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Range: Local, Distant, Fringe

Radius presents Range: Local, Distant, Fringe. Range is a three-
part, location-based series of radio transmissions that explores the 
phenomenon of signal strength. The series seeks to break, bend, and 
highlight the economic, political, and technical dimensions of the 
electromagnetic spectrum.

Range uses the criteria found in proprietary mapping software that plots 
radio station coverage areas to analyze the importance of place for 
radio broadcasts. This software takes into account transmitter power, 
antenna height, frequency, antenna pattern, and etc. Commercial and 
community stations use this data to determine potential listeners.

The coverage areas are defined as:

 Local: areas with very clear reception
 Distant: areas with weak signal
 Fringe: areas with very weak or no signal

A station’s signal strength broadly delimits that station’s territories. 
These territories further impact policy (i.e. FCC regulation, spectrum 
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licensing), station-specific power (i.e. advertising, tower-space 
rentals), and public affairs (i.e. community programming, emergency 
alert systems). Range seeks to challenge these issues of signal 
accessibility, and question radio’s role as a distribution tool.

Radius has commissioned three artists to create audio works for 
broadcast that point to issues of proximity in the event of radio 
transmission. 

 Local: Emilie Mouchous & Andrea-Jane Cornell
 Distant: Damon Loren Baker
 Fringe: Rob Ray
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Local: Emilie Mouchous & Andrea-Jane Cornell

Emilie Mouchous & Andrea-Jane Cornell
Rise & Shine
47:21

Statement:

Rise & Shine is the result of an improvisation session in the morning, 
when ears are fresh and most sensitive to stimuli. Using a set of 
graphic index cards, designed by Boston-based movement artist Joe 
Burgio, as compositional material to guide their improvisation, Mouchous 
and Cornell convened in the live broadcast studio of CKUT 90.3FM in 
Montreal to lay the groundwork for the piece.

The piece responds to the clarity of local signals in Montreal that are 
obscured in areas directly adjacent to the main radio tower transmitter 
site atop Mount-Royal. The areas situated in the shadow of the mountain, 
where there are no sight-lines to the tower, have poor reception because 
the signal must pass though the ground to reach the receivers. The 
signal is only received in mono and occasionally cuts out intermittently 
for indeterminate periods of time.
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Rise & Shine begins with undulations, like the intermittent signals in 
the mountain’s shadow; a rising and falling, an ebb and flow of tones 
meditatively sweeping through the frequency range that stretch the 
spectrum that is most receptive to the combination of signals. Once the 
space is carved out, the piece unfolds at a languorous pace, evocative 
of a hot summer night when the air is thick and sleep comes in waves 
carrying episodic dreams linked together by a common thread.

i remember the shimmering waves of Maine

disease : diamonds exploding inside your body

it may have to do with turning the radio dial …

give me a little space to breathe

i will start making some soup

trapped in a box

microscope inside the lungs

at night

Schedule:

Rise and Shine broadcasted for six mornings - the time of day that has 
the most potential for strong FM signal strength - on January 3, 4, 9, 
10, 24 and 25 at 7am CST.

Q&A:

1. What role did the mountainous terrain in Montreal play in the 
recordings? How did they affect your signal experiments?

First of all, Mount Royal, colloquially referred to as “the mountain / 
la montagne” is a central part of Montréal’s landscape. The greater part 
of the mountain is a beautiful park, which is well-loved season round 
as a place to escape the heat in the summer, enjoy the colorful foliage 
in the fall, head out with friends, flasks, and crazy carpets in the 
winter, and take walks in the spring. We’ve found 4-leaf clovers, played 
the hurdy-gurdy, installed cassette players, went swimming in the pool 
behind the hospital late at night...

CKUT’s studios are situated right below Mount-Royal’s tree-line, and at 
night animals like raccoons and skunks can be seen skulking about in the 
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shadows. Traveling back and forth to the radio station, the mountain 
always feels like an element of connection with the city. The  mountain 
is simultaneously so central and downtown while also representing every 
Montrealer’s connection to nature. This is a very inspiring fact that is 
always present when dealing with CKUT Radio. 

