound art’ and ‘Sound as a
Genre and Protagonist’ with guests including Johnny Farrow in
Fall 2015. They also featured extracts from Learning to Listen
by Dan Linn-Pearl, Marianna Roe & Andi Spowart, Water Walk
by John Cage, Making Sounds by David Toop and A History of
Sound Art by J. Milo Taylor as well as Sonic Art Boom - The
Art of Noise” by Sara Jane Hall and others. The duo also gave
‘make your own musical instrument’ workshops at NYUAD.
They participated other of-site programming in conjunction
with ISEA2014.

xi In a recent interview, Fari Bradley states, ‘For me, sound

is Zen...You can only decipher sounds in quiet. There are

two types of noise pollution—one is external and one is
internal. Present Télépathique is all about this.” Danna

Lorch, ‘The Model Studio: Sound Artists Fari Bradley and

Chris Weaver in Conversation,” http://www.artslant.com/
global/artists/rackroom/413867-fari-bradley-and-chris-
weaverutm_source=regs&utm_medium=twitter&utm_
term=011415&utm_campaign=Social-Media (last accessed

April 7, 2015)
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A Model Studio, 2014
Mixed media
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A Model Studio

A recording studio is placed in the
centre of the gallery. Musicians and
artists collaborate to create sound

and music within, the starting point
for each session being the graphic
representation of traditional Emirati

al sadu weave. The weaves are read

as an abstracted form of music

and fed through digital systems to
produce sound. The original patterns,
interpreted through an Atari computer,
personalise the tools and instruments
of the space. Selected recordings made
inside A Model Studio were pressed

as limited edition vinyl records, each
featuring a piece of handmade weave,
rendered from digital patterns of the
resultant music.
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Models for a Score, 2014
Video, three screens, colour
10 minutes
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Models for a Score

Three screens display video taken from
a physically modified Atari games
console. Visual movement generates
geometries for sound.
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A Model Studio: Print 1-3,2014
Screen printed drill cloth, acrylic paints
202 x 82 cm

A Model Studio: Print 1-2, 2014
Screen print on paper
103x 73 cm
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A Models Studio series
Screen-print of glitched Atari code.
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Products, 2014

DJ mixers, audio cables, headphones
Audio (generative), continuous
Dimensions variable
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Products

Two white-washed audio mixers are
linked by a complex web of wires. No
sound is played into them. The barely
audible, natural hum in the electronics
is amplified, until the mixers become
creators rather than their usual role as
facilitators for other music scores.
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Red Tide, 2014

Inkjet print, light box, audio
electronics, copper wire
Audio - 8 minutes
Dimensions variable
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Red Tide

A triad of strings abstract musical
forms and act as speakers. The strings
originate from or bore into the sea,

the reach and tonality of the sound
defined by their length, tension and
material. This hue is the shared colour
of iron mines, red tides and oil spills. A
satellite scan usurps the function of the
usual maps drawn by man.
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Soundtrack Télépathique, 2014
Acrylic models, inkjet print
100x64x17 cm
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Soundtrack Télépathique

On the inserts of macro-scaled cassette
boxes are limited and unlimited
possibilities for a UAE soundtrack.
Referring to Robert Filliou’s 1978
installation of playing cards attached
to the headless poles of music stands,
the inaudible electromagnetic and
radio-frequency signals constantly
transmitting data into the atmosphere
become possible sounds here. Tape,
the first home-recordable technology,
allowed us to explore landscapes for
the first time while actually listening to
sounds of our choice.
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Drum Circle, 2014

Industrial barrels, amplifiers,
transducers, computer programming
Audio (generative), continuous
Dimensions variable
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Drum Circle

A stack of metal container drums

are activated by sound. The physical
properties of each drum, temporarily
provide a means of solo performance.
Eventually, the collective forces
physically changes the tones of the solo
drum, pulling it into a certain harmony
with the rest of the group.
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Weight, 2014

Salt, fabric, speakers, amplifier
Audio, 16 minutes
Dimensions variable
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Weight

A speaker is submerged in salt,
affecting yet permitting the sound.
Questions arise over the need

to visualise sound, and whether
this reliance on visualisation is a

problematic trend in current sound art.
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Present Télépathique, 2014 T 18 spblaill galgll

