Chapter 1: Modernism, modernity, technology

It is generally acknowledged that the growth of industrialization in Western societies
throughout the nineteenth and twentieth centuries led to an unprecedented degree of
guantitative and qualitative changetiose societies. In the Marxist interpretation of

history these changes were driven by the economic imperatives of emergent systems

of capitalism, whose conditions of possibility are in pamnstiuted by
industrialization. The transformation in the ame of production brought about by
mechanization, and its proliferation in most walks of everyday life stand as signifiers

of the degree and nature of such changes. Even where the perspective from which the

driving forces of modernization are understo®adt specifically Marxist, accounts of
industrialization are unanimous in foregrounding technological innovation, and the
concomitant exponential increase in the samittural significance of technology, as

important characteristics of the process. Thpsocess is often termed
Amoderni zati ono, t hough moderni zation as &
meclanization of industry. The resultant sodoltural state is often termed
Amodernityo, but, because of thwhchibis oad spe
subject, this can be a precarious term to use. In contemporary cultural studies
Amodernityd covers a wide range of histor
thereof. At one polarity it is the totality of cultural activity since the appece of a

gradual shift towards secularization, usually identified with the rise of empirical

sciences and philosophies during the sixteenth century, up to contemporary
applications of the term where its scope may almost be restricted to the negative

comel ate of Apost modernityo. As a number



argued, and as | shall be discussing in 1
understood from the perspective of the present day, is a highly polysemous term, so
that it am its derivative terms modernize, modernism and modernisengender

strings of paradoxes, inconsistencies and contradictions, conditions that characterize

Aithe moderno!' in al/l its for ms.

I shall be drawing upon L aoraoflbisorywlmosei on o f
constituent i deas appear scattered through
socal l ed ARome ?lra@amr tiod eorft i1f9i5e3s t he start o

publication of thePenséesof Pascal (1670)at which point theepistemological

conditions of thelongue durée of historical modernity have been irrevocably
consolidated. Though the egods lemgua i s t hu
duré@é Brennan notes that A[i]t i eragatharsh Vi ct o
s t e damddshe elaborates this with reference to the dramatic increase in the cultural
importance of science, rationalisms of one sort and another, a tendency for the visual

to be dominant and most particularly the disempowerment of differémough its

appropriation, denigration or disavowal at a multitude of cultural registers. It is this

Victorian intensification of what Lacan conceivestlsmore generally characteristic

attributes oflongue duréemodernity, and its extension into theentieth century to

! See Williams, RaymondKeywords (London: Fontana Press, 1988), pp. -20®; Thorméhlen,

Mari anne, il ntroductiono Rethinkihdy ModerAidm{BasimgstokeMa r i ann e
Palgrave, 2003), pf-4.

‘Lacan, Jacques, fAThe Function and sFd e[l1d9 53] ,Spierech .
Lacan, Jacqueg&crits: A Selectiontrans. Alan Sheridan (London and New York: Routledge, 2003),

pp. 33125.

® Brennan, Thereséistory After Lacar(London and New York: Routledge 1993), p. 39.

“ BrennanHistory, p. 41

® Difference is, ofcourse, a charged word in contemporary theory, and in discussing some critiques of
psychoanalysis below | shall be using difference as it is used ircplostial frames of reference.

However, in using it to talk about that which is appropriated, denigrad or di savowed i n the
Afidi fferento refers to anyt hisegardindiimage o iselfthatis,ot f i t i n
things which are either different to the ego, or things which the ego refuses to recognise about itself.

Thisissue will be dealt with in more depth later in this, and subsequent, chapters.



which | shall be referring when | use the term modernity, unless otherwise qualified.

This sense of modernity is thus marked by the cultural and-potitccal conditions

pertaining in the urbanized and industrialized sectors dfbstern world, conditions

that began to carry a sense of irreversible social transformation by the middle of the
nineteenth century, with the processes of
seeming to set the agenda. This sets a start pointyfarse of the term that more or

less coincides with the view that the French poet and critic Charles Baudelaire is the
first Amodernisto (itseldf anot her slipper:
conscious embracing of, and commentary on, the eanefgrms of modernization).

An end point is a more difficult thing for which to set such a confident date; the
modernity/postmodernity debate is but one of the more visible problematics in
thinking about an end to modernityhe historical period to wbh | shall be devoting

most of my attention comes to an end with the start of the Second World War, but this

should of course not be taken to imply an end to modernity as such.

Though modernization has often been presented as a positive- horegroundng

increases in scientific knowledge, seeiconomic effectiveness through processes of
rationalization, the abandoning of oppressive superstitions inufav liberating,

empirical knowledge, and offering the promise of future utopias where materis nee

would be fulfilled with the aid of technologythere has also been much said and

written about the negative impacts concomitant with such progress. Indeed, the
struggle between positive and negative valorizations of the modernization process, the
ambguity of the conflicted values attributed to modernity, can be seen to characterize
Afthe moderno as a whol e. Claims for the p

can be traced back to the early modern, and have persisted in variously contested



forms- whether socially utopian or trafisosthuman- ever since. One of the earlier

writers whose thinking would have a great deal of influence on subsequent
devel opments in modernity was Rousseau wh
nobl e s a\angtheedpiritdof d predapsarian Golden Algefore organised
superstition and the nation state. Although one legitimate reading of the noble savage

ideal would thus be that it is a nostalgic position, and thereby resistant to modernity, a

more plausibleeading (though there is an argument to be made that Rousseau is both
progressiveand nostalgic) would propose that, according to Rousseau, these

natur al and free state for humankind, one
and religionaccumulated through monarchy, feudalism and religious proscription of

free thought were lifted and society were able to progress to a better condition than

that pertaining to Rousseauwds own, i mmedi af

The more acutely negative saiations of modernity can be seen to have become

more strongly marked towards the latter half of the nineteenth century. Raymond

Wi lliams maintains -Glh9at[ shitchje unsagjsor[iafy otf hep
and &6émoder ni z adrdble.n 6there wasr. e a clearfsengeoof a kind of
alteration that needed to be | uheternfi edo.
modern would become al most synonymous wit
twentieth century, it§ u n furablesense. . has persistatl'. Rather than a negative

view being transformed by historical process into a positive one,fitienmodernis

® seeLewis-Williams, David and Pearce, Davithside the Neolithic Mind: Consciousness, Cosmos

and the Realm of the Go@sondon: Thames and Hudson, 2008p. 3740. Freudwould write how

the discovery of people living in and with nature w
societies esul t i ng f r privatiof thdt eociedyangposeme them firnthe serviceof its

cultural idealsandit wasinferredthata suspension or a substantial reduction of its demands would

mean aeturnt o possi bi | i ¢Frew, sSigmundCikilzgiigniand étssDéscontentsrans.

David McLintock(London: Penguin Books, 2004), p. 31).

"Williams, Keywords p. 208.



a state of conflicted eexistence of frequelyt oppositional valorizations Marshall

Berman, for instance, writes that despit of f er i ng fAan environment
adventur e, power, joy, growth, transfor mat
I's a phenomenon which Aat the same ti me,

have, everything we know, everything wedte

Walter Benjamin spotlights how destruction can be seen as quintessentially of the

modern, purelyas destruction for the pleasure of clearing out or making a space that

may be filled by wheknowsw h a t in his short essay fAThe L
1931, right in the gry midst of interwar modernity, and Asgel of History in 1940

standswith hand outstretched as catastrophe and destruction pile up at His feet.

Though cinema, photography, Socialisnand Surrealism offer ways of moving

foowmard w |l t ur al | vy, Benjaminds work is al ways

‘N

streak, more pronounced in his earlier writings thougbmergent in his very late$t.
Benjamin was ircontactwith Hugo Ball, who almost twenty years earliek9q13 had
written that f{tthe urget o destr oy i s* Arourdrthe sdme dime ur geo.

destruction and redemption come together i

8 Berman, MarshallAll That is Solid Melts into Air: The Experience of Moderiiitgndon and New

York: Verso, 1999 p. 15

°Benjamin, Walter, fAThe Destruct i Reflectofsmansact er o [ 193

Edmund Jephcott (New York: Satlen Books, 1986), pp. 36803 ; Benj amin, Walter, AT
Phil osophy of Historyo llun@gatidng transi HarryXerre(boddon: Hannah (e
Pimlico, 1999), pp. 24255.

1% For a full account of the eschatological dimension, and itemptory possibilities in Benjamin see

Wolin, Richard, Walter Benjamin: An Aesthetic of Redempti@erkeley, Los Angeles, London:

University of California Press, revised edition, 199). 2977. It is worth contextualizing this further

with referenced Wol i nés reading of @AOn240.he Mi metic Facultyc
1 Ball was writing in the periodicaRevolution 15th October, 1913, cited White, Erdmute Wenzel,

The Magic Bishop: Hugo Ball, Dada Po@olumbia, SC.: Camden House, an imprint of Boyded a

Brewer Inc. Rochester, NY. and Boydell and Brewer Ltd. Woodbridge, Suffolk, UK,),18987.



Benjamin:i The arti st must have the i1 dea of rede

fire, or he is witls s*?0 .

The dichotomous character of the experience of modernity, which Berman sees as

moving constantly across its positive and the negative polés, itself manifest ifi a

maelstrom of perpetual disintegration and renewal, of struggle and contmadatftio

ambiguity and anguish. To be modern is to be part of a universkich, as Marx

saiallt hat i s s ol i®dThereppaterdly miractlaus expamsidroof the

ur ban environment comes with the digireadf ul
insanitary conditions, noise and violence; urbanization and industrialization benefit
capitalists on the one hand, yet can also undermine (in theory) capitalism through

i ntensifying the revolutionary desires emb

[industrial modernization] from above with their own modes of modernization from

bel owo; in art resistance to modernity 1is
nineteentc ent ury modernists to Atear . . . dowr
but whonevertheless stild] find fithemselves r1 ¢

possibilities, affirmative even in their radical negatibtis B e r maphrase
Aaffirmati ve i n t hesias an embtein ofale comfictpchdnd ons 0 ¢

agonistic phenomem of modernity itself.

12 ibid. p. 27

¥Berman,Solid p. 15 Though Bermandéds book has come to b
modernity he does sometimes make assertions abouhihersal character of modernity, such as the

first sentence of the quotation above, that are not fully sustainable. Perry Anderson has written an in
depth critique of some of the shortcomings of Ber ma
baby with the bathwater, so to speakinsofar as it is allied with those more recent accounts of

modernity and modernism that seek to demythologize the notion that they are reducible to a dominance

of abstraction. Ander s atéxsthaildmltlbe referring yo laemirdthisRe v ol ut i
chapter(seeAnder son, Perry, i Mo NesvrLefti Reyiew/a4d (MardRAprilo | ut i ono
1989, pp. 96113).

1 Berman,Solid, pp. 1819.



In works of literature, as well as in the cultural and political criticism beginning in the

later half of the nineteenth century and continuing into the twentieth, positive notions

of progress are shadowed and often eclipsed rixyeties circulating around the

effects of modernization on human life and culture, pessimistic projections into a

future that seems more and more like a place where the losses engendered by
modernization outweigh the gains. The realist fiction of thesli&f Emile Zola, with

its gritty and often unsettling pictures of the life of the urban, industrial poor, or

Charl es Dickensos grimly dysfunctional no
nineteentkcentury disquiet at the social conditions resulting froe mass migration

to the cities. Associated with the institution of social research by the likes of Henry

Mayhew, whosd.ondon Labour and the London Poof 1861 drew attention to the

appalling conditions of urban modernity for the workirigss majoritythese works

focus on pressing contemporary social isstesMany of the negative readings of
modernityarticulated in literary fiction haveentred uporthe ideat hat @At he human
despite certain material advances in medicine, telecommunications amgtrisdd

productivity, is under threat by the veryforces of technology (industrialization,

automation) and rationalization (objectivity, regulation, standardizatioet) make

such Aprogresso possible

> The Arts and Crafts movement pioneered by John Ruskin soughteinstate individual
craftsmanship and the sebspect of artisans who seemed to be vanishing beneath the onslaught of
modernization, mass production and mechanization. There is more than a trace of a similar ideology
underl ying Wal t éng of Be deglirenmi storgtallingmdiohrhe associates with a pre
industrial way of life. The longelerm implications of the socioultural transformations, though,
appear in |literature somewhat | dhedMarofteVoddsdry exampl e
The Time Machinewith the classic novels of dysfunctional, monolithic modernity appearing towards
the middle of the tQ@omingtUpdot Airtraces the sense of a IGst naral pdstd s
swallowed up by urbanization, wherebineeenrEighty-Four and Animal Farmarticulate fears of
totalitarianism predicated upon technological surveillance and the excesses of Stalinist rationalization;
Hu x | Bravé Bew Worldan be read as a bleak satire on a culture in which scientific ratiatiati

has effectively resulted in an infantilized, unfeeling mass who do not realize the extent to which they
have surrendered their humanity to a seamless, rationalized, technoledéglydent modernity.



According to Drakakis and Liebler the machinend the related processes of
mechanized industry, begin to be associated with objectivity and fatalism in the
nineteenth century, an association that continued into the twefiti€tirese qualities

are manifest by the ideal machine which needs no woltiosoul, and will continue

to complete its tasks for as long as it is required to do so. Mechanized industry is not

only an inexorably powerful force of capitalist production, but madekd according

to the terms of its amwasd,i nreaty tamme bddi e om
its workers. As Tim Armstrong putsit,f r om t he point of view of
i s an i dé& aWworkeravhakeiher thinks, feels nor gets tiredHowever, the

cultural imagination of the machine is rathmore complex. Machines are not only

monolithic apparatuses contained in factories but they are found to be increasingly

present in all walks of daily life. Relations between humans and machines become
interdependent and ambiguous, perhaps never mohasavhen the machine and the

human become ambiguously intetated to one another in the phonograph, the

Aital king machined that is evidently a mach

one of the pncipal markers of the human, the speaking voice.

In pointing to objectivity and fatalism, however, Drakakis and Liebler identify only
one side of the story of the machine, and although it is by no means inaccurate to
make the associations they do, they miss the sense of dialectical tetigdieeling

that the two sides of the story mustexdst - that other writers, Berman for instance,

see asdefining attributes of technological modernity. The machine may seem

objective, but it coexists in a complicated relationship with the human; the human is

'8 Drakakis, John and Liebler, Naomi Coffimtro . and eds. ) ,Trajedyilondanducti ono, i
Longman, 1998)p. 2.

" Armstrong, Tim,Modernism, Technology and the Bd@ambridge: Cambridge University Press,

1998) p. 98.



never quite completely colonized by the machine, but neither are humans and
machines, under the regimemodernity, radically separateom one aother; indeed,

the modern cultural imagination is filled with instances of machines become human,

and vice versaH . T. A. Hof f mannds @AThe Sandmano,
L6 Eve ,Fouexampk). | suggest thaechnological modernity is in part
constituted according to a series of culturally articulated tensions and slippages
between the human and the maehamounng to ananxiel or ambiguityabout their

statusesvith respect to each otheSuch anxieties have an epistemological genealogy
that can be traced back to antiquity, wel/l
modernization, though thesmots appear to become more acutely significant
contemporaneously with the emergencéafjue duréemodernity Moreover, as the

modern period developed these anxieties and tensiomxisted with increasing

acuity alongside a fascination with machireesl their effects, further complicating

the picture.

Humans and machines fear and fascination

Ni cholas Daly identifies a ficultur al i mag
impact of the machine, or industrial modernity more generally, on the husnan i

source of trepidation, or even terror, though also of fascimation n Dal yés accou
Afascinationd runs against the grain of f

conditions are simultaous with one another. He points up the cultural dissoma

between technological progress as improvement and the anxieties about the effects of

'8 Daly, Nicholas Literature, Technology, and Modernity, 188000(Cambridg: Cambridge
University Press, 2004p. 1.
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such technologies upon the human individual. This runs through much of the

analytical and critical writing on lateineteenth and eartyventieth century cultur.

At the same time, though, there is a@stheticiation of technology through which
both its positive and negative aspects are thematized. As Andreas Huyssen suggests,
the nineteenth centuryds -endeg asritivere,byeanof t ec
optimism in technology expressed through the great world expositions and the utter
horror of mechanised warfare of the First World War.Interestingly, Walter
Benjamin, whose writings | use extensively as primary source material in this thesis,
picks up on lhte same bookends as Huyssen (though admittedly, given his work on
BenjamnHuyssendés chronol ogical frame may well
of gratitude to him), celebrating the great expositions and the arcades that proliferated
contemporaneouslwith them in his unfinishedPassagenwerkand registering the
shock and horror of the First World War ir
Storytellero:

A generation that had gone to school on a hdragn streetcar now

stood undethe open sky in aountryside in which nothing remained

unchanged except the clouds, and beneath these clouds, in a field of

force of destructive torrents and explosions, was the tiny, fragile
human body:

9 Robert Spadoni, for example, notes that antagonisms between humans and machines feature

significantly in the early years of the cinema (Sp
Fi | The Velvet Lighfrrap, 51 (2003, p. 4) . Il van Kreil kamp cites an s
The Spectatoof 1888 which asks A[ Alre not men becoming

to the machinery for taking i mpr e sidly[captsesjaghE t he m? 0,

threat tamothHen fslucrh a technol ogy oKr é@inlskcammp,t ilowmard,i .
Voice Without a Body: The Phonographic Logic Hiart of Darkness ,Victorian Studies: An

Interdisciplinary Journal of Social, Polital, and Cultural Studiggt0/2 (Winter, 1997)p. 222).