There is a lot of rising and falling in the piece, specifically in the 
first segment. These undulations could be attributed to the mountain’s 
presence and the slow walk up and down the hill that happens every time 
you make a trip to CKUT, with your equipment jingling along as you walk. 
The same thing happens with the broadcast signal, it goes up to the 
tower and then out through the ether into the spaces where radio happens 
- at the receiving end. So ascension and descension inscribe themselves 
into our signals and sounds. There are also circular movements and 
sounds in the piece that function as contour maps, tracing shapes and 
delimiting elevations.

2. What is the relation between geographical space and time-of-day in 
the piece?

The piece was originally performed in March; it was a crisp morning, 
the sun was shining, and our ears were just waking up. The warmth 
of the early Spring sun takes time to build, and at the time of the 
performance, it was just starting to feel warm, melting the few patches 
of snow left in the forest, slowly thawing the soil, releasing a damp 
humus scent into the air. Inside old stone walls, the studio is in the 
basement, and it can feel like a remote cave at times, especially when 
there is no one else in the station, as was the case this day.  This 
performance sounds like the process of waking up from a period of 
hibernation. First your ears start to pick up sounds, then you might 
stretch your limbs and shift your position, maybe open your eyes for a 
split second, then reconsider and close them again, and so on as the 
process of re-connecting with the immediate environment unfolds. Slowly, 
you become more and more aware, until you are completely awake and your 
senses have re-adjusted to the environment around you. In this way - the 
piece functions like Deleuze and Guattari’s refrain (la ritournelle), 
wherein a child in the dark overcomes his fear by seeking solace in a 
familiar song, which creates a familiar space for him in the unknown, 
from which he can make sense of the world around him. 

The piece develops through expansion and retraction, carving out a sonic 
existence and creating an environment that grows exponentially over 
time, pushing through the darkness, out from the land of sleep, and into 
the world of the waking - from darkness to light. Even though the city 
had been awake for hours, and the steady drone of vehicular traffic was 
buzzing up Avenue des Pins, ambulance sirens  were wailing up University 
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Street to the Royal Victoria hospital across the street,  crows were 
cawing in the tree lined alley way, and squirrels  were scurrying in the 
grass, the broadcast studio insulated us from the frantic activity and 
bathed us in a calm environment to wake up and create in.

3. Poetics play a large role in the piece. Can you talk more about the 
ending poem?

Traveling, touring, meeting new people, hearing new sounds, listening 
to new spaces and environments - all of these experiences influence our 
interactions with sound.

The objects that we play with are often related to these travels and 
anecdotes.We try to playfully cycle between known approaches and new 
experimentations, enriching a common ground that we’ve also come to 
share with other places and people. We believe that everyday life, the 
small, and the life of places and objects cannot be separated. We make 
lists of funny words and send each other little drawings and inspiring 
collages of our common history.

Oscillations conjure up the memory of the ocean in the morning with 
sunlight making the ripples shimmer so brightly you can hear the 
reflections buzzing in your ears.

The poetic text is a combination of ideas from a chat we were having 
back and forth when re-listening to the Rise & Shine piece and working 
on the documentation in our respective homes on a Sunday afternoon. We 
were exchanging images that the piece was conjuring up and places of 
inspiration that we often recall when working together. We are fans of 
word play, and have been evolving a list of road-sign vocabulary and 
catch phrases that we will often play with when performing. 

4. The composition of the work is based on a card game. Can you talk 
briefly about your approach to experimental compositional structures?

It was the first time we improvised together in the morning, which 
really influenced the pacing of the piece and the way we interpreted the 
cards we drew. We were to play with more cards, but we ended up using 
one each and then switching once, probably half an hour through the 
improvisation - that morning pace again... I remember how the playing 
of the first card got really stretched out, we kind of got lost in it 
before switching. That moment felt suspended in air and might have been 
our longest uninterrupted improvisation.

In our collaborative practice, the compositional approach often 
derives from the set of objects that we decide to use at a specific 
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time. We intuitively use a lot of found objects, sound recordings, and 
manufactured objects that come to life in many different ways.

