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 This thesis explores the possibilities of communication in the context of a sound 

composition. In RevealingReveilingReveling, a series of questions concerning 

communication posed by John Cage, coupled with an extension of those questions 

posed by myself, are set to recorded sounds-in-the-world. The intention is to create a 

greater awareness of that which there is to listen in our world.  

 The first part of this essay discusses influences of philosophical thought during 

the process of composing RevealingReveilingReveling. Two distinct twentieth-century 

thinkers that have impacted the creation of this piece and their areas of thought are 

Martin Heidegger: language and Being; and John Cage: sound, silence, and 

awareness.  

 The second part of the essay is a structural analysis of the piece, discussing the 

recording of Cage’s questions, sounds-in-the-world, sound-manipulation techniques and 

thought-processes, as well as periodic mention the aesthetic decisions made. 
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CHAPTER 1 

INTRODUCTION: THE PHILOSOPHICAL BACKGROUND 

 

I have always been interested in studying philosophy. As an undergrad music 

student, enrolled in Dr. Steven Friedson’s Intro to Ethnomusicology, there were 

references to Husserl and Heidegger throughout the course of our ethnomusicological 

investigations. I thought it was wonderful to see first-hand how philosophical thought 

could be tied to music and music making. Through these investigations, I discovered 

that I was very interested in the thought of Martin Heidegger. Heidegger’s concepts 

such as Being, being-in-the-world, average-everydayness, as well as his work 

concerning language simply drew me towards finding more insight into the relationship 

between music and philosophy. 

Dr. Friedson references Heidegger often in his book Dancing Prophets. Many of 

the experiences Dr. Friedson had in Malawi are analyzed and interpreted through 

phenomenological and hermeneutic thought.1 My mind felt fresh and liberated on a daily 

basis to be able to participate in musical investigations that were not only analytical in 

nature, but also experiential. We were discussing musical situations and compositions 

in a broader context – not being concerned with just cadences or tone rows. This course 

led me to begin to explore music composition with an emphasis on philosophical 

intention. 

                                                 
1 Phenomenology is a philosophy of consciousness, where subject and object are not viewed necessarily 
as separate entities, but as an entire system, including subject, object, and the relationships that are 
created between the two. Hermeneutics is the philosophical inquiry of interpretation. Jeff Collins and 
Howard Selina, Introducing Heidegger, (Cambridge: Icon Books Ltd., 1999) 8. 
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After being introduced to Heidegger through the study of non-Western music, I 

ventured forth to study Heidegger with Dr. Richard Owsley and Keith Brown in the UNT 

philosophy department. Three very influential readings have stayed with me over the 

last few years: Heidegger’s “A Dialogue on Language” in On the Way to Language, 

“The Origin of the Work of Art,” as well as Roman Ingarden’s “The Ontology of the Work 

of Art.” It is no coincidence that the titles of these works mention origins. Without 

knowing it until reaching graduate study, I have always been interested in the root, 

essence, or essential nature of things, and most notably, that of music. Where does it 

come from, where did it begin, how did it allow itself to be gathered? Each of these 

essays deals with origins of an entity in various ways. I had been searching at the time 

for the differences between performing works of music, and the actual work, or the 

composition itself. As a student composer, I quite often would compose music without 

the use of instruments, thereby emphasizing my wonder of the difference between 

performance and composition. 

In my paper “Composition and Africa,”2 I explore the origins of music 

compositions from African composers. It is around this time (spring 2000) that the seeds 

for RevealingReveilingReveling first came into existence. 

Phil Winsor’s lecture “A View of Musical Poetics in the Academic Environment”3 

deals with some of these same issues from and artist’s and contemporary composer’s 

perspective. Although I was not introduced to this essay until 2002, his thoughts, often 

recounted on a personal basis, further solidified my beliefs in the importance of 

                                                 
2 John Colaruotolo, “Composition and Africa.” Essay for graduate ethnomusicology seminar course at 
UNT, spring 2000. 
3 Phil Winsor, “A View of Musical Poetics in the Academic Environment.” Essay & lecture for National 
Chiao-Tung University, given in May of 2002.  
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meaningful intention when composing music, as well as believing in “the fundamental 

power of sound as an expressive medium.”4 

One day while reading a section of John Cage’s Silence I came across a set of 

questions concerning communication.5 I was immediately struck by those questions. 

They contained equal parts deep philosophical musings of an insightful and prolific 

twentieth-century composer, and banal ramblings of seemingly useless thought.  

In 2001, I began to make recordings of my friends reading Cage’s questions. I 

often carry around with me a very small mini-disc recorder, and a stereo condenser 

microphone. I was most interested in the voices of those friends whose native language 

is not English. I wanted to capture them reading these questions in English, with their 

foreign accent not hidden in any way. I find it endlessly interesting that people from 

different places of the world can communicate with native English speakers, even 

though they may not speak English with the “correct” accent. I, as an English speaker, 

still grasp the content of the questions when they are read by non-native English 

speakers, even with the distortions of consonant and vowel sounds. How is it that this is 

possible? Where does the threshold of comprehension lie in communication between 

speakers of different native tongues? These are a few of the questions that I am 

interested in. 

 

                                                 
4 Ibid., 1. 
5 John Cage, Silence, (Hanover, NH: Wesleyan University Press, 1973), 41-42. See Appendix A for a 
complete text of the questions used in RevealingReveilingReveling. 
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On Language 

I was introduced to “A Dialogue on Language”6 in the Spring of 2001. In this 

work, there is an interaction between an inquirer and a Japanese man. The dialogue 

reaches a few conclusions, one of which expresses language as hinting or pointing-

towards something. Hinting is perhaps how individuals from different cultures truly 

communicate.  

By recording non-native English speakers reading Cage’s questions, I am calling 

to the foreground the phenomenon of Cage’s words acting as hints. I decided to string 

these questions together as an audio collage, and enhance those questions with world-

sounds, to broaden the possibility of making a connection with a listener than with 

simply words alone. The following image graphically represents this concept of 

broadening in the context of sound: 

Figure 1.  Graphic representation of the concept of broadening. 
                                                 
6 Martin Heidegger, On the Way to Language, Translated by Peter D. Hertz, (San Francisco: 
HarperSanFrancisco, 1971), 1-54. 
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If the possibility of communication is viewed as a continuum, it has an absence of 

language on the left, and many languages combined with sounds on the right. The 

further one dwells towards the right of this continuum, the more aware one is of the 

infinite kinds of language and sounds that exist in the world. This broadening allows for 

the emerging possibility of a medium of communication that is beyond just questions or 

world-sounds alone. This is not unlike Michel Chion’s concept of audio-vision in his 

essay of the same title: 

I have named audio-vision the perceptive process by which sound in cinema, 
television, and video modifies and influences the perception of what is seen. 
Indeed, audiovisual combination does not work as an addition of similar or 
opposed components but as a mixture in which sound is rarely taken into 
account.7 
 

While Chion is referring to sound and picture, I have used his concept as a departure 

within the context of sound. The combination of words with world-sounds is analogous 

to the combination of sounds with pictures. Words and world-sounds can generate an 

influence on the entire perception of the two combined entities that is entirely different 

than listening to words or world-sounds alone.  