? HuyssenAndreas,After the Great Divide: Modernism, Mass Culture, Postmoderf&ioomington

and Indianapolis: Indiana University Press, 1986)1Q

2L Benjamin, WalterThe Arcades Projectrans. Howard Eiland and Kevin McLaughlin (Cambridge,

Mass. and London: The Bel knap Press of ThHearvard Uniyv
Storyteller: Refl ections on the Works of Nikol ai Le
Illuminations trans Harry Zorn(London: Pimlico, 1999), p. 84



11

Huyssen also makes that point that the horror of technolodyctinaaxed in the

industrialized slaughter of the First World War is part of the more general horror of
technology throughout its development. As with several of the other authors | have

cited so far, Huyssen suggests that the situation is not one aflitaas a binary

choice between technology as either good or bad, but something altogether more
polyvalent, ambiguous and heterogeneous. By way of an example, even as the First

World War stands as a high point in ra@achine anxiety (if that is not an
understatement), the Italian Futurists were able to find aesthetic value (admittedly of a
perverse nature) in it, as manifest in various polemical writings on the subjbet of

beauty ofw a r and modernity, as wel |l as i n Mar.i
poem, AZang Tumb Tumbo, all egedly inspire
bombardment of Adrianapolis in 19#2The valorization of destruction is, as | have

already suggested, a significant part of the modern episteme.

Hal Foster positionsusrea | i s m6 s a p p atioreohthe machiset irhaectiticat | z

light, | i s tthe mgtilatéd and/or shocked soldier t he For di st I ndust

22 Gale, MatthewpPada and SurrealisrfLondon: Phaidon Press Limited, 1997), p. 31. See also

Butler, Christopherizarly Modernism: Literature, Music and Painting in Europe 19®16(Oxford:

Clarendon Press, 199 pp. 172175.

23 Another aesthetic response to the war, which, though sharing a number of the same personalities and
antiestablishment roots as Futurism, would fairly quickly move radically away from the Futurist

celebration of war, was Dada and, wiegenerally seen as its successor (largely because of shared
personalities rather than any coherent ideological developmqmentultural movement), surrealism.

The political and ethical motivations for Dada have often been cited as the insanity oftctrenined

warfare of the First World war, so from the start there is in Dada a critical stance in relation to

machines and technology that sites them on the side of destruction and war, against which the human is

figured in opposition. As Huelsenbeck writesf the early days of Z¢rich D
atmosphere of Zurich, where the newspapers could print whatever they pleased, where magazines were
founded and antiwar poems recited, where there wer e
screamout everything that we were bursting with. It was here thatPigntastische Gebetgere

written, They are typically dada [sic], but | could have written them even without the cabaret [The

Cabaret Voltaire, the birthplace of Dada, and its base in Zlrithey are humarthey are a liberation

from impossible conditiois(Huelsenbeck, Richardylemoirs of a Dada Drumme(Berkeley, Los

Angeles, London: University of California Press, 1991 [196p] 14 [emphasis added] This work

offers a first hand acwint of some of the connections between Dada personalities and other avant
gardists in Europe, Tristan Tzarab6s contacts with
decent , broad account of Dadads bsympathidersantcaturg r edec e s s
at large is in Gale)ada and Surrealisgrpp. 1180.



12

and the f asclicditeriovoask epar adi gmatic articul i
technology of the pad-irst World War period® Even though there is no doubt that

the machinedoeshave a genuine aesthetic fascination for the surtealilsis a
fascination that, ina characterigcally modernist way runs hanen-hand wth
Atrepi dat i o*h Whieivwould be ®a determidistic to suggest that the
broader socieultural effects of the modernization process are simply the effects of
which technology is the cause, it is also undeniable that technology, as the primary
material means of industriahass production, distribution, and slaughter enabled the
revolutionary increases in speed and efficiency that made such productive and/or
destructive forces possibleThough not reducible to bare, causal determinants, the
interrelated phenomena of meclmation, technological innovation, and scientific
development in general, centre a rich nexus of forces around which anxieties about
the human consequences of mechanization and rationalization circulate, anxieties and
fears vindicated by the technologicalcesses of the First World War. Viewed from

t hi s per spec appeasptasfatrdanshistbricatmaversal essendsut as

4 Foster, HalCompulsive Beaut§Cambridge, Mass. and London: MIT Press, 19p7),36

% seeFoster,Compulsivep. 136;fi[ T] oget her these figurdung@ndf the hu
after the First World War] form the dialectical object of attack of the mechanistic grotesques that

surrealism developed, after dada [sit],contest the modern cult of the machina cult variously

promulgated not only in technophilic movenrsuch as futurism, constructivism, purism and the

middle Bauhaus, but also in the everyday ideologies of the Fordist state, whether capitalist,ispmmun

or fascisb [emphasis added]. Andreas Huyssen, from a different perspective to Foster, notes
somehi ng of the same order of critique; -gdaidey i ncorp
liberated technology from its instrumental aspects and thus undermined both bourgeois notions of
technol ogy as progress and armitc éa.s .0 rgartlels raditeld , a Vamut o1
critique of the principles of bourgeois enlightenment and its glorification of progress and technology

were manifested in scores of paintings, drawings, sculptures, and other art objects in which humans are
presented @ machines and automatons, puppets and mannequins, often faceless, with hollow head,
blind or staring into space. The fact t hat t hese
conditionbd, but rather <critiigaliesstuméntal@y intorthe talsic on of c 8
of everyday life, even into the human body, is perhaps most evident in the works of Dada Berlin, the

most politicized wing ofGredtbiddepdlda movement o (Huysse
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ahistorically specific category, emerging as a retroactive construagamstthe idea

of fAthe t echmedlmanifastatani¥o i n its va

As | have suggested, it is often difficult, when dealing with procddserineteenth

century modernization thateemdriven by technology to resistthe temptation to

reduce complex and convoluted dynasnio a technological detrminism. Lorenzo

C. Simpson, for example, asks whether technology should be understood as a
determining force or as t he subservient
phenomenon with its own dynamjcor fia valueneutral ensemble of instruments

wholly suls er vi ent t o Eithen positiom daketh 21 an absolute is
problematicy’ and Simpsonrejectssuchan either/orchoiceb et ween fioaut onomy
mere instrumentality advocaing insteada reading of the socicultural position of
technologythat evades he fAunnecessary philosophical i
dichotomous wayin which the questionf the status of technologw relation to the

human is often framed

Mechanization by the second half of the nineteenth centuryauchllyincreagd the
speed of production of goods and of their distribution, of communications and of the
turnover in raw materials, but this had muormouspressure on human capabilities,

stretching them to their limit. As Mawrotei n 1856, A[ m] éhahei ner vy,

% The historical specificity of such figations is made explicit if we consider that around a century and

a half earlier a rather different imagination of technology and the human emerged, exemplified in

L6 homme (ManaMachirg by Julien Offray de la Mettrie (1748Here, Man (sic) is

presented as a machine for the purposes of undermining the claims to legitimacy of the monarchy and
the clergy, founded as they are in Aoaterial superstition and myth. The reduction of Man to a
machine allows for a liberatory rationalism that seveesrépressive ties of the institutions of power.

A distant echo of something |like this idea sounds t
his AWork of Artd essay.

%" Simpson, Lorenzo CTechnology, Time, and the Conversations of Mode(higw York:

Routledge, 1995), p. 14. | shall develop this idea later in chapter 2.

% SimpsonConversationsp. 13
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wonderful power of shortening and fructifying human ladave behold starving and

ov er wo r’ One gnswet was to find technological means for extending human
capabilities through ne machines and the training amganagement of the human

body now figuredasa A hu man rAesendrahinbaehd notes how, as the

ni neteenth century progressedgbodytwhose met apt
experience was equ a t*bdcamwnctessinglyprevdlentoAs a mac h
this mechanistic modelfdhe body gained in prominence,her e was a dwi de
fear that energy of mind and body was dissipating under the strain of modernity

want on disregard of t HEemathing ié mtermalzgdsasao | ogi ¢
model for the body, andhe bodythen subject to theobjectifying quantifiable,

scientistic rationales that conceptualizan terms of the laws of physics, whighthen
shortcircuitedin the cultural imaginatiomvith the productive forces of industrialized

capital®

Mar x, Karl, fASpeecTheatPetotpd eAsmiPRpreearntyT®f Tucker , e
Marx-Engels Readeg" edition (Norton, 878) pp. 57778, cited in BermarSolid, p. 20.

%0 Rabinbach, Ansorithe Human Motor: Energy, Fatigue, and the Origins of Moder(hibndon:

Basic Books, A Division of Harper Collins Publishers, 1990118

31 RabinbachHuman Motor p. 6. The evidence othis was fatigue, a pervasive malaise that indicated

fithe bodyds stubborn subyv edunsan dotor p. 6). Mccordingmoi t yo ( Ral
Rabinbach, prior to the fAdiscoveryo of fatigue, i dl
indolence and criminality.Such a vi ew, t hough, had begun to fade
industrial edification in which the moral, intellectual, and spiritual benefits of work are opposed to the

debilitating effects of sloth and the endemic lazine$ barbaric peoples, is beginning to lose its

discursive power. The language of labour is evolving into a language of labour power as a quantifiable

force of production, |l ocalizable in the economies o
(ibid, p. 38). Such a shift in perspective from qualitative morality to quantitative energy flow traces the

general trend towards a secularized and empiricized understanding of the social and physical world
throughout the nineteenth century, whereby timpdratives of an earlier, religious morality were

progressively subordinated to rationalized and materialist conceptions, which for Rabinbach are

mani fest in fia more scientific evaluation of wor k,
displacedhe old moral discoursdibid, p. 36)
2Though there is nothing new in equating corporea

L6 homme mentiohed menote 26 above), and there is a strong thread in modern Western
thought that equates the bodith the machine (and with nature) as things to be subject to the mastery
of the rational (usually male) mind, there is a significant difference in the histories standing behind the
terms FfAmachi neo Raymahd Wiliasms shaws ihewathedsuppimsit that the term

mechani cal is simply a derivati vWiliams Kaywofdgpom t hat o
201). Though from our present day perspective somet |
described because of similaritiestothe havi our of a machi ne, the two ter

certain separate sensesfi Mac hi ne 0 - and B soms eespects still ist o descri be fiany
contrivanceo but from the seventeenth century was
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Marx: tools or machines?

In Das KapitalMarx proposes a distinction between the r tod0 arfdfimachin® in

relation to the human in which tHermer is associated with the land and artisanal

labour practicesthe latter with industrialized modernity. In ghstic terms, a tool

extends the intrinsic capabilities of the human body. In contrast to the tool Marx sees

the machine as a primary instrument of isigiial capitalism, and thusound to the

production of the commodity, with thietishization and alieation implicit in that
process. Mar x6s criticism of the machine
bet ween t he t oo’ in athmed wotd$ betweaern the rnatipn of
straightforward bodily extension that remains under the control of t#we asd the

body imaginecas machine, an objectified biphysical system subject to the demands

of producti on. AFor Mar x, the horror of

reciprocity of persons and machines, subordinating the former to the latter and

6converting the wog&eof inmhé& madchivhie@®oappen:

applying power and from C18 [sic] to a more complex apparatus of interrelated and movidg. parts
Though the term mechanical, when used to describe
seem to be derived from the action of the machine, it fadhconnected to an earlier use, dating from

the fifteenth century, wher e me adrieutturac prdductidee s cr i bes
workd . The players of the plawithin-ap | ay of APyramus and Ahisbeeo [
Mi dsummer Niagrhet 6e sDoreiabmed as fmechanical so. The t
class sense, to indicate people engaged in these kinds of work and their supposed cha@aclrestics

negative and derogatory meanings of mechanical are therefore carried throoghhisoearlier

meaning, connecting with and becoming layered with the notions of tedium and meaningless repetition
associated with the machine. Ironically mechanical can refer to the artisan lower classes, and to the
technologies that would come to rematem. We might also note, particularly with reference to the

split of mind and body in Descartesds philosophy,
relative insignificance of thought, at least that kind of thinking upon which a subjeatiigfiyt be

predicated, in relation to an excess of materialithe bodies of the mechanicals, or the physical

apparatus of the machine. All references in quotations are from Williéegsjords p. 201.

% Armstrong, Technologyp.79.

3% Armstrong, Technolog, p. 79 (citing Marx, KarlCapital, vol. I, trans. Ben Fowkes (London:

Penguin, 1976), p. 503).
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The machingin contradistinction to the toak not simply an extensioand does not

all ow the body to retain its privileges
living appendag 0 , i's subordinated to the needs
imperatives of a machinic logic. The tool, being primarily extensory, remains subject

to the user; the machine, however, insegats own pseudsubjectivity. To operate

successfully,tliere are operational systems that need to be fulfilatmay well be at

variance with t he needs of it he humano.

fatalismo to which Drakakis and Liebler
argued, such a redtion gives only part of the complete picture, and misses out the

dialectic tensions and fluidities characteristic of the modern.

The machinecan be an extension of a human capability, but its relations with the
body are such that its functions temdhave a disciplinary effect. Similarly devices
that appear on the surface of things to be benign extensior&gainea disciplinary

effect upon the body and the individual as forceful and inexorable as that ascribed to
At he machi neo.play &RBoehm systenmgbaftinet,is, an the one hand

(admittedly a rather romanticised one) extendthe human voice; on the other it

potentially subjects the player to the disciplinary strictures of orchestral playing,

(0]

1

0

[

notation and subserviencetoaconducfos di recti on and a compos:

There is an anxiety about technology internal to the structures of modernity that comes
about in connection to human subjectivity and agency. Where technology operates
according to the logic of the machine, human ageas imagined to be undermined or

di spl aced. Halliday seems to echo Mar x

between being a machine and the liquidation of agency . . . When one is part of a great

w
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machi ne, one ceases 1t Thet modemmedbdenoevmt ¢
humano emerges against the fear that A[] a]l
in endowing material forces with intellectual life, and stultifying human life into a
mat er i &l Thi§ marks andanxiety that as humaersm to be becoming more
and more machinki ke they are thus | ess capable of

a consequence, while machines seem to be taking on lives of theif own.

The human body has long been thoughinoterms ofa machingand consegent
upon this is a strong line in cultural theories of the body that places it on both the side
of technology (figured rather crudely as tool and under the control of a masculine,
intellectual agent) and ofhé feminine in opposition tonind, agency and &

masculine. That the body is in some senses always already mechanical need not in

and of itself problematize fAthe humanodo as
i deol ogi cal l i ght, as much more than the p
% Halliday, Sam ADeceit, Desires and Technol ogrymforA Medi a F

Modern Language Studie87/2 (2001)p. 15Q Thelossofndi vi dual agency through b
of a great machi nGaup Hsyhology aind the Anglysis-af theulidiere he notes

the loss of individuality that individuals experience in a crowd. Crowds and machines can be seen as
characterisip modernity and have been imaginatively short circuited together as sites in which
individuality is subsumed into something greattre individual as part of the mass, or a component in

a machine or otherwise effaced

®Mar x, fASpeech afThehPebdpbiedei Paggotdp. B.er man,

Kl aus Benesch identifies a similar i ssue in Walte
Mechani cal Re pr oduseemsdonadticippg@e t an8eBpamhesés i dea of
the ai hor 0 thé proposgitn thato y becoming s have somefisadc creas & d etro

aut hor sBempjoarmisme Walter, AThe Work of Art in the Ag

in Arendt, Hannah (ed.)lluminations trans. Harry Zorn (London: Pimsb, 1999) pp. 224226).