Found signage, jewelry wire, audio Walpmgaell el sdadidime Gliad
electronics diigua Jliigyidl]

Audio - 8 minutes Gilas A - drigaa dslo

Dimensions variable dalize slel




Present Télépathique

A web of wires emit virtually inaudible
sounds. Depending on background
noise in the space and the volume and
intensity of our own inner monologues,
differing tonalities appear or are
obscured.
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Scoring the Acoustic Void

Writer and curator Arie Amaya-Akkermans on the 2015 installations ‘A Model Studio’
(Tashkeel) and ‘Variations for a Space and its History’ (Art Dubai)

The metro journey, south-north,
from the edge of Abu Dhabi to the
conurbation with the city of Sharjah,
reveals Dubai's strange contour line;
there are no topographic intervals. A
cartographic survey reveals parallel
lines, a remarkable anomaly as in
human geographies dispersion and
elevation / depth are the rule.

Along these lines runs the longest
driverless metro journey in the world,
which for the pedestrian, is somewhat
of an acoustic void. The saturated
soundscapes of Sao Paulo or Shanghai
are missing from Dubai, replaced

by an isotropic static background
noise, in inaudible waves. The static

is further reduced by a spectacular
enlargement of the city's spatial

scale, via irregular grids coupled with
matching architectural forms in which
the dweller seems lost in a vast expanse
of structures.

When sound artists Fari Bradley and
Chris Weaver arrived in 2014, they
were immediately drawn to investigate
Dubai’s acoustic void, in which the
public domain seemed filled with the
compact private noises of technology
and commerce. During earlier
commissions in the United Kingdom,
the artists began to conceive of sound
as a spatial practice: a physical force
that modified space qualitatively. This
practice features in their 2015 Art

Dubai commission, Variations for a
Space and its History, a performance
and installation in which present day
architecture is both described and
interrupted by this physical force,
creating a system to conjure the
imagined sounds of past architectures
to intersplice with those of the present.

Meanwhile their 2015 solo show,
'Systems for a Score', more than an
exhibition and collaborative project,
is an analytical model with which

to test the way forces and mediums
can be liberated from the hegemony
of visual perception and become
autonomous cultural objects. As

the field of sculpture becomes more
heterogeneous, material and temporal
variables play a role, so that objects
can be performed, investigated and
theorized as modalities of vision and
consciousness.

Moving away from the aesthetic idea
of sound as literacy, in which musical
composition and performance are
conceived of as varieties of reading,
the performative elements in A Model
Studio and Variations introduce a
critical horizon of tenses, tensions
and intentions in a practice that
otherwise is considered too ephemeral
to produce the kind of permanence
that is demanded from durable
artworks. Gliding through Art Dubai,
the opera singer in Variations sings
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a semi-fictional address to a female
archaeologist who transformed received
histories of the UAE. Arriving at a
horizontal sculpture of an immense
mugqarnas at the base of a stairwell, she
is joined by untrained voices to interact
with the amplified sounds of the
architecture, occasionally interrupted
by the alien tones of “historical static”.
In A Model Studio collaborations with
musicians and artists create musique
concrete through digital systems,
resulting in vinyl records decorated
with hand-woven extracts of a musical
score. These collaborations employ
digital representations of traditional
weave, al sadu, in the form of graphic
scores. This age-old craft, considered
by UNESCO part of mankind’s
intangible heritage and declared
endangered in 2011, brings Bradley
and Weaver's investigation into sound
as a cultural object to a very precise
point. The paradox of permanence is
that as nomadic communities settle

in cities the practice fades out, (ust as
new, large constructs oust previous,
smaller ambiences), sound becomes

a mechanism of memory and the
transformations in the audible fields of
the urban, become forms of historical
transitions. Is the archaeology referred
to in the experimental, operatic

piece Variations forever silent, or

can pre-history be given a voice, a
sculptural presence inside an existing
architecture?

Following Dubai’s audible trail, the
listener approaches urban epicentres
where sound entirely saturates space.

