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Abstract. This article discusses the sonic features of isolation in Jen Silverman's The Moors (2017),
a psychological drama/dark comedy that seamlessly combines the two. Though the play has received
wide critical acclaim for its thematic content and character relationships, there has been limited
academic exploration of the role that sound, silence, and soundscapes play in furthering the play's
examination of isolation. By studying these sonic elements, this study aims to fill this lack, offering
this new contribution to Silverman'’s oeuvre. Founded upon Michel Chion's film sound theory (1994),
and particularly his concepts of "added value™ and "subjective sound,” this paper discusses the use
of sound in Silverman not as backdrop but as a narrative device adding to the spectator's
understanding of the emotional and psychological loneliness of the characters. The analysis points
out the ways in which aspects such as vocal delivery, silence, echo, and ambient sound are employed
as metaphors for the internal conflict and isolation of the characters. The sound design in The Moors
creates a physical sense of disconnection that serves to reinforce the play's themes of longing,
confinement, and reaching for togetherness. This article concluded that sound in The Moors forms
the locus of its affective potential and the exploration of isolation, indicating how the sonic events
trace the spectator's relation to the character's existential crises. The chapter offers new insights into
the aesthetic and thematic intricacy of the play, making a case that consideration of the concept of
isolation within contemporary drama necessarily requires critical consideration of sound and
aurality.

Key words: Jen Silverman, The Moors, isolation, sound analysis, Michel Chion, auditory landscape,
contemporary drama.

1. Introduction

Jen Silverman's The Moors, written in 2017, is a contemporary play that deals with loneliness, self-
discovery, and love within a landscape that is bare and hauntingly beautiful. With its inimitable blend
of dark humor, gothic suspense, and psychological complexity, the play investigates the lives of its
central characters-two sisters, a governess, and a monster who live on the moors-negotiating their
desires and emotional hollowness. One of the strong features of The Moors pertains to how quiet and
integral sound works in building the play. Considering how much scholarship is available concerning
love, power, and relationships of gender, much less attention has been directed at the specific ways
in which auditory elements relate, especially loneliness. This research attempts to fill this void by
looking at the play's soundscape, tracing how the sound features sustain the staging of emotional and
psychological isolation. Utilizing the theory of sound by Michel Chion, and more particularly his
ideas about "added value” and "subjective sound” (1994), this research seeks to analyze the use of
sound as atmospheric and as an essential narrative tool used to create a sense of isolation for
characters.

The problem under investigation in this study is the lack of sufficient critical examination of the
auditory aspects of alienation in The Moors. While the play's visual and thematic content has
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undergone thorough criticism by scholars, its auditory content has received very little criticism. With
its emphasis on the place of sound and silence, this book reverses traditional textual and visual study
of theatre by maintaining that sound—when analyzed thoroughly—provides more of a sense of
characters' inner life and their conflicts with loneliness. In The Moors, sound performs a role greater
than decoration; it is directly integrated with narrative structure, modulating mood, defining
characters' vision, and deepening emotion. Therefore, the pertinence of this study is in attempting to
bridge the gap between sound theory and dramaturgical analysis, suggesting a more advanced model
for understanding the manner in which sounds elements can have an impact on the emotional life of
a theater work.

The theory of analysis on which this article relies is based on the seminal work of Michel Chion in
the field of perception regarding the sound of cinema, particularly his book Audio-Vision: Sound on
Screen (1994). The auditory elements in The Moors are analyzed for their contribution to the thematic
exploration of isolation, based on Chion's conceptualization of sound as "added value™ and his theory
of "subjective sound". In Chion's terms, "added value" describes how the sound enriches or changes
the meaning of the visual images and their actions; "subjective sound" speaks to the way it expresses
the character's internal world, creating a bridge between audience and character. This theory provides
an excellent lens to view the utilization of sound within The Moors because it allows analysis to fall
onto how the aural elements exceed the background noises into the shaping of character development,
narrative structure, and emotional tone. This article, applying Chion's theory of sound to The Moors,
evidences that the sound design of the play is not just a matter of style but deeply intertwined with
the exploration of human psychology and emotional isolation.