Benesclsuggests hat Benj amin touches fAupon a recuwmnring thei
essentialist, technophobic anxiety about the loss of authorial control, a fear that resurfaced with each

invention of new mode o f writing andBememmiuthni ckltdawsn,0 AWr i ti nc

Technology and the Failures of Representation in t
Wutz, Michael (eds.)Reading Matters: Narration in the New Media Ecolddyhaca and Lonan:
Cornell University Press, 1997p. 78) . I n the same essay, Benesch

February the 5th, 1912, where he writes of a visit to a factory in connection with his work. He sees the
factory girl s as h aees fixefd byithe inpessans roisecohtise transmissidn beltsy  f

and by the individual machinesThese girl s farendt people, you donodt
themd .For Benesch #A[T]his is certainly notoddrrhe Whi t ma
age and its corollary, rapid technological progres
Body EIloé t86%. i Rather, Kafka chimes in with the antimodernist discourse of humans

becoming machiné Benesc h, A Wr i t i negWhimaano, WaltTleeLollectee Poen& 9 . Se

of Walt Whitmar{Ware, Herts.: The Wordsworth Poetry Library, 1995), pp968
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the mind, associated as it is with agency and the masculine, also becomes susceptible

to mechanizatiogualoss of agency, themuickly emerges cultural panic about the

threat tofthe human.*® The machine has no room for error, for a soul that can be

tempted, or for kindness and feelimys When themechanizationof the human

becomes an issue, exacerbated by an apparent increase -mobseddrationalism,

there is suddenly less and less room for the comforting sense of fallibility and
unreliabilityinwh ch At he human ¢ Iwe snackire ésmpredicabler e si de .
and consistent, the human, under the sign of technological modernity, is not. For
Freud, writing in 1930, humans have fAia nat
unreliable in theitw o r *k @his has become something of a cultural trope, finding

persistent expression at many lsvef culture up to the presefit.

¥Benesch traces a series of relays in Kafkads thinl
writing in whiecph efstemda sh arhde oteinl Ir erpresents the text
this is a technophobic view, and Ain the real world
always represent only the machine ( Benes c h, A Wr i t iWhibte thislreas aringofe s 0 , p 9

Kittlerian hyperbole, it does crucially underline the cultural panic when machine culture seems to lead

to a breaking down of the separation between mind and body. The loss of authorial control of the text

under the regimes of techioglical writing dissemination and receptioaven if thisis ultimately only

thefantasyof the loss of contrglthatBenesch finds in Kafka, is a site of just this kind of anxiety.

%t is worth noting here the internally inconsistent mapping of techgiphogdy and the feminine as

an indicatorof the humarmachine anxiety; the precision aladk of feelingsattributed to the machine

do not sit well next to the moral fallibility, materdahdness or emotionality attributed to the

feminine. Though simildties may be attributed to the feminine and the machine at certain ideological

levels, these mappings are exposed as contradieititin the self same ideological configuration.

40 Raymond Williams notes the sense in which to be human is to sufferafnonftimately likeable,

comforting fallibility, something which distinguishes the human, even the morally corrupt human (the

likeable rogue, the weak spirit that cannot help itself), from the perfection, infallibility and coldness

associated with the maicie. As mechanization proceeds, the notion of what it is to be human begins

to be characterized by those aspects of human behaviour that are -coechenical, behaviours that

are spontaneous, instinctive, unpredictable or fallible. (Williggeywords p. 151). Interesting, but

the subject for a different text, is the persistent anthropomorphization of certain machines, particularly

cars by their owners, and ships and (at least in American popular song) steam trains by their operators.

“! Freud, SigmundCivilization, pp. 3839.

42 Raymond Williams discusses this issue in some det#ieywords pp. 148151, particularly pp.

150151 . A fairly recent manifestation of this can b
in early MIDI sequencing t&hnology with a process that, with more or less subttatydomly

displaces the otherwise metronomic regularity (with its associations of rigidity and coldness and lack of

ifeel 0) of t he -pffasdwvedonity data. Radl ThiderDe notes thia interesting

Afhow the édhumand has been defined, primarily within
(Théberge, Pauhny Sound You Can Imagine: Making Music/Consuming Techn(iamnover and

London: Wesleyan University Press, 1997)226). In other words the nearest approximation to a

human ffeel o0 that a MI DI sequencer is capable of is
uncharacteristic of human behaviour, which tends to be patternedaosely speaking repeatable

the random is a key el ement remévehe composet amdtioer, i n John
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agency. The system requires not simgpl
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t e anfodels & losg gf humén t he f

Afexternally i mposed

direction, but rather an internally regulateody ancillary to the machiog® In these

terms, the body is not simply extended by the machine, neithesinsply subjected to

the logic and regulation of the machifrom the outsidé framed, as it were, by the

machine. Something of the machine seems to enter into the body of the worker, to

possess the worker, whose basgiyot then simply connectdditi s faarnycitld o t he

machine and Ai nt etr nTadrel iy a im@igt wiblationeod the b y

boundari es of t he S

el

f and the body that

threatens the very sense of interiority and mind. Pphividesa familiar theme for

many different forms of twentietbentury horro story, standing for sexual

penetration, infectionpossessioror invasion The machine that can be regulated

allows for regulation to flow back, so to speak, into the body, usurping agency as it

imposes its own sets of controls upon the worker; froemaibparent externalisation of

the body into the machine the machine comes to be internalized back into the body,

which becomegegulated according to the imperatives of the machine in its turn. The

human expression from musitlowever,when compared with the regularity of the machine it can

stand metaphorically more towards the human than the inhsiglamf things. Though it would be

going too far to try to construct an argument that equated the random with the human, Freud and the
programmers of MIDI sequencing software render transparent an anxiety that machioesadienal

and predictable. d¥ explicit cultural expressions of this one can turn to the imaginative, technological
dystopias of the midwentieth century (the already referred to novels of Huxley and Orwell, Fritz

L a n Yétrspolis  We The BimbesMachiné though we mightalsom! ud e CModepnl i n 6 s
Timesnot as horror but as a technological dystopia reduced to ridicule). The horror of these works is in
the fear that a humanising irrational which stands for human fallibility, choice and agency and therefore
humanityper seis absent or under threat. These human attributesbaadgmeéruman when what it is

to be human is constructed as the opposite of the machine.

43 RabinbachHuman Motor p. 35

“ A brief list of examples might include films such as The Devils of Loudon, iowax the Body

Snatchers, Twentif i ght Days Later

a n d Draculg e | Tsh osnuacsh Masn nBorsa m S

Doktor Faustus For the ways in which the boundaries of the body are transgressed see also Kristeva,
Julia,Powers of Horror An Essay on Abjectigitrans. Leon S. Roudiez (New York: Columbia

University Press, 1982)The trope of infection and contagion in culture is central to Hutcheon, Linda,
Opera: Desire, Disease, Deathincoln: University of Nebraska Press, 1996).
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machine emerges, in this reading, as a kind of scredgheddictual control of the

individual under the disciplinary regime of modernity, a scapegoat of capitalist modes

of production, the reification of the imperatives of capital manifest as nothing more

than a more modern and efficient means of productionweder, as | have already
suggested wi t h reference t o Raymond Wi | |
Amachineod and @ me c hstanding sens® that thehragricallturals a | o n
labour force were already cast as somehowtlesmsh u man @A medc hanlitc ailss t h
possible to trace a redoubling of the sense in which to be human is to be in opposition

to the machine that is exacerbated by the anxieties inhering to technological

modernity.

Prosthetics

One productive way of negotiating a relationshiptween the human and the
technological has been proposed by Tim Armstrong, whose research | have already
briefly cited. He presents modernity as it is reflected in a diverse range of different
sorts of written texts (novels, advertising, poetry, sgape reports, pulp fiction etc.)

where the idea of the prosthesis servesmgansof interpreing and understandg a

range of different technologicalipformed cultural expressions. He identifies two
general categories of the prosthetic, one of whicheredd human capabilities
(microscopes and telescopes, for example, enhance otherwise normal vision at either
end of the scale of distances), which he o
the other compensates for human deficiencies, making up fack or incapacity

often figured in terms of an incapacity to cope with the demands of modernity, but

also including corrective spectacles, hearing aids, artificial limbs, and sevbich
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are thereby figured as fnvelgupdnithese easin | s hal

the remainder of this chapter.

Armstrong notediow posthesis is defined in an early edition of the Oxford English
Dictionary as a prefix to aaxiging word, and only in a slightly later editiaoesit

acquirethe modern sens# artificial limb or other replacement body part. He writes

that A[w]hat is grammatically an addition
OProsthesisdéd is thus a useful heading unde:
interventions, tehnology, and writing in Modernisiri> This offers upan especially

productive model through which to examine the phonograph as it relates to the human
voicei it is an extension of the voice, busalcovers the lack of the voice insofar as it

is able toput the voice where the voigée not A number of writers on modernity,

from Baudelaire onwards, have noted pressures, tensions, anx&ttsstresses
generated and exacerbated ipgustrial, urban societies that can test the human
capacity to cope tds limits. It is thuspossible to sea connection between the idea

of extensory and compensatory prostheses; extensory prostheses extend the human
and what is expected of the hum#mthe point of stress, some form of compensatory
prosthesighenbeconing necessary to cope with the experience of defayiear lack,

in the face of such an ovextension.

Armstrong traces the relays that ooed between technological developmetitat
may have beemitially modelledon the bodyand, by a kind of menymic analogy,
on the perceptcondiotfi aonhoe itedhnogmgoalechaages and

affectingthe body from the later nineteenth century through to the interwar period of

5 Armstrong,Technologyp.78
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the twentieth. He examines the badymodernityin relation to theorig of energy

flow and consumption or waste. He thus tatkserms of the engineering of gender by

medical interventiofofi deas of t he b o digsaomtrolieéthroughduct i v e
eugenics,and how experimental artistic procedures such as automattng,

cinematic editing and montage, and other aesthetic structba¢shave acquired

privileged positions in many twentiettentury accounts of modernisnelate to ideas

about the body during the period. What becomes clear as his argument proceeds,
resulting in a productive set of ideas for the present work, is the way that technology is

not simply a thematie a subjectfor discourse- but has concrete and identifiable

effects upon the material of literary culture and upon conceptualizationsabfivth h e

humad ¢ a n at anten@ when its emergence as a reaction against mechanization is
threatened by precisely that mechanizationin relation to the present work

Ar mst rcanceptdfs A pr o st h e providesapwdletivegiowamdgom

which to negotiate the relations of voice and phonograpt§ince his theory of

prosthetics allees not only for the c@xistence but the interdependence of their

negative and positive attributeis, seemsappropriately formulatedo deal with the
structurallyand epistemologically interdependent contradictions that | have noted as

integral tomodernity and modernismSignificantly, he also allowsfor prostheseso

take on the function of toolandb r machi nes ( acordiNtptothed s t er m
conditions of tleir implementation rather than any essential, immanent characteristics

of their ownquaprostheses.

“®He deals specifically with early surgical seixange procedures, and hormonal supplements for

rejuvenation (Armstronglechnologypp. 133183). Suggestively, he also notes that the term used for

the addition of sound effects, music and dialogue éwipusly silent films prosthetically

compensating for a |l ack that becomevaskesopmar ent once
col l oqui adllan daisn gicg dézAnolagypp.r2atp2g, 244-247).



23

Prosthetic phonography

Armstrongo6s t heopeans up afspacg inowhichhte thinkcabout the
relationship between the voice and phonographicrdéicg. The phonographic voice

thus becomes a site at which the issues and anxieties of the human are played out in
specific and particular wayd. propose that phonography can be understood in terms

of four prosthetic functions prosthetic memory, présetic writing, prosthetic

listening and prosthetic speecBkxaminng the phonograph in these terms camve

as ahermeneutistarting point from which texpose some of the anxietiesncerning

the human in relation to technology time latter part oflte nineteenth, and the first

half of the twentietltenturies. To what extents the phonograph tool, and to what

extent is it more of a machinaccepting the possibility that prostheses can occupy

both positions? What status does the phonographice vaaguire, either as a
disembodied human presence, or the voice of a machine? What is the more general

effect of this on the cultural imagination of the voice itself? There is a reciprocity in

our relations with sound recordiag toolthat draws the huan out, and articulates it,

whereasas a machine the phonographsubsume and subordinate the human

redudng it to an element in the machine, governed by a macloge. The voice of

the phonograph i n Alfdr exardpleSoands liked svonkyr ose po
machi ne: AO my head, my head, my head, Al |
have taken my head, myhead nd put me *i stvoa lad 6tse av otiicnel oOat

of | bGhestsdss sounds like a machine; his syphiksaged brain having

" Quoted in Kittler, FriedrichGramophonéFilm Typewriter trans. Geoffrey WinthrofYoung and

Mi chael Wutz (Stanford: Stanford University Press,

i n t he De SdundCuturg2@04 httr//www.soundculture.org/texts/kahn_deaf century.html

(unpagirated web page), accessed 16:22, Saturddyld@uary, 2008Kahn cites Maurice Marc

LaBell e, who |ikens the techniques Jaratychisers ittod fia
(LaBelle, Maurice MarcAlfred Jarry: Nihilism and the Theat& the Absurd(New York: New York
University Press, 1980),pp.26 ci ted in Kahn, fiDeaf Centuryo (unpag
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finally collapsed, his human capabilities for thought, interaction and feeling have
disappeared. He is left repeating over and over again, like a cracked record, his last
wor ds, fthe machiicudehamanization of his unchanging voice thrown into

horrif i ¢ relief by his motherdés everf more emol

The earliest models dhe phonograph werenvisaged byEdisonas recording and

playback devicei The main wutility of the phonograpt
letterwriting and other forms of dictation, the design is made with a view to its utility

for t h at® Thea phgnogsaphdt its inception was thus predominantbyr

recording voices rather than the dissemination of prerecorded materials. It could store

speeh and replay it at a later time and in another place, and is in these terms best

figured as a positive, extensory prosthesis. John Picker, a cultural historian who has

done much taccountfor the aural experience of the later nineteenth centurytes

t hat A[ft] hrough 1its mechanical reproductic
forms of control and interaction that late Victorians found not impersonal and fearful

as moderns often did, but, in a period of diminishing mastery over empire antf,the se
individualized, reassuring, and even desirableThis suggests an early phonography

that is personal, so to speak, human even, a technology that could be figured in

““Whereas Osvaldoés fAt he cationsithétexsof theoplay, thaseforpis et at i ve i
mot her6s finod are extensive, aThathe) aré ot rineasensef or each
stuck on their final words allows for the radical differences in their subject positions to beida#iynat

reinforced, Osvald the bratttead machine, uncannily repeating an identical sound, his mother

performing the hysterical, hypé&iuman, tearing at the emotional limits of her single word as though it

were something binding her against her will; Bexen, HenrikGhosts trans. Michael Meyer (London:

Eyre Methuen, 1973 [1881]), pp. 9B.

“Edi son, Thomas Al va, #f T fhe NdthAnercgnrRavpi26 Qandaryi t s ut ur
June 1878), p. 531. As S ®r g iopnogréphsenittrdemestiot es, AEdi so
recording capabilities until 1912, when he abandoned the recordable cylinder for a disc model, a move

that preculded excursions into dilettante sound rec

from Both Sides of the Lowdp e a keemarndlg Music Journall3 (2003), p. 68.

Y see higvictorian Soundscapefor example, (Picker, John Mjctorian Soundscapg©xford:

Oxford University Press, 2003)), as wad the article cited in note BElow.

Picker, JohamriMan AJTha &f ctNew Lit®ancHistorg32/8 (200R)p.c e O ,

770.He cites Joyce, Woolf and .Eli ot as examples of suU



25

Benjamini an t 8andthis veosld bé exempéfiedi bg the garecord
playback phonograph$. Benjamin relates what he calls the aura of the original and
uni que artwork to its dAcult val ueo. Cul t

artworks designedor reproduction, proliferate so that photography, for instance, is

read asa primary site fornts displacement However, Benjamin not e:
does not give way without resistanceo, it
human countenanoé& | n t he faces of family and frienc

loved ones, absent or dead, offers a last refuge for the cult value of the @ieture

Within the impersonal, democratized and couateratic technology of photography,

t hen, a residue of cult wvalue, of aur a, r
accd e n't t hat the portrait was °tdoreethifigo c a | p o
similar could be said for the human voice in phonograpiNo matter how many

copies are produced of a recording, listeners still feel a degree of personal proximity

2 part of the uncanniness of the voice is its ability to endure reproduction with hardly any loss of its

aura. Itwould seem that this endurance of aura, the persistence of presence even in absence, is most

likely an attribute of human perception which has a particular relationship to the voice. One

explanation of Raudive voices is the perceptual illusion that andéear the human voice in anything

if one listens selectively enough (rather like seeing faces in random assemblages of objects, or the

surface of the moon, or in clouds). This suggests that active listening is able to impose a spectral

template, as it @re, upon noise suggesting the primacy of the voice in sound perception. Michel

Chionwritesil n act ual movi es, f oalltheaseuads indudimgtche bumanr s, t her e
voice. There are voices, and then everything dis@ther words, ineery audio mix, the presence of

a human voice instantly <ClidndMiclephTheaVoiteineCmempac hy of per c
trans. Claudia Gorbman (New York: Columbia University Press, 1999),

%1t is important t o gnatiad that for sdmie ofkile redrlest listerers the i on by
phonographic vice was anything but reassurirg;s one early commentator wrote
the devil (Rivekegr ti fing€idct olrshal lne examinirey8ome of the &8 ) .

resssuring aspects of the early experience of the phonograph later in the present work. However, it

does seem likely that the earliest recordings would retain more of a sense of direct connections with the

moment of recording than would be the case twentioty years later when the commercial sale of

prerecorded discs and cylinders had become much more widespread.