Additionally, we can analyze this relationship of words to world-sounds within the 

language that Chion uses. The “picture” can be interpreted as the speaker’s accent, or 

the veil of the speaker reading Cage’s questions, as is the case with the chosen vocal 

recordings in RevealingReveilingReveling. The recordings I chose to use throughout the 

piece are those that I made of Stephanie Massoud. I met Stephanie while working in 

France for several weeks in 2002. While she lives in Paris and speaks French, her 

family is partially of Mid-East descent. This influences the quality of her voice, as well as 
                                                 
7 Michel Chion, “Audio-Vision,” from Sound (Cambridge: Cambridge University Press, 2000), 202. 
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its bounce and playfulness. Stephanie’s veil, or picture, is her French/Mid-East accent. 

The sound is her speech. Her performance, or audio-vision, is the combined physical 

speech with her veil of an accent, creating a unique realization that would not be what it 

is without the two component parts. It is this relationship of word and realized-sound of 

the word that I am exploring in RevealingReveilingReveling. 

Upon further reading of Chion’s essay, it becomes apparent that he feels that 

sound is often given a back seat to image in the context of film. As a composer, I am 

dealing with the complete opposite of this situation. Gathering and combining sounds 

from various sources and media allow me the ability to modify the perception of words 

or world-sounds depending on my decisions of placement and juxtaposition of those 

sounds within a composition.   

Toru Takemitsu, (1930 – 1996), is a composer who has influenced my work in 

the areas of the origins of sound and composition. He has written on the topics of 

composition, creation, and sound: 

Composition should be something that truly has being, something that should 
have arisen from the composer’s own turbulent interaction with reality. For the 
composer, reality is nothing more than sounds. And for sounds to come into 
being they must reverberate through the composer, becoming one with him. The 
technique of constructing sounds through mathematical formulas is trivial. If 
music consisted only of inventing and constructing sounds I could well do without 
being a composer. If there is a sound that is alive, some kind of order will 
naturally exist. That is why we think the singing of birds is beautiful, truly 
beautiful. The work of inventing and constructing music really holds no interest 
for me. I want to carve away the excess source finally to grasp the essential 
single sound.8 
 

I have made many recordings of Stephanie and sounds-in-the-world, and constructed a 

stream of consciousness in the form of a soundscape in RevealingReveilingReveling, 

much like Takemitsu does when he composes. However, his pieces employ the use of 
                                                 
8 Toru Takemitsu, Confronting Silence, (Berkeley, California: Fallen Leaf Press, 1995), 14. 
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orchestral instruments. An example is “A Flock Descends Into A Pentagonal Garden.” 

While I enjoy Takemitsu’s compositions and the mediums in which he has chosen to 

work (mostly orchestral), I have chosen to broaden the compositional sound-palette, 

and in turn draw from that larger sound-world to begin the process of carving away. I 

have observed, however, that my ability to compose in this fashion is most likely directly 

due to technical advances in compositional tools in the last fifty years. Hard-disk 

recording and graphical multi-track audio editing computer software are just two salient 

technologies without which this thesis would have been much more difficult to realize. 

 By carving a composition out of the broader scope of sounds-in-the-world, I 

believe there is a greater opportunity to create meaning in a music composition, and in 

turn to be able to share that meaning with others without explicitly dictating with words 

the meaning of the composition. This is not unlike Takemitsu’s thoughts on the same 

subject: 

What I have been saying is that we must give meaning to sound by returning it to 
its original state as a naked being. Sounds themselves, their movement as 
personalized beings – that is what we must discover and continue to discover 
anew. Organized sound is merely a subjective creation of the human being and 
is not the personalized sound I am discussing. My phrase “give meaning to 
sound” refers to something other than mere naming and differentiating. It 
concerns a total image. Both my acceptance and my suspicion of “chance music” 
stem from this point of view… I want to carve away the excess to expose the 
single real existence.9 
 

By gathering and synthesizing many examples of communication from sounds-in-the-

world, I am exploring (along with the listener), through the inquiry of 

RevealingReveilingReveling, the nature of communicating.  

 

 
                                                 
9 Toru Takemitsu, Confronting Silence, (Berkeley, California: Fallen Leaf Press, 1995), 16. 
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The Work of Art 

Concerning the artwork itself, it is, as a whole, attempting to communicate 

something. That communication lies at the essence of the work. The “self-evident 

thingly element in the work of art” is what helps point to that essential communication of 

the piece. Heidegger explains as follows, from “The Origin of the Work or Art”: 

…the artwork is something else over and above its artistic nature. The artwork is, 
to be sure, a thing that is made, but it says something other than what the mere 
thing itself is, allo agoreni. The work makes public something other than itself; it 
manifests something other, it is an allegory.10 
 

This allegory is the poetry of saying something without actually saying it, that is, not 

being literal, but being symbolic. This symbolic nature of RevealingReveilingReveling is 

in the combination of words with world-sounds, creating that which does not exist other 

than in the combination of these two entities. It is that allegorical element of the piece 

which remains in the background of the listener’s awareness that I wish to make more 

apparent by bringing it to the foreground.  

 I believe I may assist in bringing the allegorical element of the piece to the 

foreground by making this composition purely out of sound elements. “It's a big world 

out there, and we humans will never understand it, but those of us who confine their 

thinking to the purely visual are narrowing their vision.”11 I have created a piece of art 

that invokes much imagery in the mind, and that was created from walking in the world 

while searching with my eyes for sounds, and their locations to be able to record them, 

                                                 
10 Martin Heidegger, “Origin of the Work of Art,” in Basic Writings (San Francisco: HarperSanFrancisco, 
1993), 145. 
11 This is a reference to the concept of “the tyranny of the visual.” While studying with Dr. Richard Owsley 
and Keith Brown at UNT, we often discussed what seems to be humankind’s increasing dependency on 
its visual sense. The quote in the text comes from an essay by Chris Crawford that can be found at 
http://www.erasmatazz.com/library/Game%20Design/The_Tyranny_of_the_Visual.html.  
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and then in turn making that piece devoid of any visual elements. This is my attempt to 

broaden the listener’s vision, and in turn to broaden our collective vision as humans. 
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CHAPTER 2 

THE STRUCTURE OF THE COMPOSITION 

What follows is a structural analysis of RevealingReveilingReveling from 

beginning to end. The discussion unfolds by following my ordering of John Cage’s 32 

questions as they appear in the piece. Methods of gathering sounds-in-the-world, 

including the voice-recordings of the questions, as well as the sound-manipulation 

processes are described as they relate to the compositional intentions of the piece. 