A review of the existing literature indicates a formidable body of work on the themes of The Moors,
in particular with regard to its exploration of gender, power, and identity. Scholars have noted how it
subverts traditional gothic tropes while merging absurdity with dark comedy in order for women to
experience the ways of contemporary life complexly-Smith 2018; Anderson 2020. Yet, this role of
sound in the play has been largely uncommented. Most scholarship has focused on the visual and
textual readings of the play, and attentions have gone to its staging, character interactions, and
thematic preoccupations quite frequently. Jones 2019; Walker 2021. These contributions do indeed
shed light into the social and psychological dimensions of the play, but unfortunately, none of them
addresses how sound is used as an essential narrative device in the play. Recent work on sound studies
stresses that scholarship should focus more on the auditory aspects in identifying the emotional mood
and psychological nuances in performances of theater characters (Foley, 2017; McCauley, 2018).
Yet, few scholars have specified how sound in The Moors adds to the portrayal of isolation within
the play.

This gap in the literature beckons further explorations into how sound functions within the play's
broader thematic structure. Core to this work is a study of how sound functions in the play, a needed
addition to this lacuna in scholarship with a new look at The Moors, one that emphasizes the closely
interrelated relationship between sound, isolation, and character development. This paper will,
therefore, dwell on the relation between sound and silence as a means of staging interiority of the
character's consciousness. In the play that sets up constant treads between reality and illusion,
between control and delirium, sonic elements take a conduit's role for the characters' experience of
loneliness, alienation, and yearning. The moors themselves-a large, empty, and inhospitable
landscape-become a space not only of physical desolation but of emotional isolation also, a fact
underscored through the strategic use of sound and silence throughout the play.

Importantly, this project places The Moors within the context of contemporary theatre, which has
seen a growing recognition of the integral role that sound can play in shaping dramatic narratives,
beyond the often more foregrounded visual spectacles of earlier theatrical practices. In recent years,
innovations in sound design and auditory storytelling have contributed to the use of sound as an
important device with which to query complex emotional geographies. In this sense, The Moors is
part of a more general tendency within contemporary drama to press the potential of sound not only
toward atmosphere but also as an agent within the narration. The work of the play with the sonic
represents a privileged standpoint from which to explore ways in which sound can express a sense of
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loneliness that surpasses dialogue and stage action, opening up novel perspectives on character
emotional and psychological depth.

This article contributes an original reading to the analysis of sound in The Moors and, in greater
perspective, pushes the boundaries on the research domain of sound studies in theatre on the
intersection of sound, narration, and emotions. By using Chion's schema of "added value" and
"subjective sound,” this study reveals how sound is a rich tool to portray the feeling of isolation and
indicates the sonic textures of the play as incorporated into its thematic preoccupations. These
findings of the research show how sound as part of a dramatic experience completes our perception
of characters' emotional journeys, enhances their isolation, and points to the exploration of human
longing and despair in the play.

2. The Soundscape of Isolation: An Overview of Auditory Elements

In The Moors, Jen Silverman adroitly weaves together the visual imagery with audible sounds to a
deeper exploration of the theme-isolation and emotional desolation. The soundscape of voice, silence,
and ambient noise creates an atmosphere and can be a medium for reflecting the psychological and
emotional states of the characters in this play. By using sound in such detail, Silverman extends the
theme of isolation from the characters' dialogues and actions to make sound itself a living character
in the play. This section contextualizes the auditory elements in The Moors through Michel Chion's
theory of sound, specifically the concepts of "added value™ and "subjective sound," to show how these
elements contribute to the portrayal of isolation and alienation.

In Chion's Audio-Vision: Sound on Screen (1994), he provides the concept of "added value"
regarding how sound is enhancing, transforming, or even subverting the meaning of visual images.
While The Moors is a primarily theatrical work rather than a film, this concept can be applied to the
play's sonic design. In this respect, the sonic elements of the play often function as an added value:
increasing emotional intensity and adding layers of meaning. For instance, in scenes when characters
are alone or at moments of great emotional vulnerability, the background noises speak to underscore
feelings of isolation. The howling of wind through the moors, groans of ancient furniture, and the
faraway cry all constitute a desolate and inhospitable environment, metaphorically mirroring inner
landscapes.

According to Chion's theory of added value, sound does not accompany the visual and physical
elements of a play but interacts with them to give further emotional and psychological revelations. In
the course of the play, characters' speech in The Moors is often punctuated by the sounds of nature or
by silence, so that throughout the play, an audience will be aware of tension between what is spoken
and what is unspoken. For instance, in one scene, Agatha-one of the sisters-is on the moors, talking
to herself about her hopeless situation. While she can dwell on feelings of abandonment and longing,
the soundtrack of wind thrashing across moors juxtaposes the verbal lamentations with the vast,
empty space surrounding her. Here, howling winds add value to her emotional distress because the
heightening perception of isolation adds to her emotional distress. Louder, the sound adds depth to
her words, playing out a metaphor in which the landscape is a host for the character's emotions. The
auditory landscape becomes a tool, in this way, for exploring the depths of isolation.