*Benjamin, fiwWork of Arto, p. 219.

®“Benjamin, fiWork of Arto, p. 219.

*Benjamin, fiwork of Arto, p. 219.

" This needs to be qualified by thagmatic caveat that the phonograph was developed most
specifically to record the voice, and the very earliest models were, for basic technical reasons, not

much use for anything else. This is due to the small mouthpiece for recording, and the ninegssity

the speaker (or singer) more or less press their mouths into the mouthpiece.
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to the recordd voices of people they know or kn&w.This (in a sense always

already) auratic quality of the recorded voice has been internal to phonography from

the starf°t he phonograph was <c¢closer in spirit t
When Edison presentdds machine in public for the first time, histed potential

uses for his inventiom which he includedecordingthe lastwords ofthe dying
significant moments in oneds | ifegcanand t he
be read as the somequivalentofp hot ogr aphyds retaining trac:eée
is crucial toremember from the preseday perspectivés that in the late 1870s the

notion that phonography would ¢c@me overwhelmingly used for the commercial

distribution of prerecordedmusic, rather than as a recording and playback device for

the human voice, was not really on the agehda.

®Sara Danius, writing about LeopoUldseProposestitas reveri e
Bl oomés thoughts all ow for t heothewiceasthephatographt hat A Th
is to the f acEhéenseshbModenism: TeShmalogy, Perception, and Aesthetics

(Ithaca: Cornell University Press, 200R),182.

% Though as | have already hinted, this auratic quality has run in parailelawiequally powerful

uncanny and disquieting sense of presence.

% Technical restrictions meant that it was difficult to mass produce copies of any particular phonogram,

and in any case, Edison thought of the device primarily as a means for takingaimstaist and

automatic dictation. See Gitelman, Liszripts, Grooves, and Writing Machines: Representing

Technology in the Edison Ef&tanford: Stanford University Press, 1999), pp621 Jason Camlot

assembles consi der ab |oeoctiens of theidea & tha phandgragh[tie]lossofe ar | 'y pr

flfaurao, the failure of a sound recording to convey
degrading effects of mechanical reproduction (as it
reproductims of painting®) (Caml ot , Jason, #AEarly Talking Books: Sp

Anthologies, 188 9 2 Babk History 6 (2003)p. 154) In fact, even though the claims made for

the realistic reproduction of the voice were often wildly exaggesad ( see Emi ly Thompson,
Music, and the Quest for Fidelity: Marketing the Edison Phonograph in America;1187Z Blsical

Quarterly, 79/1 (Spring, 1995), pp. 13438 on how poor the quality of recordings were, often making

it impossible to cofidently identify the identity of the speaker), it is surprising how much listeners

were prepared to suspend their disbelief and hear the recoadifigg ur at i ¢ 0 . As | shall d
more depth in other sections of the present work, this suspensi@belief is in and of itself a

significant phenomenon. One of the fascinating aspects of the reception of the phonograph was the

levels to which early listeners were willing to assent to the realism of the recorded voices when it is

clearly the case th#éite sound is in fact nothing like the original speaker. This suspension of disbelief

is paralleled in the reception of early fillhsudiences were prepared to believe so strongly in the

degree to which film reproduced reality that they famously jumpédfdhe way of an apparently

approaching train projected onto a wall, despite the images being jerky, black and white, two

dimensional and devoid of any of the associated sounds of the railway; seedaam s Comol | i 6s
observati on ab o uoess ofiheliirst spectatorsrecogmizee thayirmages of the first

films 1 devoid of colour, nuance, fluidifyt he i dent i cal i mage, the doubl e of
JeaslLoui s, fAiMachines of the Visibl eads)ThaCindneaticLaur et i s,

Apparatust New Yor k: St),.p. 1Meited in Silbesman, KafBe Acoustic Mirror: The
Female Voice in Psychoanalysis and CindBlmomington and Indianapolis: Indiana University Press,
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Since, as already noted, the early phonograph was a recording and playback device (a
function that disappead in domestic technologies until tleemmercial availability

of tape recording after the Second World War), the voice as it exists in what | shall

call its firecordabilityp, unique and specific, entwined with the social relations in

which the recordig takes place, retains a sense of auraspide its technological

mediation and reproducibility, it t&nsa connecion to the lives of the speaker and

the intended listeners. The voiteits-recordability has a comparable status to the

family photograph; it retains specificity as to its makiagdhaspersistence, unique

in time and plac&. Although it is a different order of phenomenon, there is also an

affinity that can be traced (or perhaps a trace that can be imagined) between a cultural
phenomenon that retains aura, despite the techisalagediation that might destroy

It and Marxos i1dea of the tool. Though
bot h, i n a sense, technol ogi cal medi ati ons
inherently affect any specific human being such tlabhshe becomes subject to a
discipline that is machinic in natute.The phonograph operating on the veikéts-
recordability, then, has a status comparable to that of théatidelst in terms of what

we might callthe structure of its functioning

However,the phonographic voicdso sets upor is apropriated in the setting up of
power relations that can be understood in terms of the machine. This is when the

phonograph is used as a playbaciy device, or when its effect is dependent upon

1988)p. 5

®1 For theoretical poditns on family photography séei u, Cat heri ne, AGetting to t
Phot ography, Aut o blrhesSguthapahtiz Quarkddi/@l (Sumimery2602), pp.

519539; Barthes, Roland;amera Lucidatrans. Richard Howard (London: Vintage, 2P0

%2 Though there is a discussion to be staged as to whether a photograph could become the fetish of an
obsession, and thereby exercise something of the ef
commodi fi eddo uponCanpuseapmni¥5163.ee Foster,
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the playback function in isolation, separated in time and space from the act of
recording. Under thesecircumstances the phonograph acqui@@ machinic,

di sciplinary function remini scenthipof Mar x
between the machinand the worker. Under the regime of phonograpliye live

voice becomesubiject to the machine as the phonograph is transformed from a local,

personal device inta technological base for the industrialized distribution of- pre

recorded music and voic&s.Under this process the logic of the machine flows into

that which is subject to the machine, transforming it rather than simply disciplining

and ordering it.Prosthesis thus does not simply extend, or compensate for things, but

can havea more determinamffect uporhuman subjects under modernitenjamin

aluds t o this i n his the soveh gnd thelTnewspaget dorngtt el | er
simply externalise something inside writers, but their form, the modality in which

they circulate information, also fian effect upon the reader and the culture at farge.

To control the apparatus is to contitd operator; the disciplinarity inheremt the

machine flows back, as it were, into the body and consciousness of the operator.

% Much of the early commercial exploitation of the phonograph and gramophone was for recitations of
poetry, dramatic scenes and monologues, and spoken
“Benjamin, ppS878r ytel l er o,

® Rabinbach notes hat when the symptoms of fatigue- are trea
energi sed. The fAcureodo for modernity is-anhus to b
escalating and inescapable logic of coercion and control. If the human sujdne controlled and

disciplined through interaction with something externally manifest such as a machine a similar logic

pertains to some early theories of psychiatry. Charcot, for example, treated the hysterical patient Mme.

D. by hypnotizing hertheree nacting a modi fied form of her origin
el aborates the memory and thus removes its potency.
[in the memory of the patient] he destroys its ability to continue to affect theusesystem. The past

is in the way. By changing the past [through themactment of a modified form of the initial trauma

while the patient was under hypnosis], the psychologist opens the ptesiluf new memory for

Mme. (Rot h, Mi cihaall , R d e mbdemismingodernitgi2r§1996), p. 10).
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Because the phonograph tséorms from tool to machine once the device enters into
the industrialization of sourfdit is as a playbacknly device that its auratic potential
withers. There is nothing inherent to the phonograph that determines whether or not
the recordings are aui@ but rather the socioultural circumstances within which it
operates the chief effect of theommodificationof playback as such seems to be a
kind of perceived standardisation of product, rather than anything explicitly
Amachi ned s o udnbe iattrigutedt tb aome immandnt tendency of the
phonograplguamachine. The Marxian machine is thus a satitbural phenomenon

that constellates particular production practices, behaviours and power relations

arounda particular technology, not somethiassential about the technology itself.

Exemplifying this, and | ocating it histor
performance sounds | i k€& Tihe recording msurpsito nogr ap |
place thashould be occupied by the spontanecusdda | i ve engagement of

minds and bodies with their texts. The phonograph figured as prosthesis is not only a
subservient tool for storing and distributing sound, but turns back on its ostensible
subject (in this case a live musical performararg) subjects it to a machine logic of
repetition and standardization which, through its social production, becomes
conceptually internal to the musical sound. As the recording acquires the status of
precedent or standard, so live performances becoménmaliysextended by recording

but subject to it as a standardizing and disciplinglhgnonenon® At it most

®f. . . the separation of recording and playback
consumption of pr er ec o Raheakd Tdkes A& Short Hisorly af Rexarding Mi ¢ h a e I ,
and Its Effects on MusiLondon, New York: Verso, 1995, 41).

Adorno, Theodor-CWarat®©erthe Mesishand thie Regressi
Adorno, Theodor W.Essays on Musjced. Leppert, Richard (Berkeley, Los Angeles, London:

University of California Press, 2003), 301

. For exampl e, Adorno hear s singerséo voi ces becom
fetishization of music that comes about as aredultat he r ecor de Woicesuaeihaly i ndust ry
properties like a nainal trademark. As if the voices wanted to revenge themselves for this, they begin
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extreme, the living body of the performer is reduced, according to the internalization

of the logic of recording, to little more than a machindfitse that in the same way

that the factory worker is imagined to be subject to the rule of the machine, the

musical performer is subject to the rule of the phonograph. For Adorno, the logic of

the machine is always in opposition to the proper productiant® and he singles out

one of the most commercially successful recording artists of his day, Toscanini, to
exemplify this’ It is, however, important not to equate tle¢ishization of music

with the mere fact of recording. As | have indicated, r@iogy, in and of itself, can

retain fAaur ao, and need not | ead to standa
every different interpreterds performance
of a work by a single interpreter, means that in thélee listener could to all intents

and purposes always hear a fresh interpretation. It is the conjunction of the
phonograph with industrialization and its secidtural consequences that sets up the

conditions of possibility of, but which does nadeterministically cause
standardization and fetishization, which A

of listeningo.

This attitude to recording is not restricted to gudpulist Frankfurt School critical
theorists, and it is interesting to nob®w pervasive the notion is that music is
somehow more authentic if it is distinctly different from the recording. It is even
possible to suggest that producing live performances that are explicitly at variance

with the recorded version can be figuredaasite of resistance to the machinic and

to lose the sensuous magic in whose name they are merchandised. Most of them sound like imitations

of those who have made it, evenavh t hey t hemse(Adoeso ha€CBamadgkerir 6p p.
295).

“see Ador fCh,arfmkdateir3d@h pp. 301

“8The official ideal of performance, which covers t
achievement, helps to sanction a condition which, in a phrase of Esiigarermann, may be called the
barbarism of perf &htairacd ef AdJompno 30AFetsieeh al so pp. 2
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industrial logic of the recording industfy. The punk singer Joe Strummer, in a

televised excerpt from a live concertintheat® 70s j eers i nto the a
wants it to sound | idudendefees back atbim tde?soeera nd wh
AMe neither o and | au n?cFoemanyijazzmasicenshtee n e x t n

challenge is to reinvent the same materials in new ways every time, and in free
improvisation there remains a strongly held position th& tre live, spontaneous

event is worth experiencing. Derek Bailey, who was ironically one of the most

prolific recording artists in the world of free improvisation, suggests that repeated

|l i stening to records dul | souttduld only pldyeact of t

recordonce i magine the intensity %oubd have to

Because it became the primary Aproducto of
above are taken from music, and do not exemplify the yogzese The priciple,

though, by which the recording becomes the model or the standard, the way that the
disciplinary function of the machine can be internalized through phonography, can be

traced in the use of the phonograph in elocution, the setting up of a stavatacdrt

be repeated over and over until the voice of the person whose speech is being trained

can peréctly imitate the standard promci at i on. Eli za Dool i
Pygmalion or in the filmmusical adaptation ady Fair Lady, is subject to the logic

of the machine in this way. Ethnomusicology has similarly used the phonograph as a

"Though the pessimistic reading of this might well
fipseiuddi vi duali zappanménwheéeei aniyon from the norm cal
or open mar ket on the basis of standardization itse
another saleable attribute of a marssPapdltaurr aMu ssitcadn d
[1941], in Adorno, Theodor WEssays on Music: Theodor W. Adoyned. Leppert, Richard

(Berkeley, Los Angeles and London: University of California Press, 2002), ppl@&B1n particular

pp. 444446.

2The Way They Werby Trish Linae (Granada Television, 1986), BFI-ine catalogue,
http://ftvdb.bfi.org.uk/sift/title/392356

S Watson, BenDerek Bailey and the Story of Free Improvisatibondon, New York: Verso, 2004),

p. 416 Bailey also discusses whether recordipgoducing a finished artefactmight not even miss

the point of free improvisation completely (WatsBerek Bailey pp. 412416).
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kind of scientific device for the dissection and categorization of folk songs, bringing a
particularly Eurocentric order to musical expressions that would othelva sag in

thosesame terms, as undisciplinéd.

The disembodied voice

Strong and culturally meaningful relationships relate the voice to the living body and
presence. These relationship have constituted some of the more significant discursive

topics of a brad spectrum of thought during the twentieth century where the voice

finds itself located within a complex economy of meanings and mediations. Notions

that the voice evidences an embodied consciousness, for instance, have led to its being
coopted indiscar ses about sel f, mi nd and authent
presenceo0 whose deconstruction was the sub
writing.” T o reductively schematise the compl e
critique, speech, for the spes, is simultaneous with thought and as such appears to

by-pass signification with its associations as the external representation of an internal
consciousness. As Jonathan Culler puts it
meaning: words issufom the speaker as the spontaneous and nearly transparent
signs of his present thought, WHhiscih the at
seen as evidence that such gesence is proximate to an ideal (in the Platonic

sense) truth that is figurems being external to mundane experience. Subjects who

hear themselves speak, and who simultaneously understand their own speech are

figured interms o6 6 e n t e n dtheeFremcla verdlertendremeaning both to hear

™| will attend to the implications of this in more depth in Chapter 4 of thegmt work.

> The best known of which is probably i@ GrammatologyDerrida, Jacque€f Grammatology
trans. Gayatri Chakravorty Spivak (Baltimore and London: The Johns Hopkins University Press,
1976)). See alsNorris, ChristopherDerrida (London:Fontana Modern Masters, 1987), pp-81,
Culler, Jonatharn Deconstruction: Theory and Criticism After Structuraligrandon and
Melbourne: Routledge and Keegan Paul, 1983), p{i189

"6 Culler, On Deconstructionp. 100.
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and to understand), a concept thatnges a naturalization of the equation of voice
wi t h presence, t he critique of ®Wfh i ch fo

Grammatology’

The idea that the voice is contwus with the individual, whose soul survives death
and is therefore immortal is reimfied by the phonographic experience of voice. That
which is most evanescent and transitory and tied to the physical presence of the
speaker is suddenly able to exist independently. The human voice,

at any subsequent time [to the instance of its recoydimght be

automatically redelivered with all the vocal characteristics of the

original speaker accurately reproduced. A speech delivered into the

mouthpiece of this apparatus may fifty years henteng after the

original speaker is deadbe reproduca audibly to an audience with

sufficient fidelity to make the voice easily recognizable by those who

were familiar with the originaF
The voice rtehcaotg niisz adtliel Ibyi t hose who were f

after fifty yearsunderlines the aatic aspects of the earliest imaginations of the

phonograph.

The disembodiment of the voice, though, does its own cultural work; the voice of the
phonograph- and of other audio technologies such as the sound film, radio, and
telephone resonates witlthe voices of the dead. The immortality of speech was one

of Edisondés very f Panddttheshnaeitimesthefpbonogrhphis ma c h

voice, having no evident human source, is able to be read as a ghostly or spiritual

" see DerridaGrammatologypp. 673.

