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1. Michael Pollard
Material Study 01 (Sand) from Translations 01, 2012
Stereo audio track, 16:41min
 
“Material Study 01 (Sand) is a recording from a stereo hydrophone buried under the sand in a 
lake. Standing on top of the transducer, holding the MiniDisc recorder in my hand, and monitoring 
the feed with a pair of in-ear earphones, I slowly shifted my weight and the sand beneath my 
feet. My younger brother was on the shore throwing firecrackers into the water; this was an 
‘accidental’ aspect of the recording.”

2. Laura Grisi
The measuring of Time, 1969
B/W film in 16mm transferred to digital, no sound, 05:45min

“In The measuring of Time the counting of grains of sand in the desert, as an instrument of 
measure, represented an infinite action beyond time. 

This endless, repetitive gesture was emphasized in a film, which I shot in a single spiral 
sequence, beginning with a close-up of the hands counting the grains of sand and expanding 
outward to reveal the figure performing the action. Then the camera moved in again, the spiral 
motion reconstructing, until it returned to the detail of the hands, concluding the sequence.”

3. The Wig
Out of the house itself, 2023
Photo print on paper

4. Sophie Giraux
The Comfort Artwork Series, 2018
Cast rubber, charcoal

5. Phung-Tien Phan
Trust camp (normal), 2018
Chair, chicco mobile, fly hood, chandeliers pendants, wire, small branch

6. Daria Huddy
MFF_000681-MFF_000699 (Toner-head), Unknown date
Toner on paper

7. Michael Pollard
Spatialisation Study 01 (One freeze from seven positions in a house) from Translations 01, 2012 
Stereo audio track, 08:02

“Spatialisation Study 01 (One freeze from seven positions in a house) is made from four frozen 
tones generated from a file on my computer in a computer audio synthesis environment. The 
four tones were played back simultaneously in an arbitrary stereo spread at a high volume on 
a home entertainment system in the living room of a house with high ceilings. The stereo and 
computer were both left undisturbed for an afternoon, and their output was recorded to a 
portable SD card recorder via a matched pair of stereo omnidirectional condenser microphones 
mounted on a homemade disk baffle (for accurate stereo imaging) from seven positions within 
the house (order of presentation: 01 in the dining room, 02 on the second floor landing, 03 in the 
middle of the upstairs hallway, 04 in the middle of the upstairs hallway close to the floor, 05 in 
the front room close to the floor, 06 in the living room facing the speakers close to the floor, 07 
in the living room facing away from the speakers close to the floor). Using a DAW, two minutes 
from each recorded position in the house were combined into the eight minute track here; 
identical overlapping envelopes were superimposed on each two minute segment, fading in for 
one minute and then fading out for one minute, with the subsequent segment beginning to rise 
in amplitude as the previous begins to fall.”
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It has been clearly established that: 

Fog signals are heard at greatly varying 
distances and that the distance at which 
fog signals can be heard may vary with the 
bearing of the signal and may be different 
on occasions. 

Under certain atmospheric conditions, 
when a fog signal has a combination high 
and low tone, it is not unusual for for one of 
the tones to be inaudible. 

The intensity of the sound emitted by a fog 
signal may be greater at a distance than in 
the immediate proximity. 

Fog signals are distinguished by 
their characteristics as specified for 
each signal. The signal characteristic is 
the phase relationship of the recurring 
sound emissions. Fog signals on fixed 
stations produce a specific number of 
blasts and silent periods each minute, 
to provide positive identification. The 
following is a list of the characteristics 
specified for the main fog horns in San 
Francisco Bay. 

Acoustically, all of these locations 
have one fact in common: they can all 
hear various combinations of the same 
fog horns. Since the speed of sound is 
1,127 feet per second, and the average dis-
tance the sound of a fog horn can travel 
is about 5 miles, a complex configuration 
of echo patters and sound delays was cre-
ated. At the sculpture site, these delays 
were acoustically mixed in real time, 
with the fog horn sounds that are part of 
the normal ambience of Pier 2. 

The Coast Guard Light List

Caution: Fog signals depend upon the 
transmission of sound through air. As 
aids to navigation they have certain 
inherent defects that should be consid-
ered. Sound travels through the air in a 
variable and frequently unpredictable 
manner. 