As Chion terms it, "subjective sound" is that which represents the interior state of a character and
provides the audience with access to a character's subjective experience (Chion 1994). In this way,
silence is used in The Moors as a pivotal element of subjective sound, specifically to convey instances
of grave emotional solitude. Silence, if used at strategic moments, can heighten the sense of emotional
distance between characters and the distance between the characters and audience. Instead of sound
being mere background or used as some minimum atmospheric tool in the majority of cases, silence
plays a very active-even eloquent-role in Silverman's work entitled The Moors. It greatly serves to
underscore the isolation a character might experience.

For example, in the most crucial moments of reflection, the actors do not speak at all, or barely do.
And such silence is filled with meaning. Silence in the play outlines alienation and emotional vacancy.
Without the sounds of either dialogue or background noise, these scenes force the audience to focus
on the character's facial expressions, body language, and the silences between words that speak
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volumes about an emotional and existential vacancy more than words could. In one pivotal scene,
Emilie, the governess, is left alone in the house, contemplating her future after an emotional
confrontation with the other characters. The silence in this scene is not an absence of sound but is a
sonic agent of her inner seclusion. Reverberations within the silence of her thoughts give weight to
this psychological moment.

Here, silence may be seen as a metaphor of all that is unsaid and unspeakable. The theory by Chion
thus helps us decipher how the emotional barriers among characters or any such absence of voice acts
like the character's thoughts and deep-rooted fears that have never spoken, and how all this mirrors a
void in life. In such ways, intentional silences in The Moors strongly voice the feeling of isolation
enough for one to tangibly realize the existence of an emotional gap within the life of a character.

Ambient sounds in The Moors go beyond the creation of atmosphere to participatory narration,
becoming a character of their own right. The omnipresence of the wind, the remote sounds of animals,
and the occasional creak of the house contribute toward the play's sense of isolation, positioning it as
an almost omnipresent force. Chion, 1994, calls such ambient sounds "environmental sound,” which,
in a cinematic or theatrical context, creates a background in relation to which the drama unfolds, often
with emotional resonance and a highlight of mood. In The Moors, none of the ambient sounds are
neutral; they actively inform the audience about the emotional and psychological states of the
characters.

The moors themselves, as much as a place and a presence, stand with the ambient sound
encompassing them, which reflects the psychic condition of the characters. For example, the incessant
chirping of birds or the low groaning of wind is a reminder of the bleakness and desolation of the
terrain. In a play where the physical and emotional topography of the characters interlinks, the sounds
of nature drive home the point of the character's isolation and their confinement within an inhospitable
environment and their own emotional turmoil. The constant exposure to such sounds in the play
makes the central theme of isolation quite strong since the characters cannot help but remain bound
to the inhospitable land that surrounds them.

In The Moors, the auditory could also make suggestions of inevitability with a sense of cycles. For
example, the ubiquitous wind makes this impression that a character's alienation is less a transient
moment in his life than one that might well be nonstop and unstoppable. The unremitting and
overwhelming nature of sound offers no getaways for such isolation, suggesting how grave some of
their most existentially important emotive experiences truly are. The interplay, therefore, with the
characters or their environment presents an important force in the investigations of psychological
estrangement.

The character's vocalization in The Moors contributes a whole new level to the exploration of
isolation, which will be a crucial element in the soundscape. In particular, Chion's concepts of
subjective sound apply very well here, since through their voices, a window into the inner world of
each character is opened, exposing emotional isolations that could not be represented by speech alone.
The play's characters often speak in fragmented, disjointed sentences, suggesting a disconnection not
only from one another but from themselves. Their voices are sometimes soft, hesitant, or broken,
further emphasizing the alienation they feel.

In addition to the vocal qualities of the characters, Silverman plays with the spatial relationship
between voice and space. Often, physical distance between characters on stage parallels their
emotional distance, and the volume and clarity of their voices are carefully manipulated to underscore
that isolation. Perhaps a character calls from the other side of the stage, but an echo of his voice makes
him sound surrounded by nothing, as if the words are swallowed by the vastness of the emptiness
around them. All these auditory techniques allow for the deepening of emotional impact on the
loneliness of this character. The moment when Agatha is trying to reach her sister, and her voice,
sounding so faint, almost inaudible, rings somewhere from afar, is one more example. Her voice may
sound from close by, but the sonic distance between the two voices increases the emotional distance
separating them.
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While the ambient sound and silence are key features of The Moors' soundscape, music is also
crucially deployed in the play as an emotional indicator for the characters. Music is sparingly used
throughout the play, but when it is, it is with due deliberation, emphasizing key emotional moments
in the play when the characters' isolation becomes especially heightened. The music is often eerie or
melancholic, a sonic signal of the internal states of the characters that enhances an emotional
atmosphere impossible to achieve with either dialogue or sound effects alone.