Johnson, Edwar d H. ;Spéeéh Cipahtedfdnddfinite Repetitiorefrorh i o n
Aut omat i cScireifit Amedcsyil7" November, 1877, reproduced in facsimile in Wile,
Raymond R., @Thei TWobdidoa inverdiénfot h b e AB b o Rhorpgrapsh 6, i n

and Gramophonegdinburgh: Royal Scottish Museum, 1977), p. 22 fig. 10.
“fSpeech has become, as it were, immortalo (Johnson
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voice?® On the other handthe phonographically disembodied voice (and its
radiophonic, telephonic and cinematic relatives) also works in the other direction.
Rather than reinforcing the connectedness of voice and self and spirit, it undermines
many of the assumptions about theuna of the voice, in particular the way it had

been assumed to anchor presence and the individual in one time and in orie place

what Derrida marks as the authentic getsence os 6 ent endrRBeingpar |l er
separable from the individual speaker, traredfts in space and in time, and even

being audible long after the speaker has died, the voice is also disconnected from its
privileged position as guarantor of auttieity and presence, and becomes, in Ivan
Kreil kampds words, n o t, detaohgblgonhoor nee ®hi&hsson. fiaut o
emptied out phonographic voice can, under certain cultural circumstances, flow back

(in a process similar to that obtaining in the relationship of human and machine
already discussed) into speech itself, emptying it. Thitheéssubject for part of

Chapter 5 where | will examine phonography in terms of a prosthesis of speaking.

Even if, as Raymond Wile has writténaccounts of the actual origins of the
phonograph are somewhat confused and di st
r o ma & we dp know that the experimental researches which were to lead to the

eventual invention of the prototype phonograph in 1877 were concerned with

8 See Connor, SteveBumbstruck: A Cultural Historyfoventriloquism(Oxford, New York: Oxford

University Press, 2000), pp. 3&®3; Sconce, JeffrejJaunted Media: Electronic Presence from

Telegraphy to Televisiofburham and London: Duke University Press, 2000), ppl;1Peters, John
Durham,Speaking Intdhe Air: A History of the Idea of Communicati@@hicago and London:

University of Chicago Press, 1999), pp-B33, 137176; Weiss, Allen SBreathless: Sound

Recording, Disembodiment, and the Transformation of Lyrical Nost@ijiddletown: Wesleyan

University Press, 2002), pp. -B5.

8 Kreil kamp, APhgo®Rb/graphic Logicbd

¥see Wile, f¥Wndero, pp. 9

8 Théodase, Vicomte du Moncel, dismissing the story in which Edison discovered the basic principle

of the phonogrwoudrathercetevedtrantiieaiscovery wad made in a more serious

spirit. . . . we think too well of [Edison's] powers to attach much credit to this American raimanged u

Moncel, Thédaose, Vicomte, The Telephone, The Microphone and The Phonogi@omdon: C.

Keegan Pduand Co., 1879)pp. 3163 1 1) . The story is recorded in Eoc
McClure,Edison and his inventiorsf 1879 quoted in Wile AWondero, p.
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improvements in the range and quality of telegraphic and telephonic
communication. Thereis,tbs, a significant strand in th
conforms to the model of a prosthetic strategy for coping with the demands of
modernity?> At its origins phonography is imbricated with extensory devices that are
themselves drivers of modernity #te same time that they function as coping
strategies for modernityds demands on the

history marks the phonograph as in a sense always already prosthetic.

The phonograph was intended to work primarily with thekep word, and was quite

generally seen as a device for the automatic wridiogn of spoken text. Speech

content was primary, and the consequent eggaif phonography withwriting is

persuasively argued for by Lisa Gitelnffawho amasses a good dealamhvincing
evidence that the Aprimary model o6 for p hc
communications devices but in phonetic shortifardnotion that was also noted in

one of the earliest eywitness accounts of the phonograplEurope. The vicomtau

Moncel writes in 1878 that

8 See also ChanaRepeatedp. 2; Kittler, Gramophonepp. 2728.

% Freud, for example, notélsat we should not need the telephone or telegraph if it were not for the

relative proliferation of rail and sea trav€réud,Discontentsp. 32)

% Gitelman Scripts pp. 21-61.

A1t is only with blurry and u oockdikethe preeistingi ndsi ght t
musi c box and human memory. I nstead, Edisonb6s prim
models were versions of the telegraph, telephone, and phonautograph, a scientific instrument for

dr awi ng s oGitelman Scaptsg.$5). Offginally conceived by Léon Scott de Martinville in

1857, the phonautograph that Gitelman refers to anticipates some aspects of the phonograph of twenty

years later in so far as sonic vibrations received at a membrane are transferredostiatglgs, onto

lamp-blacked paper which is revolved to record a visual trace of the sound vibrations. For more details

see Wil e, nWbwhddgotes thedetailedldescription of the phonautograph given by

Arthur S. Browne in his deposition @onnection with the case of t@enerican Phonograph Co. versus

the United States Phonograph Company: u | | bi bliographic reference give
n3). The connections of the phonograph to shorthand writing is also nofedneg Lastra wharites
that Athe very term O6phonographydo initially referre

Pitman in 1837, which, by transcribisgundsnstead of words, was expected to offer a more direct,
analogical form of writing (Lastra,JamesSound €chnology and the American Cinema: Perception,
Representation, ModerniffNew York: Columbia University Pres2000), p29. There is, of course,
a strong phonocentrism identifiable in the notion that transcriptisnwfdis somehow closer to the
truethan the otherwise writtemword.
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According to the newspapers, Mr. Edison has already discovered a

way of collecting, without the aid of an acoustic tube, the sounds

uttered at a distance of three or four feet from the instrument, and of

printing them on a matic sheet. From this there is only a step to the

power of inscribing a speech uttered in a large hall at any distance

from the phonograph; and if this step is taken, phonography may be

substituted with advantage for shorth&hd.
Though Iwould finditd f f i cult to affirm Edi sondés prio
Gitelman does, she notes that phonography was in fact originally a term for shorthand,
and her account offers a waliformed and thoroughlyesearched alternative reading
of the primary soumes which challenges deterministic, linear models that see all
technol ogies evolving from their apparent
shorthand together with Aversions of the t
joint ancestors of phomgor aphy she contri bute&ofthe a si gn
network of precedents, concepts and influences that converged at the birth of sound
recording, as well as uncovering some of the layers within the cultural imagination of
the phonograph at itséeption®* Theidea that prosthetics can be both extensory and
compensatory finds strong resonances with the circumstances of the earliest
experiments in audio technology. Notwithstanding the fact that phonetic shorthand,
the telegraph, phonograph andepone are all, in different ways, extensory

prosthetic phenomena, they are also tied to compensation from their earliest

development§.

8 du Moncel,Phonographp. 326

¥ 'n the sense of Athick descriptionodo, the term Clif
his own outline for an ethnographic methodology in the first chapter dh@idnterpetation of

Cultures(Geertz, Clifford,The Interpretation of Cultures: Selected Essgymdon: Fontana Press, An

Imprint of Harper Collins Publishers, 1973), p. 9).

“Gitel mandés research resonates with a aphyanddorically
writing that is picked up later in its developmefttorno, for example, comes to the conclusion that

the particular significance of phonography applied to the recording of music is as a technologically

mediated form of musical script (see Adorich e odor W. , AThe Form of the Phoi
[1934],in Adorno, Theodor W Essays on Musj&d. Leppert, Richard (Berkeley, Los Angeles,

London: University of California Press, 2008),279

At the end of the ni nsaidthaemanyttectmeagicaldevelopmeénts coul d st
were modelled on the bodyparticularly the deficient bodythe telephone emerging from research on
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Although much of the material investigated in this thesis complicates the notion that

the voice stands forthepresee of an i ndividual, a presenc
voice regardless of whether that voice is bodily present (the speaker is in the same

time and place as the listener), distanced in space (at the other end of a telephone), or
distanced in space arioine (in a sound recording), there remains a strong trope in

Western culture that the voice does evoke, and thereby metonymically stands for, the
presence of the speaker. In distinguishing between telephony and phonography the
deciding factor is temporayi; the voice on the phone embodies a presence which the

listener, in interacting with the other through conversation, may be fairly sure is
synchronic with the other | istenerods exper
phonograph there is no suchkattime (or realworld) interactivity to provide such

assurance. John Durham Peters notes that theoghaphic voiceunidirectionally

addresses the listener like the voices of the dead which are oracular rather than
dialogic and which form objects fdnermeneutic reading rather than direct and

dialogic questioningz However, it is also the case (as | shall discuss in Chapter 4 of

the present wor k) t hat the phonograph <can

different conditions, through an anthropampioic fantasy ofs 6 ent endr e par |

the mechanism of the ear; the typewriter from a desire to let the blind write by touch; film from

persistence of i s i Aonmstdong(Technologyp. 81 [emphasis adde}l] Friedrich Kittler and Steven

Connor, in different ways, register Edisonds deafne
circumstances of the invention of phonography (Kitt&ramophonepp. 2223; Connor, Steven,

ATouching Hear i rip://wikvbbkanuk/énglishfBle/edstbalicessed 16th

November, 2007@00:36, unpagingted| e x ander Gr aham BMdviledBell f at her , Al
publishedgp a mphl et on AVisible Speechdo in 1869, seven ye
sonds t @Hiserederdsra@honographic system of speech notation for the deaf based on

abstracted graphic representations efc¢hrrect shaping of the vocal organs in order to produce the

correct sounds of speech, which he had also imagined being applied as a method of telegraphy that

would be functional in any language because what was transmitted was not words but sounds. The
telegraph operator sufficiently wel/l practised at p
language transmitted, for the benefit of the receiver, without needing to understand the specific

language him or herself (s&&e, Jonathamh,See a Viwe: Deafness, Language and the Sefis&s

Philosophical HistoryNew York: Metropolitan Books, Henry Holt and Company, 1999), pp-Z=58

%2 petersSpeakingp. 149.
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Despite this one of the cardinal lessons of the telephone, the possibility that distance
can be overcome by the illusion of presence as manifest by the voice, places an
uncanny ambiguity on our hearing of the phonogeaptoice. The spatial separation
from the act of speech on the telephone opens up the possibility for the illusion that, in
the case of the recorded voice, the temporal separation is overcome as well:

The telephone was justly regarded as an ingeniousiove. . .

but it is destined to be entirely eclipsed by . . . the phonograph.

The former transmitted sound. The latter bottles it up for future

use?
That the phonograph emerges from the shadow of the telephone only to exceed it in
the degree to which performs miracles with the voice is a common trope in the late
18708*. Through this genealogy we can suppose an imaginary lineage whereby the
telephone, in itself remarkable, gives rise parthenogenetically to the even more
remarkable phonograph In this movement the interaction of the interlocutors,
which crucially we would locate as tlaetual signifier of presence, is displaced by a
force that draws its power from the phonocg
and temporally situated naturétbe voicel at least as it had been experienced under
normal conditions up to the invention of the phonograph. The dissociated voice of

the telephone that nevertheless still happens intiraal naturalizes the possibility

that the voice and the spealkae not simultaneously, physically present. When a

“New York Times report dated Novembpe23figli.h, 1877, re
% See, for example, du MonéePhonographwhereone of the first commentators to write extensively

on the subject, bundles the phonograph together with the microphone and the telephone. Something
similar surfaces in an anonymous article Journal of Sciencein 1878 "No sooner had [Bell's
telephone] been practically demonstrated in England than we were startled by an announcement in the
American journals that another instrument had been invented, by Mr. T. A. Edison, which would not
only receive ad register, but also reproduce at any distant period, whatever sounds were uttered into it
by the human voice" JodrmabohScientéBijApril BT m 84%)r & phis o
report receiving and registering would seem to be already ad¢epéedistinction of the phonograph,

as | have mentioned above, is primarily in the disruption of temporality.

% This is, of course, far from the historical realities in the development of the phonograph, but the fact
that there is evidence to supportisacposition in the accounts of the time that exclidesentionally

or incidentallyi the other determinants suggests that the notion that the phonograph both descends

from and supersedes the telephone would be a plausible, if somewhat unreflecitiva fmokold.
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listener then hears the voice issuing from the phonograph, the naturalization of
dissociation combines with an otherwise unprecedented mimetic power to dissemble
the absence of interlocutionin the cutural imagnation of the phonographic voice,

the voice is dissociated from physical presence, yet presence colonises the sound of
the voice such that the one carries the other within itself, supported by a phonocentric

metaphysics that is so deeply cultiy@mbedded as to be practically illegible.

The position of modernsmin relation to the machine

The anxieties inhering to modernity are a central theme of many accounts of the

period and since the early twentieth century there has been a theioatinéithis

through the idea that the experimental art movements grouped together under the
banner ofdmAimedeerens culturally ardisomel ated
by their critical attitudes to modernity. Tony Pinkney, writing in the inichidn to

Raymond Williamsds post humo u s®ldgntifippsuviol i shed
strands that were (in W lliamsdés account)
mid-twentiethcentury theories of modernism. That such theorisations of imisde

were established after the fact, rather t h;
critique of them as manifestations of a selective history constructed by\oolst

War |1l interest groups, rather than a historically more complete accouneéseTh
strandsofpostvar t hinking divide modernism into a
and celebrated modernization and change through the valorization of the machine

culture of technological modernity, often citing the destructive aspects of warfare, or

t he Aperfectiono of Fordi st producti on m

% williams, RaymondThe Politics of Modernism: Against the New Conformistmdon, New York:
Verso, 1989).
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sentimentalized humanisthand a fireacti vedo moderni sm, by
withdrew from the quotidian experience of modernity in favour of a nostalgic and

hermetic art, mouning the losses resulting from modernization, and aestheticizing the

angst and the pathological psychic conditions of the sensitive human soul under such

a regime of machines and crass populist entertainthértie latter position has been

figured asanear i stocratic reaction, a fAimoderni sm
abstraction, transcendence, adnd a r t pagainst the enasses, the former as

another articulation of exclusionary elitism, in the case of the Italian futurists
constituting an aeletic support to fascist ideology that sees a heroism in the
supplanting of human fallibility and frailty by the inexorable force of depersonalized

machinery”?

If modernity expresses itself in often contradictory ways it would be unreasonable t

expect theartisic response to focus on only one of those expressions. Modernity,
though a wuseful i ndicator, i's not one Athi
or bad Where sociaultural reality appears so contradictory, the notion that
modernst art could besimplya critical reaction téhe negative attributes of modernity

or the wholehearted embracing of modernity cannot hold much waisrnodernity

is itself marked by ambiguity so the ideaatadical split between modernity and

" The ltalian futurists and British vorticists would exemplify such a trend.

% We might imagine Schoenberg in such a role, or étahler. T. S. Eliot has, until some fairly

recent reappraisals, been taken as the exapaplexcellencef such a reactive position; later in this

thesis | shall be examining hi$ie Waste Landn the light of recent Eliot scholarship, and arguing that
not only this canonic work of interwar modernism, but other works of the period, cannot be reduced to
one tendency or the other.

“For Berman the futurist embracing of modernity in
aesthetic (musical, pait er 1 y) wayo is, on the one haOrdthe Aa real
ot her hand, however, fiall the people who get swept
tides of revol @ifThendouasdimg amedmdMaihd®d®@8nd ohaFuturi
fi[ T] h e enceisenewhere in the futurist picture. It appears that some very important kinds of

human feeling are dying, even as machines are coming o lif¢ B e Sold,gn25). It is against the

Fascist aestheticizationpfol i ti ¢s t hat Benjamin raises his ar gume
Arto essay, ssertin the need r a politicization

a g f o
(Benjamin, fAWoerB5.0f Arto, pp. 234
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modernism- whether of the enaete or reactive sort abovehasbeen intelligatly

challenged in recent years. particular challenge has been mounted against the

position - which finds its best knownarticulationi n Adorno and Hor kh
critique of theculture industry°-t hat fip o p uwhdd mas s | cteeitwod r € 0

terms often appearing as virtually synonymjowss an effect of, and on the side of,

i mo d e r characterized as being of the (undifferentiated) masses, infinitely
reproducible, and at sever al registers) mec Hani cal ,

stood as individual, unique and (resonating at several registers) organic.

Ideologically, one of the fowational moments in the philosophical lineage of the
Frankfurt School critique iBaudel ai reds attack on photogi

18590 wdrtkalle plabes photographya(s a t echnol ogy) with 7

Aithe action of the mass on individual s, an
the indivi dtaPhotographytab & menharscal,dndustrial process, is the

antithesis of art and i s conf usidotowsi t h art
mobo demande]ld ifodfemaAr two[rsihy of itself and aj

The (mass) public undgtands Art only as mimesis. Baudelaiegicatures the man
in the streetds attitude as dnol believe ¢t}
reproduction of Naturedo . These peopl e

are not artists, not naturally artists; philosophers perhapsalists,
engineers, connoisseurs of instructive anecdotes, whatever you like,
but never spontaneously artists. They feel, or rather they judge, in
stages.analytically. Other more fortunate peoples feel immediately,
all at once, synthetically.

Ws5ee Ador no,MuisOnc oP o(pnuoltaerd 7 Adabonwe) Theodor W., fAOn J
both textan Adorno, Theodor W.Essays on Musj&d. Leppert, Richard (Berkeley, Los Angeles,

London: University of California Press, 2002), pp. 4%0,470-495,

Wwith a capital O6Abd.