Sub-headings that are in quotations are sections of the essay which relate to that 

specific question in the quotations. 

 

Subway Tunnels of Paris 

The piece begins with an uncut recording of an experience in a series of subway 

tunnels. I was walking in the Roosevelt station of the Paris Metro system, towards the 

yellow number 1 line. I had spent the day recording various foot traffic in the tunnels, 

when I suddenly heard an electric guitar. The sound of the guitar was clean and 

smooth, and this performer was clearly well-practiced. The combination of foot traffic 

and music (music as we commonly know it), all wrapped up in a reverberated train 

tunnel caused me to want to capture that moment. 

The ensuing “performance” was a recording of my walking experience through 

the tunnels to find the source of the guitar sounds. The other performers in this 

recording include the guitar player, and the countless walkers in the tunnels, one of 

which was whistling, and also happened to be in the group I was traveling with. She 

recognized the tune the guitar player was playing (“My Funny Valentine”) and asked me 
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if it would be ok if she whistled along, as she had been watching me all day record 

various parts of the subway system. I had no argument either way, so she whistled 

along with the guitar player as I followed her with my microphone. We eventually found 

the guitar player and I thanked him for playing as we continued on to catch the next 

train. 

After discovering the location of the guitar player, the listener hears a train 

approaching. The composition turns its focus towards this familiar experience. The 

sequence of events heard in the piece required the use of several recordings of the train 

slowing down, from different vantage points. As the train is approaching the platform, it 

breaks the plane of the tunnel meeting the open platform area, and the sound 

perspective shifts from that of a recording made while standing on the train platform, to 

that of a recording captured from the inside of the train as it is slowing down. It is as if 

the listener were standing in the middle of the track, and the train goes through the 

listener, and picks up the perspective from inside the train and moves forward until its 

stopping point. 

These sounds of the train were recorded in Paris, during the months of January 

and February, 2002. There was something novel about being in a foreign country and 

recording everyday sounds. During the days when I rode the Paris Metro to various 

parts of the city, both for work and socializing, I had no direct intentions of using the 

sounds in this piece. I was capturing for my personal library of in-the-world-sounds. I 

recorded trains arriving and leaving from outside the train on the platform. I recorded my 

travels from the perspective of inside the trains. I recorded the process of making 

connections between lines – walking through tunnels to various platforms.  
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I am not the first person to be interested in recording the sounds of subways and 

trains, and fusing them with other sounds. Steve Reich composed a string quartet fused 

with recordings of trains in “Different Trains.” He was influenced by the train rides of his 

youth upon which he rode cross-country many times. In a more philosophic direction, 

Toru Takemitsu says: 

One day in 1948 while riding a crowded subway I came up with the idea of 
mixing random noise with composed music. More precisely, it was then that I 
became aware that composing is giving meaning to that stream of sounds that 
penetrates the world we live in.12 

 
Like Takemitsu, I was enthralled with the sounds of the subway, the energy of being in 

the presence of all its riders, the journeys in underground tunnels, all combined with the 

novelty of travel. I was becoming ever more aware that music as sounds-in-the-world 

were all around. All I had to do was listen.  

 

Beginning of the Journey on the Train: 
Transition of World-Sounds to Non-World Sounds 

 
While the train is stopped, passengers are boarding the train, some are leaving 

the train, and still others sit and watch the boarding and shuffling of the other 

passengers. Soon, a buzzer signals the doors will soon close. After the doors close and 

latch, the train begins to move. Exactly to where? We don’t know. But as the train 

speeds up, the sounds of the wind, wheels, motors, and people chatting, begin to 

change and become hollow. The steady sound of the speeding train begins to break 

apart and become fragmented. These choppy, fragmented sounds represent the 

continuous electronic interactions in the listener’s brain – neural synapses and the firing 

of electrical impulses. These sounds were generated by manipulating the recorded 
                                                 
12 Toru Takemitsu, Confronting Silence, (Berkeley, California: Fallen Leaf Press, 1995), 79. 
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sounds of the train in motion. A sonic shift of the actual train sounds occurs, 

transforming into several streams of granulated trains sounds. I used the software 

GranuLab13 to execute several performances of the gradual transformation of the train 

sound in its raw state to that of it’s granulated state. I chose two performances, and 

meshed them in the multi-track layout between the speeding train and the material 

described under the next heading. 

After the complete disappearance of the sound of the train, and all the listener is 

left with is chopped train sounds, it is as if we are suddenly inside the head of our 

traveler, or perhaps inside our own head. We have gone inside ourselves as a vessel, 

which also happens to be inside a traveling vessel (the subway). As these chopped train  

sounds begin to settle, voices emerge, and some words begin to reveal themselves. 

 

Emergence of the First Questions of the Inquiry 

Being that this is a journey, the listener eventually should be aware that it is a 

journey of questioning – a philosophical journey that extends from John Cage’s thought 

when he composed his “32 questions” in his book Silence. Amidst all of the chaotic 

sounds and noises, the listener hears these first few questions: 

What if I ask thirty-two questions? 
What if I stop asking now and then? 
Will that make things clear? 
Is communication something made clear? 
What is communication? 
Music, what does it communicate? 
Is what’s clear to me clear to you? 

                                                 
13 http://hem.passagen.se/rasmuse/Granny.htm 
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Is music just sounds? 
Then what does it communicate?14 

 
This is the beginning of a consideration of what music may be, and what, if 

anything, it has to do with communication. “Is communication something made clear?” 

John Cage asks. What is clarity of communication? According to Heidegger, there is no 

way to be exactly clear with one another in language-based communication. The only 

method of communicating that happens on a daily basis is the act of hinting to one 

another what we intend to say.15 A non-verbal kind of hinting that may become apparent 

(to the listener) in this work is the use of recorded sounds-in-the-world in their raw form. 

 

“What is communication?” 

After hearing this question, the listener is given a series of what I term “sounds-

in-the-world.”16 This is a form of musique concrète, I believe, but my terminology is 

more appropriate given the intentions of RevealingReveilingReveling. The sounds are 

all possibilities of sonic communication. There is no hidden meaning of these sounds 

except to demonstrate that they could have meaning to a listener, if that person has had 

an experience with one of those sounds in the past, it is recognizable, and therefore 

stirs up memories of that past experience. 

The first surfacing of what I term “monologues” occurs at this point of the piece. 