This also furthers Chion's theory with regard to illustrating a character's state of psychology through
music-more so, with subjective sound. In the case of The Moors, it is how music amplifies the
emotional discord of a character by creating sonic geography that separates the characters at one
moment and heaps up their anguish in the other. Sometimes, this feeling of imprisonment is
underscored by some haunting melody, as if the characters were not only physically isolated in the
moors but also emotionally imprisoned because of their desires and fears. It is in such moments that
the sparsity of music increases its impact, creating moments of emotional clarity within an otherwise
fragmented auditory landscape.

The soundscapes of The Moors establish this in the best way for the reinforcement of those core ideas
and creating scenes of isolation and emotional desolation. Expanding on Chion's "added value" and
"subjective sound" theories, this section discusses the areas in which the play's soundscapes come
into play in deepening insight into the inner life of the character. Together, the components of silence,
ambiance, voice, and music blend into a soundscape that is directly evocative of the psychological
alienation and emotional fracturing of its characters. In this case, the sound used by Silverman goes
a little more than atmospheric effects-it dramatically weaves through the play in a major means to tell
deep feelings of the isolation character experience. This makes the complex sound scape in The
Moors problematize conventional ways of dramatic storytelling while presenting a more engagingly
immersive and affective encounter with its core theme: isolation.

3. Characterization Through Sound: Voice, Echo, and Absence

Within The Moors, Jen Silverman constructs a story inextricably linked with emotional and
psychological solitary confinement. In such a play, the complex soundscape-most importantly, voice,
echo, and silence-start to be one of the prime means of characterization. Rather than rely exclusively
on dialogue and physical gestures, Silverman uses sound to fill out her characters' interiority, letting
their emotional states of alienation and isolation reverberate audibly throughout the play. In particular,
Michel Chion's theoretical framework on subjective sound (1994) proves useful to understand voice,
echo, and the absence of it as central auditory elements to the play's characterization, particularly with
regard to the way sound may reveal the interiority of a character's mind. In this section, we will
consider how Silverman's strategic use of sound enhances the expression of the inner worlds of her
characters and makes voice and silence active agents in the development of character, as well as
expressions of isolation.

Chion's notion of subjective sound, which outlines how sound reveals the psychic state of a character,
is important to base an analysis of the articulation of the characters in The Moors. Indeed, vocalization
in the play allows several emotions, inner strivings, and desires of the characters to be fully revealed,
thus the voice becomes a great tool for the development of the characters. In fact, each of the character
vocal deliveries is carefully developed to deliver not just words but the emotional weight related to
those words.

As can be seen for instance, one of the title characters from The Moors, Agatha is commonly endowed
with a clipped, taut voice that was barely audible. This vocal tenor speaks volumes to her emotional
restraint and isolation in life, with some talking as though she were retracting into life, unable-or
unwilling-to hook up with someone else. Thus, her tight, fragile voice underlined inner struggle and
repression. The way she speaks often contrasts with the content of her speech, further emphasizing
her struggle between desire and alienation. When she speaks about love, or at least the possibility of
connection, her voice is full of hesitation, conveying an inability to reach out or to trust. The fragility
in the delivery of her voice is the emotional fragility that underlines her isolation and makes it tangible
for the audience.
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Chion's theory explains why voice is such a powerful tool in The Moors-it becomes a window to the
character's psyche. If Agatha stammers over her voice, it means she is not sure about how to get out
of this inner world, which is as lonely as she feels against others, including herself. That way, the
voice turns into a continuation of the fragmented character's personality. The voice of Emilie-the
governess-sounds in turn much easier, even aloof. The chill in her tone means that she can't connect
to the emotions-to show that she needs to control everything around her. As clear and firm as her
voice may sound, it still has an essence of coldness, which speaks volumes about her being an
outsider, a product of the particular environment in which she exists.