“Baudel aire, Charles, fAThe Salon of 1859: The Moder
Francis and HarrisonCharles(eds.),Modern Art and Modernism: A Critical Anthologlyondon:

Harper and Row, Publishers; The Open University Pe&&3),pp. 1921.
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The sandard of value, then, is an analytical one based on mimetic veracity:

7

6an industry that could give us a resul
absolute of art [sic]. . . . Since Photography [sic] gives us every
guarantee of exactitude that we couldigegthey really believe that,
the mad fools!), then Phot®graphy and A
Though Baludad tai mpesifion still éxasts tbdalf; it by no means has
the power and influence it once had. The sustainability of suchgosgs has been
challenged by, among others, Raymond Williams, who argues that this particular and
reductive figuration of modernism, was in fact canonised in the intellectual circles of
the period immediately following the Second World War, to the detriroé other
intellectual and practical positions that did not fit such aratu$Them perspectiv®®
Perry Anderson identifies a very similar m
moderism. . . is scarcely older than the 1950s, as a widespreachcury@thjs is
the modernism that Williamermsfi c o n s ¢ i o0 u s ' apnd locconstracied ,

image of modernisnthat is belied by the actual diversity of aesthetics and practices

figured variously as moderni$® In the analysesof Williams, Anderson,and

“Baudel aire, fASalonod, p. 19 (quotes in Baudel aireos
Y“ror example, Baudelaire writes that At-bhe photogr ar
painter, every paintertooid ndowed or too | azy t oaicroempl S el dnd&, sg.u
I f we were to replace fiphot ogr aphthco piond uasntdr yiigp awintthe r
with Amusicianodo, we would have something very | ike
hop artists in the most recquaist; that the recourse to recording technologies is because such

musicians |l ack the fAimusical o skills or work ethic t

Gillies, an excellent dissertation student whom | supervised in the final year dddniee at the

University of Newcastle in 2007, for drawing my attention to the correlation between allegations of

laziness and ineptitude levelled at Hijpp artists.

A Moderni sm i s c an-oarisetlentent and its accomipanying, etimipapadesnic

endorsements . . . marginal or rejected artists become classics of organized teaching and of travelling
exhibitions in the great galleries of the metropolitan cities . . . confined to this highly selective field and

denied to everythingelsen an act of purPelitidsgeM85pgy o (Wil l i ams,

1% Anderson fiModernity and Revolutiod) p. 108

Wi lliams, Raymond, fAThemd&de r ewSodietyl6Uume 983, ge of Pos
p.43,citedinPi nkney, Tony, i 6Bdi ModésnlemraddcCul tural The
Raymond,The Politics of Modernism: Against the New Conforn{istsxdon, New York: Verso,

1989), p. 3.

1% 5 Mo disnras a notion is the emptiest of all cultural categories . . . it is completely lacking in

positive content. In fact, as we have seen, what is concealed beneath the label is a wide variety of very
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Pinkney, voices such as Adornodés and Baud
among severalf seems quite possible that hta@se ideas not chimed so closely with
the fideol ogy isd do t ufwahstiemetCitheyrwouldnot

haveattracted such weight of authority themselves.

Scott Lash and Jonathan Fr i-llhowmand quite ghl i g h
institutionalized genre of debates on mode
central dominant notions [are] not of mowvemh, but ofstasis of fixityo |, in ot he
words notions of the abstracthave been similarly exposed gsost hoc
constructions’® The dominance of the abstract and removed model that they identify

is clearly related to the criticisms that Pinkney and \aflis level against the pest

World War Il construction of modernity and modernism as monoliths, and it does not

take much digging below the surface to find widespread exceptions to this orthodoxy,

even amongst the canonic practices of artistic and literagemism:'* That notions

diverse - indeed incompatible- aesthetic practices: symbolism, constructivism, expressionism,

surrealism. These, which do spell out specific prognes, were unifieghost hocin a portmanteau

concept whose only referent is the blank passage of time itself. There is no othercaestHedi so

vacant o(rAnd g iMemerntydadad Revolution , pfal13) 112

1t is, inall events, certainly at her fatuous to specul ate whether ei-t
more or less valorized by a less restrictive ideology of modernism. There can be little doubt that work

of such broad scope and compl exi tspotabostpopdlaonr nods (exc
culture) or the foundational position of Baudelaire would figure prominently in any intellectual

engagement with Athe moderno. What is crucial to n
onto modernism by its own ideologueAs Pinkney writesi [ M] oder ni sm cannot be peri
drawing upon its own internal ideologie:é ot even i f we recognize that the

positions . . . are pattuths which must be synthesized, Adornoesque twin halves of amainteg
moderni st practice to WhinkmetyheyWEdO® tp@tHsquint e oadadtu

YWHE[ Tl he paramount figure in modernism is that of t
dynamic ebb and flow of reality. This figure isthatoh e Car t esi an 61 6, of the abs
the French Revolution, of Kantian reason, of the unsuccessful blueprints of the worst of orthodox

Mar xi s m, of ci t y mgchinedashabiteo f o fCoHblisi ma$8s i deal Spee
Againstt hi s abstraction they pr oompesetofflixaotchaigmofder ni ty i
unpredictabilityp L&s h, Scott and Friedman, Jonathan (eds. an

Moder ni t y 6NModetityrardridentitfOxford ard Cambridge, Mass.: Blackwell, 199), 1
[emphases in original]).

" There are numerous occasions where the notion that abstraction, even where explicitly invoked,
proves to be unsustainable in practice. PiSoieaeffer, for example, was eventuallycted, in his

pursuit of a theory ahusique concréetdo accept that for many sounds their indexical attributes cannot
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of fixity and stasis are unreliable as indicators of modernity/modernism is
underwritten when t hey n pdsteoddrnismais eqgadliyt | h e
static and Thus,sit mederisin. and postmodernism are to be
differentiated, the notions of fixity and stasis, being something they appear to hold in
common, can not be the basis for such a differentiation, and therefore cannot also be
the basis for their individual identification. Of course, a critic such as iEredr
Jameson who understands postmodernity as nothing more than an extension of
modernity under modified economic conditions would expect to find continuity
between the two, in part predicated upon exactly such structural phenomena. What is
significant forthe present work, particularly from chapter 3 forwards, is that there has
been a suppression of knowledge in the ideological constructions of modernism that
has marginalized and disavowed that which does not conform to the model of

abstraction, stasis arfidity.

Shock and anxiety: modernism as a homeopathic treatment for modernity
ThoughAndersonassest hat moderni sm i s fithe empti
rather than taking this as a basis upon which to discard the term it seems pragmatic to
use it inclusively as a catch all for any art that explicitly engages with the cultural
phenomena of modernity, excluding only that which is avowedly conservative, and

which selfconsciously and uncritically resists modifying or abandoning the aesthetic

be completely effaced, that the abstraction implicit in the notidn@®f® ¢ o u t cannat leeciu i t e
absolute requirement for the productiof musique concréeteSimilarly, it is unsustainable to attempt

do

est

to account for Dada coll age in terms of abstraction

theatre. Psychoanalysis is dynamicmanyd rooted

appropriations of Marx that do not fall under the

or t hodo x,bMemphasissgrtbe dynamic operations of the historical and social diaédstic
give the lie to the notiothat modernism or odernity are characterized btasis and fixity (implicit

el sewhere in the notion of abstracti on)wentiess woul d
onwar ds, and Andr ® Bretonds fAmodern mat eseeal i smo

Cohen, MargarefRrofane lllumination: Walter Benjamin and the Paris of Surrealist Revolution
(Berkeley: University of California Press, 1995), pp. I53.
"2 ash and Friedman, #Alntroductionod, p. 1.

d
c

i n
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norms of the previous age. From this perspective certain of the films of Chaplin and
Keaton could be understood as modernist, despite being also popular or mass cultural

phenomena; a similar situation would obtain where some early jazz is concerned.

One tope that has been identified with much modernist art (though with by no means
all modernist art) has been a sensarofiety or nervousness which it both represents
and invokes*® However, prior to its inclusion in modernist art anxiety had become a
charateristic of urban and industrial modernity. Modernist artalso makes-
sometimes strategic, and sometimes gratuitouse of the modality of shock

Freud connects these two phenomena irAhdote on the Mystic WritinBad™® and
Beyond the Pleasure #Pciple’ where he speculates that anxiety may be a
protection against shock. Sense impressions pass through the outer layer of
consciousness without leaving a mark on thehere is, for Freud, no memory in the
consciousness. The problem is that ex&esense impressions can penetrate and
damage the unconscious; the putting of con:

anxiety, primes the system to deflect unwanted or damaging impressions. Those that

WH . . . we identify anodemisnttagd withnthke twergiethvcentusymathers wi t h
than the nineteenth. Central TheoSdrean{b803 to T.&5r t ef act s
El i dhedVBastelandsic] (1922), seem to depend on the representation of, and appeal to, a

specifically anious modern subjeot (Daly, Literature, Technology, Modernityp. 3§. The
association of industrialized modernity and modernism with anxiety is ubiquitous.

A1 will be taking up Walter Benjaminoéseltlar gument t
component of historicamodernization and enters into the fabric of everyday life in the great
nineteentkcentury metropolises before it makes itself available as artistic technique or as subject

matted Ddly, Literature, Technology, Modernifyp. 38).

YK Bu T uelUhOhehAndatof 1928) , duernka(1®3v) fer@dample, depend on

the judicious use of shock to destabilize the audie
sense, shock may be thought offees technique othe historical avant garde ( Dlatérature,

Technology, Modernifyp. 39. See also Hughes, Robertie Shock of the New: Art and the Century of
Change(London: British Broadcasting Corporation, 19888ssim

YrEreud, Sigmund, Mitngt®a e&o o925y ih Straddey,slames(ed. and

trans.),The Standard Edition of the Complete Psychoanalytical Works of Sigmund Freud XIX

(London: The Hogarth Press, 1961 ), pp.-232

WEreud, Sigmund, ABeyond tShachep Jamessed.areltrad?Bte nci pl eo [ 1
Standard Edition of the Complete Psychological Works of Sigmund Rlid(London: The Hogarth

Press, 1961), pp-64.
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do get through are traumatic in the extremes\adenced by the experience of dealing
with shellshock victims of the First World War that forced Freud to fundamentally
rethink hi s theory t hat t he psychic econ
principleo. Benjamin takeskupfaAbst mi lears s
making a connection betweerthe cinema experienceand the ideathat urban
modernity has a threateningaspect In hisendnot es on the AWork of
Benjamin, having already drawn parallels between psychoanalysis and cinema in
terms of t he Anopti cal unconsciouso makes a
connection between cinema and the idea of the threatening dimensions of urban
modernity:

The film is the art form that is in keeping with the increased threat to

his life whichmo@ r n man has to face. Mands nee

to shock effects is his adjustment to dangers threatening him. The

film corresponds to profound changes in the apperceptive apparatus

changes that are experienced on an individual scale by the man in th

street in bigcity traffic, on a historical scale by every present day
citizen!®

“8Benjamin, AWork of Arto, p. 232.

"9Benjamin, fAWork of Arto, Be.nj a4dleve &n%iatyw. .AssheDal y put
s u b j defehcénmchanismagainst shock . . . [T]he subject protects itself against modernity by

secreting a layer of consciousness . . . Where nervousness or anxiety is, then, shock is not: by living on

his/her nerves, the modern subject seeks to actually cocoon him or herself from the impact of
modernizatiod (Daly, Literature, Technology, Modernityp. 39) The febrile nervous state of the

urban, modern individual is a theme reaching back to Rousseau ataleéstppears in the section

dealing with the young Thomas de QuWbnfessonsdfan exper i en
English Opium Eaterfirst published inThe London Magazinén 1821 (de Quincey, Thomas,

Confessions of an English Opium Eaféfarmondsworth: Penguin, 1979 [1821]), pp.-@%). The

crowd, in particular, acquired the status of a key motif of urban modernity, the impersonality and
informationoverload of crowds leaving the sensitive individual with a paradoxical sense of isolation

ad al i enation. Benj amin, for exampl e, writes that
attention of nineteenth ent ury wri terso, and cites Edgar Al an P
Crowdo as well as Baudel aiandeardan medarnity io hispogteed er enc e s
critical writhngs8enj ami n, Wal ter , ioOn Some Motifs in Baudel e

llluminations trans. Harry Zorn (London: Pimlico, 1999),162). Perhaps the best known examples
of critical writin g on c¢cr owds ar ka P8uheloge Wes Foulgd8I5)oamd George

Si mmel 6s AThe Metropolis and Ment al Lifedo of 1903.
crowds and the experience of urban modernity features prominently in the dantiestd e r ni st 0 wr i t e
such as Edgar Al an Poe, Baudel ai r dliedloweR afiEvilsi an Scen
trans. Richard Howard (London: Picador Classics, 1987 [1857]), pb.@® ) as wel | as in Ri

ACityo preeelllominatioms(see Rimbaud, ArthurThe Illuminations trans. Enid Rhodes
Peschel (New York, London, Oxford: Oxford University Press, 19886]), poems xiii, Xiv, Xv, Xxvii,
Xix, pp. 130143).
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I n D aebding of the situatiorthe state of anxiety prexists its appearance in

avantgarde artitisa MAcomponent of hi storical moder

reacton against modernity, such anxiety is integral to, awhultaneouslya

protection against, the modern;thsugh modernism wer@ homeopathic remedy for

the management, though not cure, of moderfiityHe cites Frederic Jameson who

suggests that moderms can be read as an fndextremely

immense process . . . whereby the inhabitants of older social formations are culturally

and psychologically retrained for life in the market systefodernism is thus one

of the cultural processésh at make Aus increasingly at hol
be a di st r e?® this nsgdchievedih paatnthrougle ¢he i t y 0 ;

aestheticization of technol ogy, shock, a

consequences of modernization underegb@nomic regime of industrial capital.

Modernismseen from this angle is an integral part of modernitpragening a
strategy that arises out of and is complementary to the anxieties immanent to

modernity, effectively making modernity assmilable to he human experiencé.

120 He takes the idea one stage further, suggesting that sensation novetsea@a s o f ingitheat ur al i z
moder n ner vou &iteraturdy Jedmology, Modermitypy 33).

121 from Jameson, FredriGhe Political Unconscious: Narrativas a Socially Symbolic Agthaca:

Cornell University Press, 1981), p. 236 as cited in Datgrature, Technology, Modernitp. 3

122 jonathan Crary would be one of many recent writers to underline this point. He understands
modernism to be implicit in modernity: Arather thar
of modernity, cltural Modernism is implicated in numerous ways with the scientific, technological,

and political shifts which characterize the modern era . . . any effective account of modern culture must
confront the ways in which modernism, rather than being a reaagi@amst or transcendence of

processes of scientific and economic rationalization, is inseparable frond {{@mary, Jonathan,

Techniques of the Observer: On Vision and Modernity in the Nineteenth Cé@ampridge, Mass.:

MIT Press, 199)) p. 85). Anson Rabinbach similarly questions the opposition of modernism and
rational science, asserting that fithe dissolution
profound epistemological crisis that first occurred within the natural sciences. . . reBkeub of the

orderly continuum of time and space that invigorated the arts and characterised the late nineteenth

century crisis of perception also sprang from developments internal to the sciences, and not, as is often
assumed, solely from a protestagagit t he preemi nence of sHumannti fic kn
Motor, p. 86). Eric Gans is another recent historian who proposes that the pediticomic system of

modernity and the cultural production under its regime can be inconsistent with, &edsatie time

connected to, one another, identifying similar structures underlying both romanticism and modernism.

As he puts it, i [ R] bothabhand againsthva nascersg marketesystenu just asr e
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There is a connection to be made withchingogic whereby a body is brought under

the control of a machine through prosthesspmething that seent® exterd the

humani a prosthesis, a cultural expression, a languaggn be undstood to have

flowed back into the human bodsybjecting it to machinrgke control and disciplia.

It is not only modernism that effects this training. The theme of training is implicit in

the Marxian theory of the machine to which the worker is mdiappendage, and
Benjamin, for exampl e, suggests t hat it
sensoriumd a compl ex k'# Madlernisrh and techmology rarg doth

implicated as form® f i t r-aheyraie clgsély related at the sociological leve

and thusany opposition between them should be carefully qualified.