In a contextual approach, we often challenge ourselves to literally 
play the spaces that host us, defying the traditional stage settings 
to highlight how a location’s sound impacts sound diffusion and 
influences our interventions in and with the space. Experiencing a 
space’s influence on sound has led us to explore many situations and 
ideas, the specificities of which dictate the concept and structure of 
the pieces. In the past we worked from Joe’s cards but also from Billy 
Mavreas’ circular drawing; we composed a piece for the 5 rooms of an 
apartment, another one for a train ride; we performed in a contact mic 
ensemble based on geometrical shapes, went on soundwalks, layered many 
field recordings of loved things (ocean sounds, dead cats, roommates 
singing in the shower, doors and windows squeezing, bean and seed 
explosions...). We brought the on-air studio outside (Montréal Sessions 
3-hour cassette trilogy), played in the basement a triphonic performance 
that could be heard in the upstairs gallery through FM transmitters, and 
there’s more to come...

5. The piece focuses on morning. How do you conceptualize the piece as 
moving through time? Does it arrive at night?

It is definitely a journey that passes through fields of daylight and 
darkness.

We could imagine the piece being played in a loop over the period of 24 
hours with each cycle having a different meaning and affect related to 
it. Morning is a bright, slow time of day with overtones of grumpiness 
that are easily overcome when a sound art activity is planned. We 
picture Joe Burgio (the movement artist who designed the cards for us) 
as a bright, morning type of person, his movements unfold in nodes 
of a languorous drawn-out fashion, strung together by quick bursts of 
transitional energy. 

Life is fast-paced in the middle of a weekday in busy Montreal’s city 
center. It is unusual and certainly a privilege to be able to broadcast 
such a long improvisation in the morning on the FM dial, “en pleine 
lumière.” We were very happy about the broadcasting schedule of the 
piece in Chicago in January 2012, because Rise & Shine’s experimental 
compositional approach and anti-commercial long format would make the 
piece more likely to belong to a flexible night programming. It’s 
important that sound and radio art not be relegated to the nocturnal 
hours of broadcasting. Experimental forms of sound communication need to 
exist during all hours, to shake up the norms and expectations of what 
can occupy radio space during “drive time.”
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There might always be a gap between “the real life happening” and the 
intimate yet incredibly powerful on-air studio space. The magic of radio 
resides in the density of that invisible travel through the airwaves and 
the physical space of the city.

Bio:

Emilie Mouchous and Andrea-Jane Cornell met in a broadcast studio in 
Montréal, Québec on January 17, 2008 while performing solo sets and 
collaborative improvisations during a 16 hour sonic celebration of 
the birth of Art. They have had many opportunities to use the live 
broadcast studio as a space for sonic experimentation using a myriad of 
handmade instruments, objects, resonant bodies, and voices to expand the 
normative expectations of sonics heard on the FM band.

More on Emilie Mouchous & Andrea-Jane Cornell at gmackrr.com/andreajane.

Listen to Episode 19 (Range: Local) at theradius.tumblr.com/episode19.
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Distant: Damon Loren Baker

Damon Loren Baker
Distant
01:00:15

Statement:

Distant consists of white noise and sine waves that are beyond the range 
of most adults’ hearing. They are arranged carefully in chosen phase 
relationships amongst signals that are completely inaudible and have 
no apparent effect on the final sound. However, when broadcast using a 
radio transmitter (ideally a low power one, the lower fidelity and power 
the better) those phase relationships become mangled by the interaction 
of the broadcast with the environment it fills and activates. When the 
listener is too close to the signal, the subtleties between the phase 
relationships are lost. When too far, the subtleties become inaudible. 
However, when somewhere between near and far, the garbling of the 
transmission creates pulses and tones from the creative and destructive 
interference caused by the reflected signal and the collapse of the 
stereo image. 
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The entire distant range of the broadcast radius becomes an instrument 
or an organism. Distant is the breath that brings this organism to life; 
the act of tuning in and listening to the piece forms it into sound. 