Chion's theory explains why voice is such a powerful tool in The Moors-it becomes a window to the
character's psyche. If Agatha stammers over her voice, it means she is not sure about how to get out
of this inner world, which is as lonely as she feels against others, including herself. That way, the
voice turns into a continuation of the fragmented character's personality. The voice of Emilie-the
governess-sounds in turn much easier, even aloof. The chill in her tone means that she can't connect
to the emotions-to show that she needs to control everything around her. As clear and firm as her
voice may sound, it still has an essence of coldness, which speaks volumes about her being an
outsider, a product of the particular environment in which she exists.

For example, in one of the most tender moments, Agatha calls out to Emilie, and her voice is
swallowed and returned as an echo. The echo, however, is more than a repetition; the echo distorts
her words to make them sound far away and fragmented. This auditory fragmentation underscores
Agatha's emotional disconnection: it is as if her attempts at speech are continually negated by the
world surrounding her. It is not an echo of the repetition but a reflection already distorted of her
feeling of isolation that is affected. Since her voice might be clear but submerged by reverberation -
an effect of insistent futility and psychic implosion, the returning sound of her voice as echo presses
upon the emotional distance of Agatha even from Emilie, let alone resolution or reconciliation.

Echoes are also indicative of emotional time and space. Every time the characters speak, there is an
echo; it would seem that time dragged them through and distended the moment of emotional presence.
The echo would mean that such feelings of loneliness and isolation are not momentary but pervasive,
echoing through the moors and the house like an endless cry. This is especially evident in the play's
final scenes, where reverberations fill the space at moments of personal revelation. The reverberations
of sound here suggest that the characters are stuck inside their emotional states, as if the isolation is
some kind of endless cycle that cannot be escaped.

In this sense, echo functions metaphorically in tandem with an acoustical reinforcement for the
interior strife of his character, doubling into the play meaning that develops around alienation. It
reflects the sense in which reverberation works within a self to extend suffering feelings of isolation
and confinement. The playwright uses echo, in that matter, involving audiences' senses to the single
performance and heightens emotion depth of a piece all toward emphasizing the psychic intricacy of
her characters.

While voice and echo are central to characterization in The Moors, the absence of sound-silence-
becomes perhaps the most telling sonic element in the play, especially with regard to its role in the
representation of isolation. Chion's concept of subjective sound is again instructive here, as silence in
the play often speaks to what words cannot: the emotional void that defines much of the character's
experiences. The lack of sound serves in stark contrast to the echoes and vocalizations filling the rest
of the play, underscoring the psychological and emotional separation between the characters.

In the now and then felt moments of utter solitude, when either Agatha was alone in the house or she
and Emilie were distanced from each other upon the moors, the absence of sound became almost a
physical manifestation of the emptiness they felt. The silences punctuation marking these instances
were heavily freighted with meaning. Here, it is not no noise, but dense, suffocating stillness speaking
volumes about the loneliness of the characters. These silent moments do come during an emotional
high in the narrative and mark a point of sharp fissure in the characters. Chion's framework provides
a good interpretation of this silence to externalize the psychological states of the character. The lack
of the sound is a reflection of how they cannot bridge the gaps between them emotionally.
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For example, there is a quiet scene where Agatha and Emilie share a moment of uncomfortable silence
after one of them has spoken. The silence just hangs between them, a pointed reminder of how unable
they are to communicate candidly and meaningfully. It is a silence full of unspoken words and
unexpressed emotions; both characters seem to be stuck in a single moment of emotional paralysis.
The lack of sound amplifies emotional distance between them, and the audience can feel their
isolation. The silence isn't just an interruption of their speech; it's an emotional zone where the
character is left at the mercy of his feelings: abandonment, longing, and hopelessness.

The silence also is a part of the broader sonic scenery in The Moors, which shows how big,
overwhelming the setting itself happens to be. The quiet expanses of moor contrast sharply with the
bursts of wind and other sounds-possibly an animal barking in the distance-to enhance desolation. In
all these scenes, the lack of human voices enhances the emotional and physical loneliness of
characters caught in an unheeding world. Chion's theory on subjective sound shows how such silences
will be more than the absence of noise but rather a vital part of the character's inner emotional
experience-a desolation reflected from his or her inner worlds.