Here, sound cannot be isolated, a
discovery much embodied by Bradley
and Weaver. If sound becomes

a reservoir of visual, historical
knowledge, can the intangible and

by definition impermanent alone
produce historical knowledge? City
soundscapes work in an accumulative
manner, interacting in space not only
with themselves but with all other
pre-existing sounds that configured
the emergence of that locale. Listening
to Dubai means to listen to an ancient
port, to the music of a 150 years of
migration, to the frenzy of a city never
at rest, never finished. Bradley-Weaver
explore this in Variations, researching
the archaeology of the coastline where
the piece was performed, to question
the permanence of a location’s sound;
for while all man-made constructs are
temporary, accumulative, constructed
sounds can never delete the primary,
sonic truth of the site to which it will
one day return.

Pivotal to sound art is the
understanding of an apparent bias at
the heart of visual culture: linguistic
theory postulates that a natural
language is any language which
arises, unpremeditated in the human
brain, unlike constructed and formal
languages such as those used in
programming and logic. Yet when we
begin to decode past visual cultures,
al sadu a case in point, a correlation
arises between intuitive perception,
natural languages and formal
languages. How can inherited history,
as described in song in Variations,
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be transmitted unexamined? Often
corrected by the erratic, accidental
nature of archaeological finds, it is a
system of knowledge to be questioned.
The binary possibilities afforded by the
weave translate into music because of
the systemic nature of its grammar,
which belongs to a larger aggregate

of logical relations that stand outside
the linguistic sign and resembles

more a model for complex systems.
Scoring these systems means not to
reproduce 'written' music but to score
instead something far more dynamic,
permanently in motion and part of an
open, interminable flow. In this case, to
score means to reproduce, to listen but
also to imagine what it is like to listen
as an investigation into material objects
moving in space.

As sonic experiences continue to be
tailored and isolated, the acoustic
void becomes a new urban strategy,
an entropic measure of disorder in a
system and the native language of the
city. While consistent with the current
economic model, sonic irrotationality
means being unable to move between
different temporal modalities. Systems
for a Score and Variations become here
an invitation to listen to spaces, with a
warning: listening is a form of public
power, it can disappear at any moment.

re

Arie Amaya-Akkermans
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Variations for a Space and its History,
2015

Performances and sound installation at
Art Dubai, commissioned by Tashkeel



Oh, Beatrice, are you here?
Beneath the limestone and the shore
You dissolve, mineral for which we bore,

Once - before - history was clear, you were sustained, you stood here!

Now you run below the alluvium, sustaining those who came e’en before,

Did we swim, crawl, or walk

Here in Gondwana, a paradise of Pangea?

It's been 70 million years since

A titanosaur in Saudi fell, now raised up

In Gondwana, linked to back India!

What is deleted - rewritten, and rewritten!

What is undeleted remains hewn in rock.

Beatrice, we'll read again that page you reached? Beneath our feet
The natural soil! It tells a tale that cannot be rewrit,
For the soil cannot be misread, by the will of any man
When the unhewn stone does speak, the sky responds,

In time, then comes the pressure, from every side

After water and fruit, pearls, then oil, now plastics - oh!
Condensing!

Will you return oh beified one, Beatrice! The air the air,
(Both) Most moist air!

Most moist air!

Most moist air!

Lyrics from Variations for a Space and
its History, 2015

Performances and sound installation at
Art Dubai, commissioned by Tashkeel
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Hand written notes on Variations for a
Space and its History, 2015
Performances and sound installation at
Art Dubai, commissioned by Tashkeel
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Variations for a Space and its History,
2015

Performances and sound installation at
Art Dubai, commissioned by Tashkeel
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Systems for a Score, 2015
Vinyl cover graphics

‘Systems for a Score’

I

Fari Bradley and Chris Weaver
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AN

Systems for a Score, 2015
Vinyl cover graphics



Side A

Empire of the Mind feat. Faissal EL-Malak, vocals (3'41)
Telli, Zirri, Telli, Zirri feat. Rashid School for Boys 9th Grade, musique concréte
(5'05)
Night Stroll, 35°C feat. Jumairy, vocals (Arabic) (3'23)
Habeeb Swam to Baluchistan feat. Taher Ismail Al Balooshi, self-made
tamboura and vocals (Arabic) (8'08)

‘Systems for a Score’ was produced during the exhibition of the same name by Fari
Bradley and Chris Weaver during the artists’ residency at Tashkeel, Dubai, United
Arab Emirates 2014-2015.