The quiet, sometimes clearly discernable streams of words, sometimes not, represent 

these various monologues that carry on inside my mind when presented with an idea, 

                                                 
14 John Cage, Silence, (Hanover, NH: Wesleyan University Press, 1973), 41. 
15 Martin Heidegger, “A Dialogue on Language,” in On the Way to Language, (San Francisco: 
HarperSanFrancisco, 1971), 24. 
16 The hyphens used between these words are based on English translations of some of Heidegger’s 
terminology that uses hyphens between multiple words, such as “being-in-the-world” and “thing-being.” 
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concept, or really any sensory stimulation. These monologues serve as a manifestation 

of the mind trying to make connections with newfound material on a real-time basis. 

They are used throughout the piece as a symbol of the ever-searching mind for 

relatedness to personal experience. The monologues begin in direct response and 

obvious relation to the preceding question, but then quickly run off into various rabbit 

holes of tangents in many ways. It’s a type of word association where the initial 

inspiration is the audible question. Some of the associations are of a conceptual nature, 

others are synonyms, some are simply words that rhyme as they unfold from the 

monologue. All are possible realizations of what the human mind may associate with the 

presented question.  

These monologues are both linear and non-linear at the same time. While they 

unfold in a linear fashion, as any sound must occur in time, the responses are all 

children of an initial seed, and sometimes the monologue references itself as it was five, 

ten, or twelve words prior. Also, while these are all quite possible monologues-of-the-

mind, they rarely occur so linearly, as in a melodic, or single-line texture. It is an 

incredibly dense texture, with a few salient melodies pushing to the foreground. I have 

chosen to keep the texture of monologues of the piece rather thin so that some of the 

words can actually be heard and possibly understood – both verbally and conceptually. 

The monologues disappear into the flow and texture of the piece, much like they 

occur in my mind. They rarely abruptly end, and come to a complete silence. There are 

only abrupt changes of direction to the monologue, caused by my changing awareness 

of my surroundings. 
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The monologues serve as an allegory or hinting toward the nature of 

communication. Much like the inquirer in Heidegger’s dialogue on language says “the 

essential being of language cannot be anything linguistic,” so is it a parallel truth with 

communication. The essential being of communication cannot be communicated, 

because the act of communication is interfering with the discovery of its essence. 

 This is somewhat of a recursive, oroborous-like concept, for we can never really 

land anywhere in the cycle without specifically choosing a place to ground ourselves. 

Such is the intent of this piece – by using sounds and words, I choose a common 

ground of human understanding to pose this inquiry. 

 
Figure 2. Oroborous. 

 

 

“Music, what does it communicate?” 

The listener hears  some sounds here that are from a historically common music-

making device: the piano. While it may not be immediately recognizable, the quality of 

the sound is unmistakable, and remains un-modified in its presentation. I have simply 

chosen to apply a multi-step process of reverse-reverberation (which occurs throughout 

the piece, often applied to Cage’s questions) to the piano performance.  
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 The piano performance itself consists of a selection of pitches within an octave 

(pitch set) played one at a time over the span of the piano keyboard. The pedal was 

held down the entire time. The pitches were chosen to invoke a mood of wonder, and 

perhaps a bit of confusion. 

 
Figure 3. Pitch set of piano sounds. 

 
 
The realized sound of the piano with processing emerges after the presentation of the 

question, “Music, what does it communicate?” By reversing the sequence of piano 

pitches, a sense of continued emergence is revealed, which is itself a scaled-down 

sense of the entire composition as an emerging-in-time phenomenon. 

 

“Is music just sounds?” 

 By reversing the piano sounds, those sounds enter a broader world of sound, 

rather than being restricted or cornered into the world of piano-sound, or, sounds for the 

use of idiomatic piano music. The question, “Is music just sounds?” naturally follows this 

broadening. But along with that question, the listener hears a rather boisterous barrage 

of sounds. These sounds represent a greater cross-section of the sounds-in-the-world 

that followed the question “What is communication?” 

 These particular sounds were gathered in October of 2002 on Maxwell Street in 

Chicago. Every Sunday morning, there is a street sale on Maxwell St., where hundreds 

of people sell every kind of thing imaginable. Along with all of selling were millions of 
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sounds. I created two compositions of my experience on Maxwell Street: one by making 

a recording from my perspective as I am walking up the street, and then another while 

walking back towards my starting point.17 Those recordings became the starting sound 

sources for the barrage of sounds heard following the question, “Is music just sounds?” 

 The following is the process of creating the realized sound in this portion of the 

piece. I chose various unique-sounding portions of each Maxwell St. composition, 

copied those portions, and placed them on a single track in Steinberg Nuendo or Bias 

Deck, depending on my preference. The sound clips were placed in a manner so that 

there were no gaps between each clip. 

 Borrowing from a technique that Phil Winsor uses in his computer music video 

compositions such as “The Sacred 100-Pace Snake,” I cut the string of sounds into 

many smaller clips, with each cut being at zero-crossing point of the wave. This was 

important, because then I re-arranged the order of the smaller clips one at a time by 

bringing them to a different track. In the figure below, the first track (grey) is a portion of 

Beethoven’s Symphony No. 5, unaltered. The second track (green) is that same sound 

clip, sliced arbitrarily into sections ranging from 1/10 of a second to no more than 2 

seconds in duration. The third track (blue) is a copy of the sliced sound clips with which 

to work, generating the fourth track (orange), which is the rearranged chopped-

composition. Some of the slices are not used in the final rearrangement (leftover blue 

sound clips on the third track from the top).  

                                                 
17 John Colaruotolo, “Maxwell Street No. 1” and “Maxwell Street No. 2,” for 2-channel playback, 2002. 
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Figure 4. Chopping process macro view, all four working layers. 

 

 
Figure 5. Chopping process zoomed to show detail of chopped waveforms. 

 

The result is what I term “barrage-of-sounds,” or, more precisely, a series of short-lived 

sounds-in-the-world that are recognizable as sounds from our everyday lives, but 

exactly where they come from is perhaps indeterminate. Like any sound or sounds, they 

can be heard for their individual components and characteristics, or for the totality of the 

individual parts. 

 Several versions of the chopped Maxwell St. sounds were made. They were 

placed in various layers of the multitrack layout, and panned to various points of the 

stereo field. In addition, several other chopped sound clips were constructed. One from 

a guitar and violin performance, another from a portion of one of J. S. Bach’s ‘cello 

suites, and still another from recordings of various experiences that I have in my house 
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on a regular basis. Some of those are as follows: running a sink faucet, toasting bread, 

flushing the toilet, boiling water, tea kettle whistling, and rattling my dog’s gate. Each of 

the sound sources yielded many resultant chopped compositions, of which some were 

placed in additional layers of the multitrack layout, and panned. 

 The use of panning is used throughout the piece to invoke a sense of depth and 

movement. For a sense of sonic depth in texture, I have used panning to statically 

position various sounds in the stereo field, like photos on a museum wall. This involved 

the use of amplitude in combination with stereo panning to give the sensual perception 

that sounds are coming from a specific point in space. 