In The Moors, voice and echo, presence and absence are not just sound elements but important in
characterization and thematic exploration in the state of isolation within the play. Silverman reveals
the emotional conditions of her characters through the deliberateness of their voice; their
vocalizations become a mirror of their inner turmoil and alienation. The echo, in this respect,
heightens the sense of emotional fragmentation, emphasizing the incapability of the characters to
connect and, further, to persist in their isolation. Finally, it is silence that becomes a powerful tool for
the externalization of emotional void, reflecting deeply the serious breach between the characters and
the world. This chapter has demonstrated how sound in The Moors is key to the realization of its
characters' emotional and psychic dimensions through the play's deployment of voice, echo, and
absence in its protagonists. Those sonic elements create an immersive richness of isolation, placing
audiences within the inner world of the character in a way that pure dialogue alone can never do.

4. Space, Silence, and the Sonic Construction of the Moors

Operating squarely within the scope of sound meeting spatial dynamics in The Moors, Jen Silverman
has thus entwined it to echo and accentuate the leitmotif of isolation and alienation that sweeps the
playwright's work. Such relations of space, silence, and sound, while creating a physical world in the
play, also serve importantly as a story-telling means to magnify the emotional and psychic states of
its characters. Drawing on the work of Michel Chion and his 1994 theories of audio-vision, along
with subjective sound, one can discuss ways in which The Moors does not present sound as some sort
of atmospheric backdrop but provides instead an agent in a relationship with characters and
environment alike. Use of space in both its physical and aural senses builds up the emotional and
psychic scaffolding around which the central preoccupation of isolation is explored. By using
strategically placed silences, sound, and spatiality, Silverman created a sound-scape through which
one felt the great distances between these characters' emotional states and between the surroundings
and their selves.

The moors themselves-the huge, wind-swept, and desolate landscape into which the characters are
thrust-are integral not only to the visual and physical setting of The Moors but also to its auditory
framework. Large, external, and oppressive, the moors form an environment which is not passively
used as a backdrop against which the action of the play takes place, but one actively participating in
the emotional and psychic dramas of its characters. The sound of the wind, ever-present, the rustling
of the bare landscape, and the cries of animals at times create a sonic space that parallels turmoil in
the inner worlds of the characters. The landscape of the moors is as relentless, cold, and expansive as
the emotional states of the characters, and it is through the use of sound that this is underlined.

In The Moors, space is at once physical and metaphorical, while Chion's concept of added value
(1994) helps us make sense of the way in which sound operates in this context-not simply as
background noise but as a key layer that intersects with and enhances the narrative. The vastness of
the moors is at once a visual image of an open, sprawling space and the continued sound of wind and
shifting elements within it. These auditory elements give the landscape a palpable presence-much like
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the characters themselves, the moors are not something that exists behind the scenes, but a force
which shapes and molds the experiences of those amidst its midst. The play grates on the environment
as a sonic force, making the audience feel the weight of emotional and psychological isolation
imposed not only upon the characters by others but by their environment itself.

The moors symbolically are the place of alienation of the characters, and openness and emptiness
signal their inner voids. By emphasizing the sounds which fill this space, Silverman provides a
constant reminder of physical distance between characters and their interior experiences. The wind,
for example, that howls across the moors is not only an environmental sound but also an emotional
one: a marker of emotional distance and an omnipresent force that echoes the feelings of abandonment
everywhere in the characters. Here, Chion's concept about environmental sound is important in
understanding how such sounds envelop the characters and constantly reinforce their isolation. The
changing space-as much as the wind physically transforms the space-indicates the character's inner
landscape and his accentuated emotional desolation.

Indeed, one of the most striking aspects of The Moors' soundscape is how strategically silence has
been placed. Instead of an absence of sound, it becomes a charged space in and of itself that amplifies
emotional distance between characters and intensifies their isolation. Chion's theory of subjective
sound (1994) sheds light on how silences in the play can be read as independent emotional presences.
Far from being simply an absence of sound, the silences stand forth as the active sonic practice
signifying character emotion and interpersonal estrangement. Silences in The Moors give resonance
to a place that changes through the play's proceedings. It is the moment of alienation and psychic
dislocation; it creates an emotional and physical distance between characters that is all but impossible
to bridge.

It would also happen during instances when two characters are in close proximity yet very distant
from each other; there is a silence between them. A scene may have a conversation, but the no-
response or awkward pauses in dialogue make the silence even more telling. These silences are not
empty but full of unsaid and unspoken emotions that further heighten the inability of characters to
connect. This silence that fills up the space carries in its wake the emotional distance between the
characters and hence is palpably isolating them from one another. It's a blockade, a barrier-an
impenetrable wall standing between them and the chances of any real connect.