Alcatraz North Fog Signal, 1901 and 1913 
– 2 blasts every 30 seconds: a 2-second 
blast followed by a 2-second silence, 
followed by a 2-second blast, followed by 
2-second silence. 

Point Blunt Light – 1 blast every 15 
seconds: a 2-second blast followed by a 
13-second silence. 

Point Bonita Light, 1855 and 1877 – 
2 blasts every 30 seconds: a 2-second 
blast, followed by a 2-second silence, 
followed by a 2-second blast, followed by 
24 second silence. 

Mile Rock Light, 1906 and 1966 –  
1 blast every 15 seconds: a 2-second blast, 
followed by a 13-second silence. 

Point Diablo Light, 1923 – 1 blast every 
30 seconds: a 3-second blast rolled by a 
27-second silence. 

Golden Gate Bridge, Mid-Channel Fog 
Signal, 1937 – 2 blasts every 40 seconds: 
a 1-second blast, followed by a 2-second 
silence, followed by a 1-second blast, 
followed by a 36-second silence. 

Golden Gate Bridge, South Pier Light, 1937 
–  2 horns sound simultaneously with 2 
blasts every 20 seconds: a 2-second blast 
followed by 18-second silence. 

Alcatraz South Fog Signal, 1972 – 1 blast 
every 30 seconds: a 3-second blast 
followed by 27-second silence. 

Background 

As a composer, I have been concerned 
with the exploration of musical form 
in the everyday sounds that occur in a 
variety of environments. The central aes-
thetic issues are: 1) how is a given sound 
defined by a volume of space; and 2) how 
do the acoustic conditions of a given 
space define a sound? These concerns 
have led me to work with pure sound as  
a sculptural medium. 

The sound processes that are the 
basis of my recent projects are envi-
ronmental, natural and man-made. 
My method has been to infer a time 
structure created by the simultaneous 
comparison of the same sound process 
from many points in a landscape. The 
resulting structure is an imaginary land-
scape, created by reducing the real space 
between sounds in the landscape, while 
bringing together the real time between 
these sounds. 

NOTES 

FROM THE 1982  
VINYL RELEASE BY  

BILL FONTANA

In 1976, while living and working in 
Australia, I began to make eight-chan-
nel field recordings of environmental 
sounds. This proved an ideal way to no-
tate and present the unique sound forms 
generated by the landscape. In 1978, 
these eight-channel field recordings 
were presented as an exhibition, called 
Sound Sculpture, at the National Gallery 
of Victoria in Melbourne. 

In 1980, I began working with out-
door sculpture sites to explore the real 
time acoustic relationships existing be-
tween a sculpture site and its surround-
ing landscape. These installations were 
realized with the technical assistance of 
the Bell System affiliates. Eight Micro-
phones were installed within the land-
scape. Then, sounds of the landscape 
were recreated at the sculpture site.

In 1982, I created my first set of ra-
dio sound sculptures with the support of 
KQED-FM in San Francisco and Nation-
al Public Radio’s The Sunday Show. One 
of these works was a live radio version of 
Landscape Sculpture With Fog Horns.

Landscape Sculpture With Fog Horns
Installation Version, 1981 (19:50) 

The sculpture site of this version was the 
East Wall of Pier 2, Fort Mason Center 
in San Francisco; and was created for 
the New Music America ’81 Festival. At 
the sculpture site, listeners walked along 
the 600 foot pier, on a trajectory towards 
Angel Island (3 miles away). At the end 
of the pier, all of San Francisco Bay is 
visible. For 300 feet of this walk, listen-
ers would pass under a sequence of eight 
loudspeakers. Each of these played a live 
broadcast of ambient sound from each of 
eight different and distant microphone 
locations around San Francisco Bay. 
They were: 

Point Blunt, Angel Island 
West Garrison, Angel Island  
Treasure Island 
San Francisco Yacht Harbor 
Fort Point 
Legion of Honor  
Cliff House 





The foghorn was invented, the story 
goes, in Canada in 1853, by a man named 
Robert Foulis. Foulis was a Scottish 
widower who moved to Saint John in 
the Bay of Fundy, where he remarried 
and had a daughter. One foggy evening, 
he went for a walk along the shore, and 
as he walked, he could hear the sound 
of his daughter’s piano playing drifting 
across the shore. As he listened, he 
noticed that the lower notes sounded 
louder than the higher, and that they 
were carrying better through the fog. 
The piano’s low notes guided him home, 
and from this, he was inspired him to 
build a foghorn. 