 Slight deviations of panning within the durations of some (not all) sounds is used 

to create more than a sense of reality – a sense of life. Like a breathing being, it does 

not remain entirely still. Lungs move up and down, in and out. Twitches and slight 

movements occur on a being’s limbs even when remaining still. By using slight 

variations of stereo panning and amplitude, a sound does not remain still in its 

perceptual presence and position. It has a hint of life-pulse. It is not always noticeable, 

but the result creates a sense of life and motion within the structures of the piece. 

 



21 

 
Figure 6. Use of subtle panning. The jagged blue envelope lines represent the shifting  

motion of each sound in the stereo field. 
 

“Then what does it communicate?” 

This question is further probing into the essential being of communication. By 

asking what communication is, with respect to sound, the inquiry examines this from a 

perspective that is broader than language (or typical communication) itself. This will aid 

those individuals who struggle with true listening, because they are stuck in the dogma 

of language as the only real form of sonic communication. They have not been able to 

become aware of the broader sense of communication that is available in the world. 

The monologues heard in each channel here are words describing the 

possibilities of what music as just sound might communicate, or, what it might not 

communicate. The following is an excerpt of the monologue, taken from my sketchbook 

as used during the recording: 
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Figure 7. “Then what does it communicate?” monologue. This is an excerpt of the stream-of-

consciousness style of writing I used when gather the words for these monologues. 

 

“Is a truck passing by music?” 

The presentation of the question “Is a truck passing by music?” is Cage’s most 

direct questions yet with regards to music and its relation to sound. In addition to 

layering recorded sounds if trucks passing by my microphone, the listener hears sounds 

of trains passing, and rail wheels clacking along a railroad. The rail sounds are used as 

a reminder of the beginning of the piece, where we first began this journey by 

metaphysically boarding a subway car. The journey is in progress, and the inquiry is 

unfolding, although the listener does not know where or when the journey will end. 

 As far as the directness of the question itself, I am asking, through Cage’s 

question, of most of the sounds previously heard in RevealingReveilingReveling could 

be considered music. The sounds are often machine-like, mechanical, non-pitched, 

indeterminate-pitched, or modified human speech. This question is a hinted reference to 

the piece itself, veiled by the ensuing truck and train sounds, as well as its pointing in a 
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forward direction of unfolding time by causing the listener to try to answer the question 

at that moment. It is my hope that by this point of the piece that the listener may indeed 

consider either a truck passing by music, or the sound of a truck passing by music, so 

that the proceeding questions carry with them a deeper significance to the inquiry. 

  

“If I can see it, do I have to hear it, too?”  

Most humans are dependent on their sight for gathering information from their 

surroundings. As briefly discussed earlier, this could be called the “tyranny of the 

visual.” In movies, as well as television, the sound takes a back seat to the picture. I 

have actually heard someone once ask the question, “If I can see it, do I have to hear it, 

too?” This is exactly what Cage asks following the question of the truck. To illustrate this 

I have chosen to insert a steady-beat sound, which was created by modifying and 

repeating various tiny portions of the traveling subway cars. This pitter-patter sound 

following the question “If I can see it, do I have to hear it, too?” is the result of partially 

manually granulating the steady subway sound, and partially using some functions 

within GranuLab. The pitter-patter represents the replacement of the sound of the train, 

like a clock, waiting for the re-appearance of sound. 

 This question gives way to “If I don’t hear it, does it still communicate?”, during 

which all sounds vanish from the foreground to the background, then disappear 

altogether. What the listener is left with is the memory of various sounds from 

RevealingReveilingReveling thus far. If the listener is no longer hearing anything (which 

was originally the truck passing by) is it possible for it (the truck) to still communicate to 

the listener (or any non-listener, for that matter)? While this sounds rather confusing, it 
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is exactly the depth of inquiry that I am after. And whether it incites the listeners to 

envision an answer or two to the questions, or generate a more meaningful question is 

unimportant. It is the mental engagement with the inquiry in which I hope the listener 

finds pleasure.  

 One may recall visions of debates of the timeless question, “If a tree falls in the 

woods and no one is there, does it make a sound?” We know it will make a sound, for if 

we have a recording device in the woods, we could capture the sound and prove it if this 

were a scientific debate. But more important to this inquiry, is the question concerning 

the communication that the falling-tree sound would make. If you couldn’t hear that tree 

falling, would it still communicate to you if you saw it? Is communication limited to the 

source’s immediate surroundings? Or is it only limited by the reach of the listener’s 

receiving capabilities? 

 Another possible domain of thought concerning the preceding question is that of 

sounds and what is commonly understood by their possible communication. Is it 

possible for a sound to communicate something that is not commonly expected or 

assumed of that sound? Indeed this is possible, and it is another subjective aspect of 

the inquiry that I leave for the listener to draw his own conclusion. 

  

“Are the sounds just sounds, or are they Beethoven?” 

The sounds of the granulated truck passing by have vanished. The listener hears 

a question in a new direction. “Are the sounds just sounds, or are they Beethoven?” 

Following the questions are various chopped sound-compositions of two of Beethoven’s 

works, in a modified form of quotation. One is a rather busy portion of the first 
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movement of Symphony No. 5, and the other is a portion of the third movement of Piano 

Sonata No. 13 in C minor.  Much like the previous instances of chopped compositions, 

the origin of the these pieces is fairly discernable – the totality of the sound is 

reminiscent of Beethoven’s “sound.” But the manner in which it was constructed is not 

Beethoven at all. His sense of form, flow, and pitch sequence have all been distorted 

through the process of chopping. Yet the quality and energy of Beethoven’s “sound” 

remains. 

A potential question behind the question of Beethoven is this: are those sounds, 

distorted from the original, still Beethoven’s “sound?” If so, then that offers immediate 

insight into the next question. 

 

“People aren’t sounds, are they?” 

The sounds-in-the-world that here unfold begin with a spoken phrase in German: 

“die Welt ist Klang.” This is translated as “the world is sound.” If the listener does not 

understand the German language, this is fine, for the response to the question, when 

reduced to its most basic sense, is a person making a sound. The language texture 

then begins a sonic display of several spoken languages from around the world. The 

speech recordings are ever shifting in the stereo field, much like the chopped sound 

compositions. 

As the voices begin to fade from the foreground, the sound of a heartbeat 

emerges from the background. That sound is then modified by slowing the pace of the 

beats, bringing forth audio-imagery of footsteps, which leads to a brief recollection of the 

many footsteps heard in the subway tunnel at the beginning of the piece. The source of 
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the heartbeat is that of my daughter-to-be. It is a recording made from a Doppler device 

that is pressed to my wife’s abdomen. Upon hearing such a sound, I was further 

convinced that people are indeed sounds, and was compelled to place that sound into 

the piece. 