Schedule:

Distant broadcasted for four weekday afternoons on February 13, 14, 16 
and 29 at 2pm CST.

Q&A:

1. What role does the spectral density of white noise play in the 
production of Distant?

One way to think of the broadcast process is as a filter that shapes the 
signal passing through it. Some frequencies are cut, others boosted, 
some strange resonances occur. By using all frequencies at once, all 
of the inconsistencies and nonlinearities of the transmission and 
interference with that transmission are made audible. 

2. The piece focuses specifically on transmission. In what ways does 
radio broadcast complete the work?

The audio file that is transmitted is like the scraping sound a bow 
makes on a string. The interaction of the transmitter with the geography 
between it and the receiver is like the resonances of the body of a 
violin that shape the raw sonic material into a musical sound. 

3. Technically speaking, how do sine waves and white noise create phase 
relationships? 

There are two phase related tricks at work. Since FM broadcasting 
doesn’t handle stereo signals very well (summing them to mono over most 
of the broadcast area) I chose to exploit this effect by carefully 
arranging the left and right channels of my piece. 

The white noise in the left channel is 180 degrees out of phase with 
a copy of itself in the right channel. Which means when the signal on 
the left side is increasing, the signal on the right side is decreasing 
by an equal, yet opposite amount, and vice versa. When summed to 
mono (imperfectly) by the broadcast process this causes destructive 
interference. The more accurately the signals are played, the less there 
is for you to hear. 

In addition, there are sine waves of very high frequency buried 
within the noise, which are in phase with each other, but of slightly 
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varying frequencies in each channel. When summed, they cause creative 
interference, generating audible tones based on the difference in 
frequency of the two signals. The difference in frequencies changes 
throughout the piece very slowly, and is always in the range of human 
hearing even when the carrier frequencies are not. 

4. As a conventional audio file, the composition appears flat and 
static. However when broadcasted, the piece becomes incredibly sensitive 
and relational. How does this shift in format affect the perception of 
the work? 

This a case where something is gained in the translation. 

5. Distant focuses equally on the intended listener and the instrument 
used for broadcast. In what ways does the work allow other variables to 
control the sound?

Anything that exists between a transmitter and a receiver influences 
and degrades the signal that flows between them. In this case, it means 
that the geography of the listener and their orientation relative to 
the transmitter (and any other sources of interference, which include 
weather conditions, other transmitters, solar flare activity, etc) have 
more influence over what actually comes out the receiver than the signal 
going into the transmitter does.

Bio:

Damon Loren Baker is Assistant Professor of Interactive Entertainment 
at CUNY CityTech in Brooklyn. He conducts research as a member of 
StudioBlue and the City Tech Psychology Research Lab on the creation 
of tools for human-computer interaction within virtual worlds for 
the humanities, arts, and social sciences. He is also a member of 
ManifestAR, an augmented reality artists group, that has been featured 
in the New York Times and Wired and exhibited at MoMA, ICA, and other 
international venues.

More on Damon Loren Baker at twitter.com/damonlorenbaker.

Listen to Episode 20 (Range: Distant) at theradius.tumblr.com/episode20.
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Fringe: Rob Ray

Rob Ray
Subject To Greater Uncertainties
51:30

Statement:

Subject to Greater Uncertainties weaves together Rob Ray’s interests 
in military operations, the desert, and natural resource extraction 
operations as expressions of human comprehension at the fringes of the 
complex system we call “the world.” Rob Ray asks: How do we act upon 
knowledge of which we are aware is only a tiny slice of something much 
larger and complicated? What are the intended and unintended outcomes of 
those actions?

Subject to Greater Uncertainties is composed of four discrete sections: 
X:1 and X:2; Furnace and Swarm:

X:1 and X:2 were created in the Mojave Desert region of Southern 
California at the Center for Land Use Interpretation’s Desert Research 
Station. Rob Ray used a 5-watt solar panel to voltage starve a 
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BoardWeevil and record sonic booms emanating from the nearby R-2508 
Special Use Airspace Complex. Rob Ray thinks of this setup as a sort of 
“sound maquette” to investigate his interest in X-class solar flares and 
Coronal Mass Ejections ability to destabilize global radio and low-orbit 
satellite electronics systems.