This silence is oppressively progressive during his scenes of isolation, either with the openness of the
moors or amidst the quiet of the house interior. In fact, there is no noise, as a mirror reflection of the
void inside the character. Here, Chion's concept of subjective sound is helpful again, as it enables us
to read silences not merely as narrative pauses but as an emotional portrait of the character's
interiority. For example, when Agatha has been left alone in the house and is reflecting on her life,
the absence of any sound produces an emotional space that underscores her loneliness. There is no
chatter to dispel the silence or outside sound that may seep into her just to disrupt her contemplation.
The hollowness in that silence befits the hollowness she carries inside her, deepening the sense of
isolation.

Chion's theory offers insight into how these silences in The Moors help the audience understand that
it is not just silence but the emotional distance between the characters and the stark alienation involved
in their living. It is the silence between the words, the distance between the actions, and the mass of
complete stillness that forms a sonic architecture in support of the theme of isolation.

Another salient feature of Silverman's soundscape is the relation of sound with the characters' physical
movement across the space. Most often, the placement of characters in most scenes shows them
moving through vast empty space either on the moors or even navigating a room. These
accompanying sounds of movement-footsteps, creaking doors, shifting furniture-are used not only to
establish the physical geography of the setting but also to denote the emotional and psychic distances
between characters and their environment. The character in interaction with space is inherently related
to his or her emotional state, and the sounds resulting from these interactions emphasize the tension
arising between physical proximity and emotional distance.
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In fact, whenever the characters move around in space, their interactions with space are marked by
sonic moments that hint at their inner turmoil. A character opens a door, and the squeak of hinges
cuts through the silence to become a signal of their emotional agitation. It might be the simplest of
sounds, a character crossing the floor, but this creaking of the floorboards usually reverberates within
the space to amplify his emotional disquiet. The type of sound which gives life to space and has it
interact with the character's interior, psychological, and emotional states.

This movement of the characters on the moors is also sounded by the wind, which almost always
changes and shifts. Such sonic shifts feature space as something fluid and unpredictable; thus,
correspondingly, the emotional uncertainty of the characters. The moors-the vast and open-are not
neutral at all, for they are continuously in flux, just like the inside structure of the characters. This
movement of the characters through this space, along with the shifts in the sounds of the wind,
underscores their own sense of disorientation and isolation. The setting is not just a backdrop to their
emotional states; it's alive and breathing, reflecting their psychological fragmentation.

The space and sound in The Moors provide a fascinatingly balanced landscape to travel through in
terms of emotional and physical distance throughout the story. In this play, the sonic construction of
space is not only a means toward establishing setting, but one of the primary tools for showing the
emotional isolation defining the play. Chion's theory of audio-vision (1994) underlines how sound,
through its relationship to space, enables insight into the character's internal world. In The Moors, the
wind, creaking floorboards, and echoing voices filling the space do not serve the purpose of mere
atmosphere but help the characters experience and relate to the world.

The spatiality of the play, along with its use of silence and sound, heightens the emotional distance
between the characters and their space. The vastness of the moors is repeated inside the empty house
as the echoing sounds create the audial image of a vacuum. The lack of sound in some very important
moments of the play further emphasizes the emotional void the characters feel, which is supposed to
highlight the disconnection between them and the world surrounding them.

Merging space, silence, and sound, The Moors composes a layered soundtrack that is at once an
expression of inner life for these characters and a driver in the narrative. The relationship between
the sound and the space is right at the heart of how the play builds its idea of emotional isolation as
an immersive and deep experience for its audience-to find the emotional and psychic contours in the
character lives. Silverman uses sound to highlight the desolation of the moors, filling space in such a
way that heightens the emotional desolation the characters cannot escape. The Moors is a powerful
investigation into the emotional and psychological forces that shape the lives of its characters through
the careful use of space and sound.

5. Conclusion: The Sonic Dimensions of Isolation in The Moors

Jen Silverman's The Moors emerges as one bold investigation into emotional and psychological
isolation, using sound not only as a convention of atmosphere but as a storytelling device. Throughout
the entire play, Silverman carefully controls voice, echo, and silence, and the overall sonic landscape
of the moors, offering rich commentary on the inner lives of the characters. This paper has sought to
explore how the sonic landscape of The Moors functions as a mirror to the alienation of its characters
and thematic focus on isolation throughout. Using the theories of subjective sound and audio-vision
by Michel Chion (1994), it is possible to contextualize how the soundscape of the play reveals deep
emotional and psychological chasms between characters and their disconnection from one another
and their environment.