Foulis’s horn was installed on 
Partridge Island in 1859, but he failed to 
patent his invention, and died in poverty 
less than a decade later. It was others 
– including a particularly enterprising 
inventor called Celadon Leeds Daboll – 
who made patents on horns for sounding 
in fog. In the next 100 years the sound 
spread around the world, particularly 
around the Bay Area, where the ocean’s 

BILL FONTANA 

LANDSCAPE  
SCULPTURE WITH  

FOG HORNS

JENNIFER LUCY ALLAN

narrow breach of the mountain range 
produces dense fogs that move faster 
than a person can run. 

By the second half of the 20th Cen-
tury, there was cacophony of foghorns 
in the Bay Area, and these sounds had 
become as much a part of San Francis-
co’s identity as the fog they sounded for 
– foghorns had become shorthand for the 
city. At one time there were as many as 
91 sound signals around the Bay, includ-
ing horns, sirens and bells. However, as 
navigational technology at sea advanced 
and boats no longer needed sound for 
orientation, these coastal sounds were 
also becoming obsolete. So when Bill 
Fontana came to record these sounds for 
his 1981 work Landscape Sculpture with 
Foghorns, he was taking a snapshot of not 
just a landscape, but a moment in history 
that was soon to be lost. 

Fontana captured the way the sound 
of the horns were shaped by the topog-
raphy of the Bay Area, by placing micro-
phones at eight sites around San Fran-
cisco – Lincoln Park, China Beach, Point 

Lobos, Fort Point, the Yacht Harbor in 
San Francisco, Point Stuart and Point 
Blunt on Angel Island, and on Treasure 
Island – these picked up the sounds of 
the horns and played them at speakers 
on Pier 2 at The Fort Mason Centre. The 
distances between the sites meant that 
the sounds overlapped, were broadcast 
with varying delays created by the speed 
the sounds travelled. The intention was 
to “hear the whole landscape,” and to do 
this he uses sound as material. The title 
of the work is quite literal – the sounds 
of the foghorns as they pass over the Bay 
Area have a form no physical sculpture 
can possess, taking on an aural image 
in and of the landscape. In these echoes 
and resonances are the shapes of the 
land itself, the horn’s sounds like plaster 
poured into a topographic mould. 

In the decade after Fontana’s 
installation many horns were deactivat-
ed or removed, without much fanfare 
of consultation. However, in the 1990s, 
when people began to realise the sounds 
they associated with home were soon to 

The blasts of foghorns heard on 
this record can orient us in the ways we 
relate to sound in the environment, and 
raises questions about what it means to 
remove, restore or protect these sounds. 

Sound, historically and culturally 
speaking, is a multi-track happening, 
and sounds from one place can make it 
into another, through installations and 
reissues of work like Fontana’s Land-
scape Sculpture With Fog Horns is not 
just a document of an installation, but a 
reflection on what it means for a sound 
to belong to a place. Listening doesn’t 
just tell you about a history of sound, but 
also about the shape of a place, through 
capturing the Bay in the melancholic bel-
lowing, beeps, and moos of the foghorns 
that have come to define it. 

become extinct, a minor media storm 
blew up in the local newspapers. Wayne 
Wheeler, the founder and president of 
the US Lighthouse Society, said that 
when newspapers began reporting the 
loss of the Bay’s foghorns, his phone 
rang off the hook with people wanting 
to save them. He was fond of referenc-
ing Dashiell Hammett’s Maltese Falcon 
when interviewed, invoking Sam Spade 
chasing a crook down Kearny Street, 
and how it wouldn’t be the same scene 
if it wasn’t soundtracked by foghorns. 
Wheeler told the San Francisco Exam-
iner at the time: “It’s so much of San 
Francisco’s background. You’ve heard of 
national historic landmarks. Well, this is 
a national historic soundmark.” 

There are now just a few small elec-
tric horns left around the bay, although 
the Golden Gate Bridge’s iconic horns 
remain. So when we listen to Landscape 
Sculpture With Fog Horns what we are 
hearing, are ghosts. It captures a sound 
world largely from the past, but one that 
still resonates as part of the city’s identity. 














