Furnace and Swarm were created in the abandoned Wildrose beehive 
charcoal kilns of Death Valley. The Wildrose beehives were constructed 
by the Modock Consolidated Mining Company in the 1870’s to convert wood 
into charcoal for the smelting of silver-lead ore extracted from their 
mines in the Argus Range. This operation proved fiscally unsustainable 
and the beehives were decommissioned only a few years after they were 
constructed. The beehives now serve as excellent reverb chambers and 
hiker desiccation prevention huts.

Schedule: 

Subject To Greater Uncertainties broadcasted for four separate evenings 
- the time of day that has the most potential for strong FM signal 
interference - on March 9 (X:1), 15 (X:2), 28 (Furnace) and 29 (Swarm) 
at 9pm CST.

Q&A:

1. Why did you choose to focus on the sun as a Fringe energy source?

The sun is this strange thing we experience and depend on, but have an 
amazingly hard time comprehending. Well, I have a hard time with it 
anyway. I first started thinking about outer space and the sun while 
investigating solar and wind power technologies with Deborah Stratman. 
We were working on her POWER/EXCHANGE tower out in Wendover, Utah 
in 2003, replacing a wind generator that extreme winds had totally 
decimated. Over the next few years, I got to know Matthew Coolidge from 
the Center for Land Use Interpretation (CLUI) and Steve Badgett and Matt 
Lynch from Simparch. They have been working for years out in Wendover 
on various alternative infrastructure systems. After working with them 
on various projects over the years, the sun became a critical part of 
my art-making. I started investigating off-the-grid power systems as a 
way to temporarily detach myself and my artwork from oil-based energy 
infrastructures. Or… not to detach but to “differently attach” to those 
infrastructures as a way to refine my interpretation and critique of 
those infrastructures. The sun, via solar power, allows my work to 
have a certain mobility. I can take my work into fringe spaces where 
electricity isn’t readily available and where people aren’t expecting a 
creative experience. It’s a very freeing feeling after working so long 
to legitimize electronic art in gallery and museum spaces through my 
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work at DEADTECH. 

Then my thinking got more complicated a few summers ago while living 
in Simparch’s Clean Livin’ autonomous living system.1 I was working on 
a few art projects and some solar-powered audio kiosks for the CLUI 
pretty heavily each day. At night, Jen Hofer and I would walk out into 
the desert and look at the night sky for a few minutes before falling 
asleep. At first, I looked at the stars as a way to unwind. Connecting 
the dots into the constellations… No problem… Simple fun. Gradually, 
though, the vastness and complexity of the universe and our existence 
within it became totally crushing. I now have a hard time looking up 
into the night sky. It’s the visual equivalent of listening to a Merzbow 
record at full volume.

I started off interested in the sun as a tool that could put me at the 
fringes of a certain type of man-made complexity, and I walked right 
into a 13.7 billion-year-old hornet’s nest of questions the universe has 
been hurling at us for as long as people have been people. So, the sun 
isn’t just an off-the-grid power source and collaborator, it is also a 
reminder that I should keep poking at the fringes of my comprehension as 
much as I can. 

2. It seems like the piece openly welcomes signal interference from 
airplanes, satellites, solar flares, etc. What role does interference 
from technological and astronomical systems play in your work?

I constantly revisit work by machine artists Mark Pauline (SRL) and 
Norman White. I’m also steeped in the Chicago improvisational noise/
experimental music community and the more recent Dirty New Media2 and 
Glitch communities. My affinity for this work and these artists is 
our shared enthusiasm for things going horribly wrong. Errors aren’t 
something that could happen, they are something that will happen. And as 
these errors happen in technological art, they also happen in the rest 
of the technological world. Ballistic missiles go haywire. Solar flares 
disrupt the GPS network. Computer bugs at the power plant turn off power 
to millions of people.