The antagonism of modernismtot ec hnol ogy: a fAmoderni st myt
One aspect of thgosthodii nt er nal i deol ogiesdo of moderni
association of the machine and tedogy with mass culture. The repeatability,

ubiquity and commaodification of popular song, for example, is seen as a manifestation

of the productive processes of industrialised capital, an argument that is, in terms of

musical culture, perhaps best knowarfr the writings of Adorno and Horkheimiét,

and somewhat more recently Jacques AttalConcomitant with this is the claim that
Amoderni sto Art (with a <capital 0A0Q) refu
humano, rejecting t hfehe masseoih favour afraychosen, | | ect i

private subjectivity, filled with agency and intent. This is, of course, a move that

modernism would be the cultunéf and aganstt he mat uring mar ket systemo ( G:
Word in Lyriec: Ma INéwaLitena® dHstonys3D/4 @999), pid i7&3&6 Hetnphasis

added])).

20original citation from Benj ami @Gharle\Baldela@reA, A Some Mot
Lyric Poet in the Era of High capitalisntrans. Harry Zohn (London: Verso, 1989), p. 1dfd in

Danius,Sensesp. 52.

124 For example Adorno and Horkheim@ialectic of Enlightenment Ador noés @A0On Popul ar
and AOn Jazzo.

125 Attali, JacquesiNoise: The Political Economy of Musticans. Brian Massumi (Minneapolis,

London: University of Minnesota Press, 1996)



49

ideologically repeats and is congruent with the construction of the human as the
opposite of the technological. In this way of thimkiabout technology, the mass

culture that is produced and distributed through technological mediation, and the

urban masses themselves, are all concatenated together on one side of the imagined

lines of encounter, with the lonely, individual, human adisthe othef* It follows

a binary 1l ogic of Aus and themo or Aeithe

dominant epistemologies of the modern Wé&st.

Binaristic and antagonistic models of the relations of technology and culture have
been thoroudly critiqued from a diversity of standpoints by scholars such as
Friedrich Kittler, Steven Connor, Jonathan Crary, Andreas Huyssen, Donna Haraway,
Francois Lyotard, Gilles Deleuze, Felix Guattari, and Sara Danius. This has arisen in
part through the crigjue of the sacalled grand narratives of modernism which often
obscured the complexities and interconnectedness of many cultural practices during

the modernist perio#® Also grounding such critical voices are the reconfigurations

%see, for example, Schoenberg, Arnold, Styktow One Bec
and Idea(London, Boston: Faber and Fap£984), pp. 3653

127 For example, Berman suggests that whereas nineteenthry thinkers struggled with the positive

and negative di mensi ons -aerituryrmaccessors haveyurcliefl farfl nmoeei r  t wen
toward rigid polarities and flat toiahtions. Modernity is either embraced with a blind and uncritical

enthusiasm, or else condemned with a-@&gmpian remoteness and contempt; in either case, it is

conceived as a closed monolith, incapable of being shaped or changed by modern menisi@ysen v

of modern | ife have been supplanted 8olidpcddosed ones

While this is true of historians and philosophers
postwar settl ement o, t haed Aadergon, meady referred to should blértausne |,

caution in accepting at face value such assertions as Berman makes. Such broad universalizations are

one of the aspects of his writing that Anderson, in particular, takes issue with. Perhaps wizat Berm

identifies is a sense that in the nineteenth century the debates around modernity where less entrenched,

more novel, whereas, as Williams and Anderson both suggest, in the twentieth century the critical mass

of thought and writing on the matter had bmeosufficient to allow for different perspectives to be

held, the various arguments sufficiently well rehearsed for it to be possible to adhere to one perspective

or another.

128 Margaret Linley relates developments in Victorian poetry, for exantpléechnological change

noting how technology is neglected as a theme in and of itself in Victorian literary studié¥o r k

thus far on the relation between Victorian literature and technology for the most part has tended to

converge with the culture arsciety tradition which subsumes the issue of technology within the class

and gender critique of the capitalist economic system. [W]hen technology is conceptualized

separately at all, it is often cited in terms . . . that posit it as a corrupfingrice on culturé .Such a
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of hermeneutic approacinerging from an understanding that meaning is constructed

as much at the point of reception as at the point of produétion

Sara Danius is critical of theories of culture that disregard technological
developments, and foregrounds the theme of technél@yy by implication science

and industry- in her literary criticism, fundamentally interrogating the assumption

that technological mediation is the exclusive preserve of mass culture and that
modernsm, figured as oppositional to mass culture, is, tfuges necessarily anti

technol ogi cal . Danius untdtecknahdgi ovéhlat bise
moder ni sm as a "“lnwsotavardsnrAdosnb ancharkheimer that she

directs her critique, characterizing their understanding of massreuisi being
connected with rational pl anning, and the

whereas the modernist artwork is critical and heterogeréo®he presents a series

position forecloses the possibility of Asimply con:
of Victorian inventionso which, given the Atremendoa
communicationse c hnol ogi es o, affected more t haiinlgyust model
Mar gar et , fiCconjuring the Spirit.: Vicrian Paetryiddh Poetry,
(2003), pp. 5367). See also PinkneylEdi t or 6 s 0ol na m b mhaMeolititspas already

referenced).

129The key textto thisisof courfear t hes 6s fAThe Death of Imagee Aut hor o (
Music Texttrans. Stephen Heath (London: Fontana Press, 1987), pft4832In particular this has

led to a critiqueof the allegations that popular culture is merely passively consumed, tending to allow

agency into the equation through the activities and imaginative strategies of its consumers that would

have formerly been thought the exclusive prerogative of conswheligh Art. See Middleton,

Richard,Studying Popular Musi@Milton Keynes and Philadelphia: Open University Press, 2002), pp.
247-294;Hebdige, DickSubculture: The Meaning of Stf{leondon and New York: Methuen, 1984),

pp. 119 andpassim

130 seeDanius, Senses of Modernispp. 2554. | take this an another example of the idea that the

scope of what fAmoderni smd could be was retroactivel
myt hol ogi zed i n Daniuso6s t e-Waorlksl Warbmoddrnistedeclogues. ed i nt er
The view of the later music of Webern as received in-p@stDarmstadt would be a convincing

illustration of this in musicological discourse. See Eimert, Herbert and Stockhausen, Karlheinz (eds.),

die Reihe, Volume & A n t o r n\{BeWw Jersey: Universal Edition Publishing, Ltd., 1975 [1955]).

131 Danius notes, for example, hdit h e i d eailturallarais moreidesérving of scholarly

attention because, among other things, it is less informed by technologized productlontfendame

token, that mass culture, as a toultural phenomenon, is less deserving of scholarly attention since it

is far removed from the activity of the artistic imagination. Generally speaking, the modernist period is

marked by an ideology of paitin i between technology and its effects on the one hand, and the

ostensibly free activity of the artistic mind on the other. ... Underlying the topos of the split is the idea

that technology equals streamlined industrial production, utilitarian logiostrumental reason. In



51

of in-depth readings of canonic works of literary moderfisiwhich, far from
eschewing technology, can be understood as occupying epistemological positions that
are dependent not only upon specifically modern technologies but also upon the
technological media of mass cultdtéFor her, fA[ a] strong readi
to be basg on a reconsideration of the relations of technology and aesthetics,
technology being a fundamental, even constitutive, part of modernist eudfturi

should be apparent that what Danius argues for is not merely a positive representation
of technology ad mass culture in works of literary modernism, but for the
recognition that the technologies of mass culture create particular conditions of
possibility for the imagination, and have traceable effects upon language and form
that go well beyond simple therizations of technological content in modernist

literature®®

other words, the nature and operations of technology are subsumed under the éategoyn s, 6 as i n

i means ©(DaniastSenses df Modernisipp. 3435).

132 The Magic MountainThomas Mann (pub. 1924%emembrance of Tigs PastMarcel Proust

(pub. 19131927);Ulysses James Joyce (pub. 1922). Itis probably worth noting that, despite the

problematic nature of claims to universality, the range of geographical origins covered by these three

works goes some way to illuating the notion that, despite differences in style and subject matter,

there remains something about these works that neve
underlines Wi lliamsds position thad, anchgettigereisi sm i s so
still enough of a pragmatic basis for this construction for it to hold, even with a writer as critical of the

received wisdoms of modernism as Danius is.

133 Danius,Senses of Modernismassim This is a motif to which | shall be retimg several times in

the present work.

34 Danius,Senses of Modernism. 40. Similar positons would be underlined in terms of sound art

and technology iWireless Imaginationedited by Douglas Kahn and Gregory Whitehead; see

especial |l y Gnodsfiomihe Mugeum of thé Fitre: Russian Sound Creation-(1910

1 9 3 0 )Kahn, Douglas and Whitehead, Gregory (ed&liyeless Imagination: Sound, Radio, and the
AvantGarde(Cambridge, Mass.: MIT Press, 199@p,. 197243.

135 She is far from alone in thi Andreas Huyssen has challenged the radical opposition of modernism

and mass culture, arguing that fimass culture has al
proj ect oGréatDividesps 47n Surrealism, whose avowed revolutionary pasitias in

opposition to populist and bourgeois values, had productive relations with some (though not all)

aspects of mass culture. Many surrealists were fascinated by cinema, and by the pulp novels of the
Fantdbmasseries (e.g., André Breton, Salvador DRéné Magritte and Luis Bufiuel); see Walz, Robin,

Pulp Surrealism: Insolent Popular Culture in Twenti€bntury PariqBerkeley, Los Angeles,

London: University of California Press, 200@p. 1-12 and 427 5 . Adornoébés critical ac
musicofkur t Wei | | (Adorno, Theodor WnAdorioQOlheodohe Soci al S
W., Essays on Musj@d. Leppert, Richard (Berkeley, Los Angeles, London: University of California

Press, 2002)p. 408409) underlines how reducing a complex phenomdikermodernity to either/or

choices is doomed to misrepresentation, and much early (especially European) cinema similarly

problematize the sustainability of such a separation of the popular from Art. In addition to the



52

Dani us IS cl ear that, I n empirical t er ms
communications technologies in the nineteenth century [have] an obvious impact

upon the produdtitdresef taercthamw,ol byt etshaver e al
emergence of | arge readerships and groups
is thus quite close to that of Pinkney and Williamsasiss thepost hocand invested

construction of modernism thatould deny this. According to a similar way of

thinking, the anttechnological bias attributed to modernism by some of its theorists

is one of many mythologies of convenience to support the position of particular

interest group$® However the effect ofhese technologies goes well beyond the
sociological level of production and consumption, to the extent that Danius is able to
propose that AModernist aesthetics and the
indirectly rel at¥thais, the pirdtess wherahythepncreaseeirs s 0 ,
potential consumers goes hanehand with new communications technologies. The

notion of the autonomous and sslffficient artwork had come into being towards the

end of the eighteenth century, at the point &atiwc h t her e was fAa mov
understanding of the book as a physical medium for presenting preordained truths to

the notion of the book as an emanation of the intellectual and creative capacities of a

unique individuad**®* This then informs the emergenof ideas that such creative

capacities should be honoured by intellectual property rights, by the commodification

engagement with popular cultureofu bi sm, and some of Kurt Schwitters
of the early work and thought of T. S. Eliot similarly interrogate the received knowledge that

modernism and mass culture, modernism and technology are mutually antagonistic; see Chidijtz, Da
AThe Problem of Dullness: T. S. EIliot and the 6L
Eli ot on the Air: 6é6Cul turebd an dBrobkereJevehSpdalsenges o
(ed.),T. S. Eliot and Our Turning WorlLondon: Palgave, in association with Institute of United

States Studies, University of London, 200%). 127140, 141154,

136 For another critical approach to the amithnological biasespecially for surrealist visual art in

relation to technology, see Krauss, Rlosd E., The Originality of the AvanGarde and Other

Modernist MythgCambridge: MIT Press, 1985).

3" Danius,Senses of Modernismp. 3435,

138 Danius,Senses of Modernismp. 37.

i ve
f M
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of an indi vi dual aut hor 6s i deas, i n effec

aspects of the same so@oonomic process.

Technology, tken, cannot be put on one side of a binaristic argument when attempting
to find a way through the complexities of the modern period. Technologies can
function as prostheses of the humartendng capabilities and compensating for
deficiencies, at the samtime that they can be seen to sometimes cause those
deficiencies. The prosthesis can function as a tool and/or a machine, in the
specifically Marxian understanding of those terms, where in the latter model the
machine has, in its turn, a disciplinarydamegulatory effect on the human body or the
cultural expectations. The specific technology of the phonograph must be understood
within this context; while it carries certain specific meanings and associations of its
own that are peculiar to it, it alss informed by more general ideas and concepts
about technology. In the following chapter | shall be looking in more depth into some
of these meanings and associations, and attempting to account for some of the reasons
why phonography and sound technolsgie general have such a relatively low
profile in the theoretical debates internal to and contemporaneous with modernity and

the cultural products of modernism.
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Chapter 2: Prosthetic Writing and Prosthetic Memory -

Voice, Loss and Death

It could be argued that the phonograph and moving pictures are the technological
paradigms upon which the entirety of the modern mass culture of entertailsment
predicated. Though there was certainly a significant popularcnmdustry founded

on print culture by the midineteenth century, phonography was to take a greater and
greater share of the market throughout the twentieth century and recorded music
continues to form the fundamental base of the music industry. THoeiatson of

mass culture with technologies of reproduction, commodification and distribution in
part account for the notion that mass culture is connected to technology, and
modernistiiArto rejects technology the fianti-technological biasthat Danius, ad

ot hers, have recently chall enged. Even wi
perceptive deconstruction of thisnodernist mytb, though, sound recording did
eventually allow for the realization of such quintessentially aganie dreams abé

f ut u fAIrt eftNeife®, Var sebds emancipation of noi s
modernity or A0« lptering. Sound recordira,fthen, is one of the
conditions of possibility of the avagiarde as well as of mass culture, so in light

this it seems strange to note how little importance it has, until relatively recently, been
accorded in accounts of modernity and modernism, particularly when one compares
this (relative) scarcity with the mountains of print devoted to theorizing moving
pictures and photography. Not only are there vast quantities of writing on the subject
of these (predominantly) visual technologies, but such writings have attained a
generally canonic status in cultural histories and theories for which, again, until

relatively recently, there have been very few equivalents concerning sound
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technology?*Mc L u h dmudrssanding Medidoes deal with audio technology, and
some film theorists such as Metz, Balasz and Baudry did discuss sound in writing
about film*° but in way that, as James Lastra effectively demonstrditags the

pointd about how sound relates to its recording technoldgfies.

The relative absence of sound in theories of modernity/modernism

For twentyfive centuries, Western knowledge has tried to looknupo

the world. It has failed to understand that the world is not for the

beholding. Itis for hearing. Itis not legible, but auditile
Jacques Attali concisely marks the subordination of sound to vision in the Western
episteme; thoudhrfithe wWwemhlod diagwot we have,
recognise this; that the world is legible, not audible, is a misapprehension. While
there can be little serious challenge to the idea that Western culture (and the

epistemological positionings that i constitute it) is dominated by visuality, Attali

is not alone in drawing attention to the neglect of the aural dimensions of ctilture.

139 Thatsound recordingechnologylacks the canonical authors that photgimaand film haves

noted by Miriam Hansen, writing TheorytoeFimIAil ntroducti o
terms of the ubiquity with WranophonetFimeTypeveriflande ar i n f oo
At t abise(@visich of course is me a theorization of music that engages with technology than a

work on technology per se, rat her aChardcteranr gue i s t he
Music and the Regression of Listeningo)o are probabl
redress this imbalance in theorizations between modern media technologies. Since the early 1990s the

work of many writers and historians (such as Douglas Kahn, Frances Dyson, Rick Altman, Philip

Auslander, Jonathan Sterand Michael Chanan, inter aliaas had a significant effect of shift the

balance in the direction of aurality and audio technology.

1491 should perhaps note that it is through the critique of their work by James Lastra that | have come

into contact with these theorists, see Lasteme , ifiReading, Writing, and Repre
Altman, Rick (ed.)Sound Theory/Sound Practifgew York, London: Routledge, 1992), pp.-66.

1*Lsee chapter 4 of the present work.