In turn, the analysis of voice as an element of character shows up with the fragile, fragmented self.
Using tautness, straining, and emotional remoteness, Silverman allows a tonal landscape to seep in-
isolation-where other artists rely strictly on the visual and textual narrative. If they do not tell each
other all that, voices sound with their words, while speech by Agatha and Emilie may be hesitant,
restrained, setting wide the distances. Indeed, it is through a subtle use of sound-most pertinently,
voice-that Silverman provides for an intimate entrance into the mental periphery of this set of figures-
a chance to become included in your own isolation-a feeling which was much harder to depict through
words in dialogues of the characters themselves.
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Moreover, periodic repetition of echo in the play enhances the notion of emotional fragmentation and
distance. Echoes reflect but also distort and displace sound-space, much as the characters' emotions
are so often filtered through the barriers of their own isolation. Echo as a device heightens the
reverberations of the characters' thoughts and feelings, emphasizing the circularity of their alienation.
These distorted returns of sound underscore how far the characters are from each other, even in
proximate contact. These sonic reverberations constitute a constant reminder of the inner isolation of
the characters and the emotional chasm that separates them.

The silences are important in Silverman's sonic architecture and very often become the most powerful
reflection of isolation. Well-modulated silences among the characters, either in tense pauses of
conversation or in the lonely moment of being alone, create areas of deep emotional void. It is through
the idea of the subjective sound, as conceptualized by Chion, that such silences may be interpreted as
something more than simply the absence of noise-an active emotional force communicating
alienation. The silences between Agatha and Emile speak far more than words about a chasm that is
insurmountable between them. These silences are taut with unsaid longing, unresolved tension, and
the burden of denied emotional need, which makes silence an emotionally loaded space that
underlines the very investigation of the play: the limits of human connection.

More so, the physical space of the moors-windswept, barren, and sprawling-becomes an aural
extension of the internal worlds of the characters. The eternal sounds of wind and nature reverberate
to compare with emotional desolation as part of the experience that befalls the character, further
augmenting his notion of imprisonment through physical setting to mental confines. The moors are
not neutral in setting; they are alive to sound, always in movement and change, rather like the mental
states of the characters themselves. This interaction of the physical space with its sonic dimension
might be said to indicate that the experience of being isolated is as much one encoded in the physical
world of which the characters form a part. It is in this aspect that the separation gets felt most-where
open moors replace the companionship of people, the wind becomes a replacement companion, for
example, in Agatha, for whom the wind itself serves to fuel a personal landscape of loneliness.

The relationship between space and silence further underscores the emotional distance between
characters and their world. When the characters are alone, the absence of sound in the vast, open
spaces of the moors serves to emphasize the scale of their emotional emptiness. Silverman uses
silence here to amplify tension between the huge, indifferent environment and the small, fragile
human presence within it. As Chion offers, sound and silence are not separate opposites but interact
to create an emotional context of the scene; in their own right, silences become a force, carrying
meaning equal to that of the sounds filling the air.

Throughout The Moors, Silverman uses sound as a means of emotional and psychological revelation.
From the closely individualized characterizations articulated through voice to the ambient sounds that
establish place, no single aspect of sound in the play is unnecessary to the overarching theme of
isolation. The use of silence and echo and space creates an immersive sensory experience, inviting
the audience insider-you might say-into the characters' inner worlds. The sounds and silences in The
Moors are not only expressive of emotional states but also shape and define the characters'
experiences to show the deep alienation that characterizes their relationships.

Ultimately, the sonic elements of The Moors are central to understanding the play's exploration of
isolation. The awareness regarding the meticulous use of sound and space reflects Silverman's belief
in the power of auditory elements to communicate the depths of the human condition. Using voice,
echo, silence, and ambient sounds to portray the emotional and psychological depth of her characters,
Silverman turns what might otherwise have been a one-dimensional account of loneliness into a vivid
portrayal of the active processes through which loneliness takes hold in people's lives. This
soundscape is an important part in the telling as the space and silences can become active participants
in an emotional, psychologically-driven storyline.

In conclusion, The Moors shows how sound might be used in contemporary drama to explore some
of the intricacies of isolation and human connection. Using Chion's theoretical frames for subjective
sound and audio-vision allows us to better see how Silverman's soundscape functions as a tool for
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characterization, emotional expression, and thematic development. It is in this interplay between
space, silence, and sound that the emotional depth of the characters and the way in which they are
trapped within their own psychological and emotional isolation come to light. The understanding of
the sonic construction of the moors serves to point out how sound can shape our understanding of the
human condition and the complexity of human connection in modern theatre.
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