My thoughts about languages and people as sounds come to a climactic point in 

the piece as the question “people aren’t sounds, are they?” emerges, and followed by 

the various spoken-language audio clips. We are living, breathing, walking sound 

machines, day in and day out. Somewhere along the evolutionary path, humanity 

managed to attach meaning to different kinds of sounds, and agreed-upon sounds 

came to “mean” something. But those utterances must originate somewhere – they 

come from people. 

 

“Is there such a thing as silence?” 

I have been exploring two concepts in relation to silence. The first is ending. I 

have always focused very heavily on the endings of my pieces, actually trying to not-

end the piece. An ideal ending to me is that which allows the listener to carry the life of 

the book-ended duration of the piece forward in their everyday lives. This is physically 

impossible, as musical compositions have definitive beginning points and end points. 

Paintings have borders of canvas. Sculptures have distinctions of physical forms and 

that which is not a form. A further discussion of this appears at the end of this chapter.  

The second concept in relation to silence is that of nothing. Nothing; no-thing. In 

Heidegger’s “What is Metaphysics,” he asks the questions “What is nothing?”, and 
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further, perhaps more importantly, what is it about the asking about nothing? First, a 

look at his thoughts concerning the asking of the question about nothing: 

The elaboration of the question of the nothing must bring us to the point where 
an answer becomes possible or the impossibility of any answer becomes clear… 
In Our asking we posit the nothing in advance as something that ‘is’ such and 
such; we posit it as a being. But that is exactly what it is distinguished from. 
Interrogating the nothing – asking what and how it, the nothing, is – turns what is 
interrogated into its opposite. The question deprives itself of its own object.18 
 

How is this related to silence? How can we, as composers or listeners, discuss the 

nature of silence when we must make noises and sounds to do so? And shall we limit 

silence to simply the absence of sound? What if we have no sound in the vicinity, and 

our minds are full of imagined sound? Is that still silence? By asking the question “What 

is silence?” or, “Is there such a think as silence?” moves us in the direction of silence, 

but quite distorted.  

“For thinking, which is always essentially thinking about something, must act in a 

way contrary to its own essence when it thinks of the nothing.”19 Just as this is the case 

for moving towards the nothing, we move in parallel to that action when thinking of 

silence. There are many philosophical and mystical methods of moving towards the 

nothing. But I pose one realization of moving towards the silence in the piece. After the 

question “Is there such a thing as silence?” we hear the sounds of the piece disappear, 

and the emergence of internal monologues about (1) the general concept of silence, 

and (2) the answers expressing the possibilities of the existence of such a silence. 

These “answers” to this second monologue begin in a very positive manner (yes, of 

course, certainly, without a doubt), and transform through questioning, and less-

                                                 
18 Martin Heidegger, “What is Metaphysics?” in Basic Writings (San Francisco: HarperSanFrancisco, 
1993), 96. 
19 Ibid., 97. 
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likelihood (maybe, perhaps, in theory, doubtful), and finally with a resounding, although 

weakening “I don’t know.” The “I don’t know” echoes and swirls as a sonic 

representation of not truly knowing if there is such a thing as silence.  

There is a phonetic mistake in the recording of this question which 

serendipitously broadens the thinking of a possible silence. Instead of “is there such a 

thing as silence?” we hear “Is there such a sing as silence?” I chose to leave the 

mistake in this pivotal moment of the piece, for the possibility of singing silence fits 

beautifully within the concepts of the piece. Why not try to sing silence? And if one could 

indeed sing silence, what would it sound like? And perhaps more importantly, what 

would that experience be like? 

 

“Which is more musical, a truck passing by a factory, 
or a truck passing by a music school?” 

 
This direct, argumentative question is accompanied quite simply with accordion 

and various manipulations of trucks passing by and trains sounds. This question takes 

into account, for the first time, a listener’s perspective, but it can be interpreted in 

various ways. The perspective can be acknowledged as a physical displacement of a 

person’s position in the world, where the acoustics of a factory or music school may 

change – in a more or less musical manner – how such sounds are perceived.  

I am also asking the listener to move beyond their immediate physical 

perspective, but to imagine a perspective. The listener has to imagine what the sound 

would be like of a truck passing by a factory, and then the same of a music school, and 

also, perhaps more importantly, to imagine what it would be like to be a factory worker, 

or a music student, and how that mode of life (being-in-the-world) would affect the 
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answer to the question. It is essentially a hermeneutical investigation – the study of the 

various perspectives of interpreting the sound of the truck to determine the overall 

musicality of the truck. 

 

“Do you know what I mean when I say inside the school?” 

 The ambiguities of the situation are further compounded with the appearance of 

this question. It is treated with non-inside-the-building sounds, to heighten the ambiguity 

and confusion. I have gathered many recordings of cicadas, crickets, frogs, and various 

other sound-producing insects. With those recordings I assembled a sound-image of 

what it might be like to be “inside the school.” For what school is Cage truly speaking 

of? I have chosen to interpret the word “school” in the greater sense of the world as a 

sound-school rather than a typical music school or college.  

 

“If while I see it, I can’t hear it, but hear something else…” 

The presentation of this question is followed by a recording of accordion keys 

being played while no air is pumping through the bellows. The resultant sound is not 

unlike that of an egg beater beating eggs in a plastic or wooden bowl. The use of 

accordion here is to carry the thread of it as a sound source further into the piece, and 

to hint at the fact that an egg beater does not make a sound by itself. It requires that 

action placed upon it, in combination with another object (such as a mixing bowl), in 

order to be a part of a sound-making activity. 
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“Is what’s clear to me clear to you?” 

This question, in its placement out of Cage’s original ordering of the questions, 

falls more appropriately (for the purposes of this composition) after the preceding 

question. The sound mix-up of an egg beater and accordion, which is heard after the 

question of the possibility of seeing an egg beater, is a wonderful example of 

questionable clarity. But again, this question has multiple implications. There is the 

immediate significance with respect to the question at hand, meaning, is the 

understanding of the use of an egg beater clear? Then, on to a greater question: is the 

meaning of this inquiry and its series of questions clear? And, as a result, this 

composition? And still to grander implications – in general, in our everyday lives 

(average-everydayness) – is what’s clear to me clear to you? 

 

“Is music just sounds? Then… what does it…. communicate?” 

The typewriter is one of the main percussive instruments of the piece, used in 

this second section to create a percussion orchestra that builds into a frenzy, and 

yielding more questions after its climax. While the typewriter can easily be heard as a 

percussive instrument, it also possesses qualities similar to long legato-producing 

instruments. The sound of the humming motor resembles that of wind or string players’ 

instruments, but more interesting upon closer listening – skips, hiccups, and 

imperfections in the hum can be heard. A chorus of typewriter hum sets the background 

color for the ever-thickening texture of percussive typewriter attacks.  