This album is the result of collaborations in A Model Studio, a bespoke recording
studio created by the artists, central to their exhibition. UAE-based musicians,
artists and local school children interpreted traditional Emirati weave (Al Sadu) as

graphic scores.

All tracks produced and mixed by Fari Bradley and Chris Weaver.

Supported by DJ Corner, Bash Sound Acoustics and Tashkeel.

Cover graphics produced by Khalid Mezaina.
Released by The Vinyl Factory, 2015.

VF137 .
Side B

Threads Before Knots feat. Mounia
Hajji on oud (3'09)

May The Future Keep Its Core (6'46)
bradley-weaver.com Rababa, You, Yes feat. a traditional
thevinylfactory.com Khaleeji song Jaber Al Maket, rababa
tashkeel.org and vocals (Arabic) (10'30)
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Fari Bradley is a British-Iranian
musician and sound artist. Bradley
composes and creates sound
sculptures. A seasoned, experimental
improviser, she has performed live and
composed commissions for orchestral
performances at the Victoria & Albert
Museum, Parasol Unit and the London
Festival of Architecture. Bradley DJs
fringe genres and experimental dance
music live on London’s arts-music
radio station Resonance104.4FM and
at electronic music festivals, from
Beirut to Glastonbury.

As an improvisational performer,
commissions include pieces for Raven
Row and South London Gallery. Other
commissions include works for the
Barbican, live pieces for the Venice
Biennale in 2011 and 2013, British
Council, Colombia and Frieze Projects,
London.

Bradley was previously selected as an
Embedded Artist by Sound and Music,
the leading body for sound art and
composition in the UK, through which
she was awarded a year’s residency

at no.w.here, an artist run cine-film
project space in London.

Chris Weaver is a sound artist and
audio hardware hacker, whose live
performances and works range from
Glastonbury to The Wellcome Trust. A
founder member of the electro-acoustic
ensemble Oscillatorial Binnage, he has
performed at venues such as Camden
Roundhouse for Arts Catalyst and Void
Gallery, Northern Ireland. He worked
as Production Manager on the UK’s
first independent art-music radio
station Resonance104.4FM and was
musical director of the station’s Radio
Orchestra, both for ten years. Weaver
lectures at the London College of
Communication in sound capture and
hacking on the Sound Art BA course
and has held numerous workshops and
lectured internationally on arts-radio
and electronics. Recent broadcasts
include the 5-hour live radio artwork
Suspension of Belief, a piece involving
rock climbers, musicians and narrative
text. Weaver composed the piece
Overhead (both in collaboration with Ed
Baxter) commissioned by Arika for the
Kill Your Timid Notion Festival 2010,
using a graphic score for orchestra.
Weaver was named ‘Sonic Artist of

the Year’ by the British Academy of
Songwriters in 2013 and his work No
Such Object for 880 individual portable
synthesisers was broadcast on BBC
Radio 3 for the awards.
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Established in 2008 by Lateefa bint Maktoum,
Tashkeel is a contemporary art organisation
based in Dubai committed to facilitating art and
design practice, creative experimentation and
cross-cultural dialogue.

Placing the artist at the core, Tashkeel supports
the UAE’s creative community through studio
facilities, artists’ residencies, international
fellowships, a programme of exhibitions,
events and professional as well as recreational
workshops.

Tashkeel currently runs up to three residencies
a year, along with 6 residencies in conjunction
with our partner entities - Delfina Foundation
London, Dubai Culture and Arts Authority and
Art Dubai. Encouraging the exchange of ideas
between international and local practitioners,
the non-prescriptive and process-based nature of
the residencies allows visiting artists to develop
projects in response to their new context, or to
conduct research benefiting from Tashkeel’s
resources. Residencies generally culminate in
an exhibition, accompanied by activities such
as talks and seminars, aiming to introduce the
general public to international artists and their
practice.

Tashkeel’s exhibition space accommodates up

to six main projects a year, as well as a series of
small-scale events. The programme includes solo
and thematic exhibitions, screenings, workshops
and seminars, fulfilling Tashkeel’s commitment
to bringing art and culture to a wider audience
and engaging the local community.
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