I think I see the world through error. The other evening I went to see 
my friend William Acedo’s amazing woodcut and linocut prints. Some of 
his work must have taken him hundreds of hours. I think most people 
asked him how long they took to make. I had to ask him “What are the 
flaws in your work that I can’t see but jump out at you every time you

1 “Clean Livin’,” Simparch, http://www.simparch.org/cleanlivin.html.
2 “Dirty New Media: Art Activism and Computer Counter Cultures,” Jake Elliott 
lecture at “The Last Hope” Hackers on Planet Earth Conference, July, 2008, http://video.
google.com/videoplay?docid=2318751622760957382.
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look at it?”

I use error as a way to examine and interpret technological and social 
agendas defined by corporate technologists and war hawk think tanks. 
Facebook’s 2011 revenue was about $3.7 billion dollars and DARPA’s 2011 
budget was about that same amount. Facebook and DARPA are just two of 
many powerful entities that deploy technological systems to ensure that 
we embody a particular worldview and aspire to a particular lifestyle. 
This use of technology demands our investigation and comprehension. The 
weaknesses in these technologies informs an understanding of how their 
motives shape our lives, and just might help us develop strategies for 
living differently, and perhaps even turn technology against those power 
structures. As an artist, my job is to make that investigation and ask 
you to also consider these same issues, develop your own strategies, and 
share your ideas. 

The X:1 and X:2 tracks in Subject to Greater Uncertainties were recorded 
in the Mojave Desert region of Southern California at the Center for 
Land Use Interpretation’s (CLUI) Desert Research Station. Last autumn, I 
remember reading about X-class solar flares’ and Coronal Mass Ejections’ 
ability to destabilize global radio and low-orbit satellite electronics 
systems. The first thing I thought was “The sun is circuit-bending us.” 
A popular circuit-bending technique is to vary the voltage to a part of 
a circuit that normally gets a steady amount. This makes the circuit 
warble and cackle in fun ways. The sun blasting our electronics orbiting 
around us with unexpected electromagnetic pulses seems to have a similar 
effect. To investigate this further, I went to the CLUI’s Desert 
Research Station in Hinkley, CA where I first saw Steve Rowell’s Sonic 
Boom Containment Vessel back in 2009. I thought it would be interesting 
to perform along with the booms, and use the sun as a way to circuit-
bend my audio setup as a sort of metaphor for what the sun could one day 
do to those airplanes’ guidance systems.

3. What was your intention behind producing the work in such sonically 
unstable environments (i.e. the Mojave Desert, Death Valley)?

Over the past few years I’ve been experimenting with a few different 
interests of mine: creating work that is socially and publicly engaged, 
creating infrastructures for other artists, and co-mingling my 
improvisational sound and object-creation work. So far these experiments 
have led me to creating sonic interpretations of a place by improvising 
along with the sounds of the place, and creating a network of small 
off-the-grid “improvised platforms for improvisation,” sort of like 
little performance venues, to help empower this work and share these 
places with other artists and musicians. I’m looking for places that 
aren’t necessarily pretty, but instead suggest themselves as intriguing 
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sonic or conceptual collaborators for improvisation, performance, or 
recording. These platforms will be a device to enable performance more 
with the site than on the site. I’ve been using the Mojave region 
around Barstow, CA and Death Valley as two proving grounds for these 
experiments. The desert, while physically punishing, can be a forgiving 
interpretive canvas once you reign in the romanticism of it. The desert 
is a very nuanced and delicate physical and sonic landscape —a fragility 
that is very confusing when you are constantly trying to keep it from 
killing you. 

These sound platform experiments are also influenced by my thinking on 
the classic “touring improvisational noise musician” gripe. To go on 
tour is to constantly drive for hours and hours so you can play to an 
audience of five people in someone’s basement over and over and over 
again. It’s easy to dismiss this gripe as jaded grumbling, but there are 
some good points there. The formula just isn’t very inspiring. But the 
U.S. is full of impressive and weird places. So why not also play at 
those places on tour? 

4. How do you conceive of the presence of the military in your piece’s 
broadcast? In terms of content and also in consideration to Radius as a 
site?