The thickening texture of typewriter sounds was created by spending time 

creating several performances of typing at various speeds. The different rows of letters 
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each generated a slightly different quality of sound. Accented key-strokes are a result of 

pressing the shift key, causing the entire array of typebars to lower, allowing the upper 

portion of the typebars to strike the paper with a deeper thud. The carriage-return lever 

created the only other long sound, much like a ratchet. The speed of motion when 

making a carriage return alters the semi-pitched sound it creates, with variable speed 

possible in a single motion.  

After making various typewriter recordings, portions of those recordings were 

selected and placed in the multi-track layout. One long typewriter performance is the 

central thread of this section of the piece, beginning with hum and sparse key strokes. 

Gradually, shorter sound clips of typing are added above and below the “solo” 

performance of typing, utilizing panning and dovetail techniques to grow the texture 

subtly. The following figure is a graphic excerpt from the multi-track layout: 

 

 

Figure 8. Typewriter texture from the multi-track layout. 
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The use of the typewriter contributes more than just sonic meaning to the piece. 

The fact that it is a writing instrument for language-based communication creates the 

stigma that it is simply just that – an instrument to aid in the notation of language-based 

communication. I have explored its additional uses and potentialities of communication 

by using it both for its short, staccato, percussive sound, and for its lyrical, yet static-

pitched long tones. Nowhere are the symbols (letters and numbers, space bar, shift 

keys) on the instrument itself taken into consideration. No regard is given to the 

generally accepted use of the instrument. An attempt at creating a new pattern 

language for the instrument has been made. This could be considered in the vein of 

“propositional music,” as described by David Rosenboom.20 

 

“Is there always something to hear, never any peace and quiet?” 

At the peak of the chaotic typistry, it suddenly vanishes to reveal the question, “Is 

there always something to hear, never any peace and quiet?” This comes after the 

steady barrage of typing begins to overwhelm the listener. Of course, this is entirely 

subjective, both in the sense of the question and the typing. Some may feel that there is 

too much noise in the world in general, and others may not. Some may feel that the 

typing sounds move too much towards the category of noise, and others may not. Either 

way, the typing serves as a double allegory – typing as percussion, and typing as a 

means to generate communication. 

 

                                                 
20 David Rosenboom, “Propositional Music: On Emergent Properties in Morphogenesis and the Evolution 
of Music,” in Arcana: Musicians on Music (New York: Granary Books/Hips Road, 2000), 207. 
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“What can you see? What can you hear?” 

 These two questions begin an extension of Cage’s inquiry. I have used his 

questions as a departing point to generate a handful of my own questions. The following 

sub-headings discuss these new questions, whose entire purpose is to narrow the focus 

of the listener’s inquiry to that of the arts in relation to communication. And, like many of 

the previous questions, these two are not intended to be answered in their literal sense. 

I have chosen to pose my own beginnings of answers for each of my questions. 

Everyday, we are bombarded with millions of images, and millions of sounds. 

Sometimes we seek specific imagery and sounds, and sometimes we encounter 

surprises to our senses that we weren’t seeking. Most often we deal with what we 

commonly see and hear, without paying too much attention, or at least any artistic 

attention to possibility.   

 The question “What can you see?” is followed by a steady stream of pitter-patter 

beats. These beats were created from the sound of a traveling train, processed through 

GranuLab, much like in the earlier part of the piece. These resultant grains are perhaps 

an aural representation of thumbing through an animation flip book, with each beat a 

subsequent page flipping off of the viewers thumb as it comes into and out of view. 

Each image is revealed, and then re-veiled as it is covered by the ensuing images.  

 The granulated sounds are followed by the question, “What can you hear?” along 

with a thicker texture of chopped sounds-in-the-world. More layers of sound have been 

added than in previous instances of chopped sounds. These chopped sounds are a 

possible sonic representation of the flip book of images described above. They are 
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heard in a sequential format, like flipping through hundreds of television or radio stations 

very rapidly. 

 

“What if you could take all of that, and make something?” 

This is where this RevealingReveilingReveling enters the arena of play. It is to 

put a voice inside the head/heart of the viewer to incite true listening and to change the 

rules of the game of listening. I want the listener to consider all that he sees and hears 

each day, and think of those things in a symbolic, inquisitive, or allegorical manner. It is 

important for humans to spend time dwelling in the realm of play, whether with each 

other, or as an artist dealing with materials. If I can offer a listener an insightful 

experience, even if it is just for a few moments, and he adds that to his set of life 

experiences in a meaningful way, I would then feel quite accomplished with regard to 

the creation of RevealingReveilingReveling.  

In addition, is art just for you as your own person, or for you and others? Is it art 

once it leaves your psyche? Or not, since you are still hinting at what you really want to 

do? Or is it indeed art because it’s a physical, outward manifestation of what you are 

hinting? So, then, the inner feelings and expressions are not art, but something else? 

What is this “something else?” Is this your true self? 

Takemitsu says that he “became more aware that composing is giving meaning 

to that stream of sounds that penetrates the world we live in.”21 To make something is to 

inject meaning into the gathering of sounds. I would hope that the listener would 

consider making something intentionally meaningful with the stream of sounds that he is 

                                                 
21 Toru Takemitsu, Confronting Silence, (Berkeley, California: Fallen Leaf Press, 1995), 79. 
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presented with, both in the small world of this piece, and in the grander world of his 

existence. 

 

Ending of the Journey on the Train 

The questions “What could it communicate?” and “What would it Say?” ask the 

listener to move towards an involvement with the piece in a more thoughtful manner 

than the previous direct questions concerning the senses. If the listener were to create 

something out of what he sees and hears, I want to discover what he is trying to 

communicate. This is problematic, though, for part of the beauty of listening to a 

composition is to experience the piece as myself, and I may draw a different conclusion 

than what was intended by the composer. Heidegger might express my thoughts here 

as he does near the end of “A Dialogue on Language:” “The essential being of a piece 

is what it is Saying, a showing not necessarily in the form of words, of that which is 

beyond the thing-ness of the piece.”22 

As the train is slowing down, and its sound growing in intensity as it comes to the 

foreground, the listener hears, “And now…. ,” followed by the sound of the train doors 

opening abruptly and the words, “Do I have one more?” This last question fragment is a  

replacement of Cage’s original question of “And now, do we have none?” This was a 

mistake during the recording process of Cage’s questions. I felt that this mix-up of 

words was an important interpretation of the question. Any good philosophical inquiry 

will never exhaust all possibilities of asking an additional question or series of questions. 

The asking of questions in a truly thoughtful manner leads to the asking of more refined 

                                                 
22 Martin Heidegger, “A Dialogue on Language,” in On the Way to Language, (San Francisco: 
HarperSanFrancisco, 1971), 51. 
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questions, and never a finite answer. Therefore, the “one more” question could be 

interpreted as yet another question surfacing after the piece is complete, or as one large 

“Question” that encompasses all questions being asked in one way or another. 