Militarization so deeply defines the United States and its citizens 
whether we want it to or not.  To be a conscientious U.S. citizen 
and technologist requires investigation into how technology enables, 
institutionalizes, and globalizes violence. It comes in many hues: 
the reciprocal engagement of war, the belligerence of occupation, the 
passive acts of espionage, the aggressive stance of militarism, or the 
protectionist caution of homeland security. This makes it complicated 
because it feels like it is just “everywhere.” It is everywhere.

To be a conscientious artist is to understand that U.S. military, 
political, and economic power is a narrative that flows through all 
art-making whether I want it to or not. Subject to Greater Uncertainties 
tries to activate parts of that narrative in a very deliberate way. The 
X:1 and X:2 tracks are meant to describe military airpower through a 
remote patch of land outside Barstow, California, a place that might be 
pretty unremarkable on the ground, but if you listen closely it becomes 
clear that the R-2508 airspace3 above activates, and in some ways 
defines the land below it. I don’t see X:1 and X:2 as overtly activist, 
but I do hope they activate the listener’s thinking about U.S. military 
power.

3 “Edwards Air Force Base - R-2508,” U.S. Airforce, http://www.edwards.
af.mil/r-2508.asp.
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5. The Wildrose beehives kilns were originally constructed for the 
smelting of silver lead and have since served many different functions. 
Did these historical shifts inform your decision to use the beehive as a 
recording site?

Not particularly. The history of the site, though, and people’s 
interpretation of the kilns definitely did influence my decision to use 
it. Historical sites make me nervous. It is so easy to see something 
old and over-simplify it. One person looking at an old smokestack 
could think “That old smokestack is a work of technological genius.” 
Another person might think, “That old smokestack is a symbol of horrific 
mistreatment of workers.” We can blame our own biases, but we’ve 
also been led there by lazy, if perhaps well-intentioned, historical 
interpretations crafted to try to simplify a site for us when we need 
the site complicated for us instead. That old smokestack was probably 
both a scientific marvel and run by a really big asshole that didn’t 
have the compassion or creativity to not grind up people in the name of 
efficiency. If that is how it was, let people know it. This dissonance 
created when two conflicting thoughts happen at the same time is a 
very powerful energy. Mining and early industrial land-use sites are 
especially well-suited to this complicating interpretive technique 
because they embody so many issues that we still wrestle with today. 
Environmental, labor, immigration, and property rights issues that were 
thorny and controversial then are still thorny and controversial today. 
We are also still extracting and processing elements and minerals in 
just about the same places where we were doing it 150 years ago. So, it 
is quite possible to look at both a historical materials processing site 
and a contemporary site from the same window of your car.

Furnace and Swarm are a result of my frustration with the site and my 
desire to create dissonance there. Furnace is long low rumbles, rolling 
drones, and my feet stomping the ground inside one of the kilns. Swarm 
transitions to very high tones and bursts of sound to express the other 
side of the audible spectrum.

Bio:

Rob Ray makes site-specific electronic installations, psychogeographic 
games, and experimental sounds and videos. He has recently relocated 
to Los Angeles, CA from Chicago via Rensselaer’s Electronic Arts MFA 
Program in Troy, NY. 

Rob Ray also collaborates with Jason Soliday and Jon Satrom as a member 
of the Chicago-based circuit-bent multimedia noise trio I Love Presets 
and is the visual arts editor for the online journal Drunken Boat. From 
1999 to 2008, Rob Ray was founder and head curator of the DEADTECH 
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electronic arts center in Chicago, IL, USA.

More on Rob Ray at robray.net.

Listen to Episode 21 (Range: Fringe) at theradius.tumblr.com/episode21.
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Radius is an experimental radio broadcast platform based in Chicago, IL, 
USA.

Radius features a new project semi-monthly with statements by artists 
who use radio as a primary element in their work. 

Radius provides artists with live and experimental formats in radio 
programming.The goal is to support work that engages the tonal and 
public spaces of the electromagnetic spectrum. 

All audio works are broadcasted locally on 88.9 FM with a secondary 
stream online.

Radius is administered by Jeff Kolar and edited by Meredith Kooi.

About Radius
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