 As the listener departs from the train, the sound of the guitar player treats our 

ears once again as a reminder of where this journey began. It began with music as is 

commonly known – pitches and rhythms played by people on musical instruments. The 

listener is then led out of the train station, perhaps up a set of stairs to the earth’s 

surface, where the sounds of the outside, natural world emerge – those of frogs, 

crickets, cicadas, and other insects. The journey continues on foot as sounds of 

footsteps crinkling in dry grass and leaves seeps into the foreground. The monologues 

that appear throughout the piece re-emerge, representing the many possibilities of 

questions to be asked in the future. The journey is not necessarily over, for there is no 

abrupt ending of sound in RevealingReveilingReveling. The walking footsteps, along 

with the sounds of insects and monologues, fade to the background as this journey 

continues out of the range of our immediate hearing. This is precisely the concept I 

mentioned earlier concerning the act of not-ending a composition. It is my desire that 

the spirit of this inquiry continue in the mind of the listener once the duration of 

RevealingReveilingReveling has expired. 

 I also hope that the listener departs from his aural experience with 

RevealingReveilingReveling in a heightened state of awareness concerning music, 

sound and communication. By incorporating elements of speech and in-the-world 

sounds, I believe this is more readily possible than with a programmatic acoustic 

composition that has accompanying explanatory notes. The accompanying notes are 



37 

woven into the sounds of the piece, since RevealingReveilingReveling is composed for 

English-speaking audiences, and contains English speech. 
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CHAPTER 3 

CONCLUSION 

 Throughout the course of composing RevealingReveilingReveling I have made 

several discoveries and observations, concerning the piece as well as of myself.  

 I continue to find it incredibly fascinating and inspiring to listen to foreign 

languages, whether my experience of them be in person, on the radio, or in a film. I 

enjoy the sounds that other people make, and consider those sounds as an important 

addition to the library of possible sound to use when gathering materials for future 

compositions. 

 The materials that could fit into the scope of this piece are endless. I could 

continue to gather sounds for years, and iterate the realization of 

RevealingReveilingReveling on a regular basis. It was very difficult to say “no” to those 

desires that say the piece needed more additional sounds from the world. 

 This piece can be expanded with regards to its presentation. Based on the 

questions “What can you see?” and “What can you hear?” I feel that a visual element 

could be added to the piece, with the intent of reaching a greater audience. While this is 

contrary to my thoughts concerning the tyranny of the visual, it could serve as a vehicle 

to generate further dialogue on the nature of communication and language with others. 

Additionally, much like Michel Chion’s concepts of audio-vision, the combination of the 

current sound-composition, coupled with visual material (or images-in-the-world), might 

create the space for that which is greater than the sound or picture alone. It would be an 

exploration in the possibilities of what audio-vision could be.  
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 I no longer find it acceptable for myself to use a limited language, in the sense of 

words, when trying to communicate. While language is still only a hinting, and a vehicle 

for us to pass that hinted information to one another, expanding my vocabulary in both 

speech (words) and composition (sounds) allows me to more closely hint at what I 

attempt to say in each of these mediums. 

 It has been both encouraging and discouraging to observe the reactions of 

various people as they listen to RevealingReveilingReveling. My intention is that the 

piece inspires or excites people to realize that their sense of hearing provides for a most 

interesting mode of being-in-the-world. Some recognize these intentions quite readily, 

and I enjoy discussing their various observations of what I have offered in the form of 

this sound-composition. These individuals tend to be more open-minded and aware, 

and demonstrate a longing for music and art that is not like what is readily available. 

The hinted meanings of the questions and their sounds-in-the-world accompaniments 

are mused upon, thereby leading to thoughtful discussion on the nature of language, 

communication, music, and even art. An appreciation of the symbolic over the literal is 

also demonstrated by these individuals asking the kinds of questions that they ask, 

recognizing the importance of the inquiry that RevealingReveilingReveling begins, and 

continuing it beyond the end of the piece. 

 Others that experience this piece cannot seem to get beyond the fact that there 

is no picture, commenting that it sounds like a movie music extracted from its partner. 

They often entirely miss the hinting and intentions of the inquiry because of the lack of 

image or written word. These individuals further solidify my suspicions that there is 

indeed a tyranny of the visual. 
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 On the other hand, this discouragement is potentially a sign that I am moving in a 

desirable direction, should I continue this kind of work. The commentary that 

RevealingReveilingReveling offers up such vivid imagery is perhaps good news in that I 

have been able to successfully incite the listener to comment about what he is hearing. 

Given this, I still do not want to hand these individuals a slip of paper stating my 

intentions with this piece. The purpose of the piece is to hint at those essential elements 

of communication, and instigate an inner, perhaps personal inquiry, without me 

specifically asking for it. That is the purpose of creating a piece of art. That is art as 

allegory.  
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APPENDIX A 
 

JOHN CAGE’S 32 QUESTIONS
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John Cage’s 32 questions from part 3 of “Composition as Process” in Silence p. 41-42. 
 
 

 
What if I ask thirty-two questions? 

 
What if I stop asking now and then? 

 
Will that make things clear? 

 
Is communication something made clear? 

 
What is communication? 

 
Music, what does it communicate? 
 
Is what’s clear to me clear to you? 
 
Is music just sounds? 
 
Then what does it communicate? 
 
Is a truck passing by music? 
 
If I can see it, do I have to hear it too? 
 
If I don’t hear it, does it still communicate? 
 
If while I see it, I can’t hear it, but hear something else, say an egg-beater, because I’m 
inside looking out, does the truck communicate or the egg-beater, which 
communicates? 
 
Which is more musical, a truck passing by a factory or a truck passing by a music 
school? 
 
Are the people inside the school musical and the ones outside unmusical? 
 
What if the ones inside can’t hear very well, would that change my question? 
 
Do you know what I mean when I say inside the school? 
 
Are the sounds just sounds or are they Beethoven? 
 
People aren’t sounds, are they? 
 
Is there such a thing as silence? 
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Even if I get away from people, do I still have to listen to something? 
 
Say I’m off in the woods, do I have to listen to a stream babbling? 
 
Is there always something to hear, never any peace and quiet? 
 
If my head is full of harmony, melody and rhythm, what happens to me when the 
telephone rings, to my piece and quiet, I mean? 
 
And if it was European harmony, melody, and rhythm in my head, what has happened 
to the history of, say, Javanese music, with respect, that is to say, to my head? 
 
Are we getting anywhere asking questions? 
 
Where are we going? 
 
Is this the twenty-eighth question? 
 
Are there any important questions? 
 
“How do you need to cautiously proceed in dualistic terms?” 
 
Do I have two more questions? 
 
And, now, do I have none? 
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APPENDIX B 
 

SKETCHES, WRITINGS, AND DRAWINGS MADE  

DURING THE COMPOSITIONAL PROCESS
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