142 Attali, Noise p. 3.

143 perhaps the most significant of those drawirigrdion to the sonic dimensions of culture and the

world (if only because he was one of the first to articulate it in published writings) was John Cage,

though he of course insisted on categorizing as music everything that a human listener listened to.
Growing out from a similar ideological position, t !
Murray Shafer was instrumental is setting up the World Soundscape Project (WSP), with the purpose

of documenting and archiving the sounds of the world, ésibeones that were in the process of

disappearing such as the steam whistles of transcanadian steam locomotives that were gradually being
decommi ssioned. He coined the term fisoundscapeo as
whereas conseation of the landscape, or even the urban cityscape, in terms of them being visual
phenomena, is widely accepted, there was, until the advent of the WSP nothing comparable in terms of
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Noting that where sound is concerned, the field has been dominated by music,
Douglas Kahn writes that
As a historial object, sound cannot furnish a good story or consistent
cast of characters nor can it validate any ersatz notions of progress or
generational maturity. The history is scattered, fleeting, and highly
mediated it is as poor an object in any respectasnd itself:**
Martin Jay claims that visuality characterises modertitygue durégand that prior
to the establishment of modernity, Western cultures were considerably more aural
thanfiscopi®™ He i nvokes Nor man Br-ngogdeonnpénting pr opo s a
had a strong narrative function for thenlettered masse@s® and it is only with the
fiperspectival gaz&’ - what he in fact call§iCartesian perspectivaligi® - of the
Renaissance, and the resultant transformation of pictorial space into something

firectilinear, abstract and unifootf® that the notion of the autonomous image,

synchronic and formal, comes to the fore. He cites Bryson, who maintairishiat

sonic phenomena. That there is a political edge to his ideas is suggks by hi s term HAac
ecol ogyo, coined at a time when ecol ogical awar ene:
i ssue, with the implication that something had fAgot
late. John Shepherd has alsated a relatively subordinate status of the sonic in Western culture,

especially in comparison to other cultures in the world. He has suggested, for example;litenatee

cultures have a proportionally greater emphasis on the aural understandipgcef than literate

cultures. In his analysis of the situation, cultures that have a written language tend to have attention

directed forwards, and the framing function of sight is thereby intensified. In contrast, cultures that do

not write experiencespace differently insofar as space (according to Shepherd), rather than being

partial, selected and framed by vision, is experienced aurally as surrounding the individual through 360

degrees. He finds evidence for the greater relative importance of thkimusuch cultures in

representational visual works of art in which these the Western mind imperative and apparently

natural spatial structures of frame and perspective are absent, and figures, plants, landmarks and

symbols ceexist in a fredfloating space that bears more of an experiential resemblance to hearing than

it does to seeing a visual representation in the modality of hearing, as it (®ee Shepherd, John,

Music as Social TexCambridge: Polity Press, 1991), pp-35.

“4Kahn,Doughs, Al ntroduction: Hi st Kahh,®suglashndSound Once R
Whitehead, Gregory (eds\ireless Imagination: Sound, Radio, and the Av@atde(Cambridge:

MIT Press, 1994)p. 2.

145 Though he is careful to noteetllanger of taking such genkzations too much at face value,

maki ng it cl enlywrerytcride ideatypica gharactereatidns, which can easily be

faulted for their obvious distance from the complex realities they seek to appraximgtel ay , Mar t i n,
fiScopi ¢c Regiemaestygd,Min Lash, ScoMaddernitaandideRrtityi e d man, J
(Oxford and Cambridge, Mass.: Blackwell, 1993), p. 179)

3ay, AScopic Regimeso, p. 182.
“jay, fAScopic Regimesodo, p. 181.
“5ay, fAScopic Regimesodo, p. 179.
“Jay, fAScop,cp.Rey8ones
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gaze of the painter arrests the flux of phenomena, contemplates the visual field from a
vantage-point outside the mobility of duration, in an eternal moment of disclosed
presenceé™® Implicit in this is the stepping outside of diachronic timehe
abandonment of the formerly narrative function of painting distances it from the
temporality that sth a narrative function carries. The privileging of the point at
which perception and reality appear to converge as singular and permanent reinforces

the denigration of the temporal in this move to perspectivalist thinking.

Cartesian perspectivalisteads tofia visual paradigm [establishing] hegemony over
culture and hence cognitioff and Jay sterminology makes explicit the
epistemological commonalities of the ego that thiakdthereforeis with the visual
structuring of space in visual representati@n the surface perspective appears to be

an unambiguous and true report of perception, and becomes naturalised as such, but
this is at the expense of the understanding that what we think of as reality is
constituted through the act of perception asd@ive, structuring procedure. It is not

until the mid1920s that the naturalism of perspective is challenged with any
theoretical rigour,J ay n ot i Fhagn oif Esllkelbyated critique of perspective as

merely a conventfonal symbolic formo

Dieter HoffmannAxthelm™® makesa similarpoint about the dominance of visuality,

though, like Shepherd, for whom literacy or illiteracy determines the culturally

%9 Bryson, Normanyision and Painting: The Logic of the Gaiew Haven: Yale University Press,
1983), p. 94 cited in Jay, iScopic Regi meso, p . 181

I ash and Friedman-l7. ilntroductionod, p. 16

23Jay, fAScopic RIB@Giseeasphsp@.som@@hat perverseod (hi:
conclusions beginning on p. 189. Panofskybés fAceleb
al s 6symbol iVertdygederBibliothek Warbuig (1924192%5), pp. 258331.

13 HoffmannAxthelm, Diete , Al dentity and Reality: The End of th
Of ficero, in Lash, Sc o tModemitydnd BentityOxfadaamd Jonat han (ed

Cambridge, Mass: Blackwell, 1993)p. 196217.
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specific structuring of the perception of sp&tége sees the root of this dominance in
literacy. Moeover, whereas Jay sees the Cartesian perspectivalist hegemony leading
to a visually dominated cognition, Hoffma#xthelm sees a mode of cognition that

is particular to literacyicolonizingd sight’**> Though there is something persuasive in
this, particula | y as it resonates wifdctibal &lite&¥ or Wi s h
and while there can be little doubt that the fact of literacy and the forms it takes has
significant cultural effects) the argument he proffers seems to me to claim too much
for literacy, as though it were the only factor involved. This argument is only fully
supportable if other contributing factors to visual culture are ignored or sidelined, if
metaphoric representations @Ecripp are taken as concrete realities (or even
confusedand conflated with them), and ultimately if Western culture is understood as
a monolith with nodissensionor alternative positions, subcultural or otherwise.
There is a totalizing drive to his account which relies too much on disregarding

phenomena thadlo not fit the theory?® at the expense of a richer reading of the

14 Seenote 143 above.
55 . . . r e anmdiwrtigg werk ihesscheal of mgirumental rationalization of the senses .

Whereas medieval science had sacrificed the visible, there was now liberty to look at things. But only

as a function of conceptual knowledge, of written theory and for theesa o f organi zing the
(HoffmannAx t hel m, Al dent it y-209).n dn tHeie mtroduttipnd tp Hgffrpann 2 0 8

Axt hel més essay, L a s hobservas that with ¢hd deeelopmerd of pdotture,w h e A

vision becomes subordinate to ca@m; the eye is now primarily used in such functions as

investigating documents and accounts. Hearing also becomes reconstituted on a scriptural basis, and
sensuality in general becomes dependent on script and legibility Las h and Fr ine&d man, Al or
p. 18).

%6 Trevor Wishart proposes that the possession of a scribal culture by the church and aristocracy during

the Western European middle ages and Renaissance lead to particular conceptualisation as to the nature

and value of musical sound. Pitahd duration become the paradigmatic essentials of music, being

those aspects of musical sound most readily susceptible to being notated, which are also those
parameters of the music that transcend the moment of performance and thus tiidmesmitisio

through history. Associated as they are withiiedus operandof the fiscribal elit@® they acquire, in

Wi shartdéds account, a disproportionate i fifpebrtance co
andother parameters of musical sound. Béshat, Trevor,On Sonic Ar{York: Imagineering Press,

1985), pp.7-27.

157 Shepherd notes its effect on memory, and the concomitant distinction between cultures governed by

myth and those that are historically aware, for example, as well as on the experfences p a c e . Ongds
now classic work on the impact of writing also traces a complex network of effects; see Ong, Walter J.,

Orality and Literacy: The Technologizing of the W@tdndon, New York: Methuen, 1982).

“|Where, for exampl eoryofwanapticm fif mto the schiptural snodelhor the

network models of telegraphy, telephony and (more recently) the internet?
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pertinent cultural conditions. However, his is a strand of critical thinking that can be
traced across quite a variety of different writers and it is useful in marking how the
power relatbns of writing impinge upon and colonize consciousness in general.

Though writing need not necessarily be as dominant on consciousness as Hoffmann

Axthelm suggests, its effect is, nevertheless, one that resonates at many registers of

culture.

In musicalterms, for example, it reaches a fever pitch in the period of musical

modernism starting with SooachnethodPredororso basr ri v

relentless emphasising of the necessary unity of musical form and content in terms of
pitch and duratin, and thenr and what better example could there be of an interested
coterie imposing theifinternal ideologied onto the modern the postWorld War |l
fetishization of Webern, and the application of the scribal modalities of pitch and
duration (as Wisart characterizes them) onto the other parameters of musical sound
such as articulation, timbre, and dynamics in the period of total or integral
serialism'® Here the sensual modality of sound perception is subordinated to a
scripturallydriven logic for he control of all sonic parameters through a notational
practice in which the hegemonic formal logic of frequency and duration are extended

to other separated parameters of musical sound which are then subject to and

139 That the compositional method is designed according to pitch is indicative of the primacy of pitch
organization to musical iskity and integrity for Schoenberg, as well as for Western composers in
general. This is not to say, though, that at the musical level Schoenberg or his contemporaries were
deaf to timbre, phrasing, articulation and so on. These parameters of musichbsewlearly highly
significant, as testified by the innovations made in terms of timbre (the ideakifthgfarbenmelodie

for instance, arising in Schoenbergds earlier
process by Webern), andettmear obsessive attention to the notation of details of accent, articulation
and phrasing in scores of the period and later (Brian Ferneyhough and the British New Complexity
school of composers standing as inheritors of this notational practice).

%0 for example, MessiaeiMio des de Val e u rGeeyvaertsSahatd fort Tem Bidngs® s
Boulez,Structures |

peri
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organized according to thi@notationad logic.*®* Lash and Friedman note how it
seems that perception, as a sensual phenomenon, is subjected to cognition and
controlled, disciplined and structured according to the modalities of cognition and

rational thought®

For modernist artists, tecblogy is implicated in this cultural nexus, offering
unprecedented ways to realise conceptual ideas. Man Ray, for example, though
initially a painter, turned to technologically assisted painting using an airbrush, and
then to photography, discovering anmoer of original techniques in that medium that
extended its aesthetic possibilitiegrincipally solarization and the RayografSh. It

is interesting that at this early stage he did not categorize the camera as itself
automatic (which it surely is) but sght to exemplify the automatic dimension of the
camera through comparison with the typewrtfér. The typewriter most likely
seemed the nearest thing to the automatic recording of thoughts, so to aspire for the
camera to attain a similar level of the ausdim strongly underlines the notion that

photography, for Man Ray, was the technology through which concepts and thoughts

81 \ishart,Sonic Arf pp. 2324

182 AHigh modernist subjectivity gives extraordinary privilege, for example, to judgement and
especially to cogtibn. It correspondingly devalues the faculty of perception, so that vision itself is so

to speak colonized by cognition. ... High modernist subjectivity seems furthermore to privilege the
cognitive and moral over the aesthetic and the libidinalegweover the id, and visual over touch, and

discursive over figural communication. It gives primacy to culture over nature, to the individual over
thecommunitp (Lash and Friedman, Alntroductiono, p. 5).
183 The Rayographs were made by laying physical aibjento photographic paper and then exposing

the arrangement to light. Shadows are left where the objects were placed, the rest of the paper being

turned white by the action of light. Sk#artin, JearHu ber t , Alantd oSlaurced,i oI, | i ppe,
Rayandthe AvanGar d e 0, i Man RRyaPhatograpadondon: Thames and Hudson, 1997),
pp. 7, 12.

1'n 1921, the year that he produced the first Rayog
make my photography automatido use my cameras | would a typewriteir in time | shall attain this

and still avoid the irrelevant, for which scientifi
thetruthione is apt to get too much of it ,reiepr® get it a
February, 1921, quoted in Martin, Ailntroductiono,

Manuscript Library, Yale University Library).
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could be captured and made manifé3tAt the same time, though, he is advocating a

degree of human selectivity in this automatic rdotgy process, noting how he
intends to fiavoid the irrelevanto which s
absolute objectivity, cannot filter out. His automatism is, then, a very prosthetic
automatism, where there is a dialogue between the huntateehnology that renders

technology not only subject to human control but the very means by which human

thought is manifest. The dominance of visuality and visual technologies is persistent.

Clifford Browder, in his 1967 biography ofAndré Breton writes of the

iphot ogr aphi fghat wds Surreatist antomaticonriting, despite having
argued i n the ©pages preceding this stat e
evanescent poetic imagery results not from vevimlal but from verbaauditory

aub mat s BOowder nevertheless seems unabl e t
figuration of automatic writin@awwssa fa ver.l
technology for automatic recording, even though his own assessment of the centrality

of the audiory would suggest phonography over photograi3fy.

185 Ruth Brandon writes of Man Ray and his friend Marcel Duchamp inhabitfiigaare new world of

concepts, in which the retinal was merely incidetal ( Br and o n, SuReak Llives: Thel 9 9 9,
Surrealists, 19171945 (London: Macmillan), p. 187) suggesting something like HoffrmAmt h el mé s

idea of the colonization of sight by cognitiofRay himself decribed how using an airbrush wées

pure cerebral activity because it was possibféo paint a picture without touching the canvas
(Brandon,Surreal Lives p . 185 citing MS38eifPorraityBoson,d968)adpagegr aphy
number givelp Thereis an interesting logic to such a statement, separating and opposing to one
another, as it does, the cerebral and the physical. On transferring his artistic aspirations to photography

the cerebral nature of his work is underlined. He wrote in 18P8,is light that | create. | sit before

my sheet of photographic paper and | tlhink ( T a s hj i A Boatlodd iofcMadmeem Surrealism

and the American Avaidarde 19201950(New York, 1995), p. 102, cited BranddBuyrreal Livesp.

188).

%6 Browder, Gifford, AndréBreton, Arbiter of SurrealisrtGeneva: Librairie Droz, 1967p. 82.

157 Browder,Breton p. 76.

®Breton, Andr ®, e bostEteparans. Marl Pbliazati (Lincoln amd London:

University of Nebraska Press, 1996 [1924j) 60.

' n Chapter 4 of the present work | shall be arguir
model the surrealist writer is the phonograph in its auratic incarnation as a-pisglvdck apparatus.
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HoffmannrAxt hel més notion that the modality of

the extent that it moves away from a sensual towards an analytical model of seeing is

not only congruent with the notiorhdt sight is a mordiabstracd sense than

hearing!® b u t suggests a wi der epi stemol ogi cal
understanding of his artistic practice, a
above!™ The logical end result of this in terms of musg the notion of the

autonomous and nemeferential nature of the musical work, and the ideal listener

aware of the interelationship at all technical levels of form and conienhderstood

as being articulated in pitch and rhythnin the Adornian ideamo d e | of Nnexper

170 Steven Connor writedilonathan Crary hase s cri bed the 6éautonomization o
during the nineteenth century as a dissociation of sight from touch, which is itself part of a separation

and remapping of the senses. The | oss odmtheouch i n p
net work of referentiality incarnated in tactility
isolation of vision, and its promotion as a unifying, ormeta nse Oenabl ed the new obj
(whether commaodities, photographs, or #ut of perception itself) to assume a mystified and abstract
identity, sundered from any relation to the obser v
sense of sight became separated from the body; it became the means whereby the ahsersetse

be ordered and distinguished. We have become accustomed to identifying the rise of the scientific

rationality with this cognitive promotion of seeing, and the demotion of the other senses, especially of

hearing and touch. The rational remodellogfghe world in the nineteenth century can be seen in terms,

not just of the bringing of light, but also in terms of the massive production of objects for sight. To take

only one example; the efforts to modernize cities like Paris and London meant cantieetarchaic

urban experience composed of smells, sounds and uncomfortable concugsiensorld of miry

indistinction conjured up in the opening pageBtdak House into a rational structure available for

actual or ideal sight. The developmentgafs and subsequently electric lighting in the second half of

the century would emphasize this conversi@onnor , Steven, AVoice, Technol ¢
E a r- @apergiven at the conference @&tience and Culture 178®00at Birkbeck College, Lathon,

12th  September 1997 http://www.bbk.ac.uk/english/skc/phones.htnaccessed 24th  August

2007@23:14. Wal t er J. Ong similarly equates sight wi t |
incorporats. Whereas sight situates the observer outside what he views, at a distance, sound pours into

the hearer. Vision dissects, as Merl&anty has observed. ... By contrast with vision, the dissecting

sense, sound i s OngOralityand literacky:72ng sensed (

I'n Wishartéds account it is those aspects of musi c:
directly susceptible to meaningful rationalisatiopitch and duration can be accounted for in relatively

simple, reductive matherna c a | terms in a way that timbre, artic
Sonic Art pp. 1012). This suggests that the choice to notate pitch and duration is not accidental or
arbitrary (even if it was not npesexa thalevgl ofcamiosci ous |
experience, a similar fcol oAxthenadeds inrthe vidugl domaingni t i on

Those parameters of musical sound that are most adaptable to rationalization become dominant as
musici by which is meant, ofaurse, notated Art musicbecomes increasingly associated with its
visual encodement. Visualisation of music is thus paralleled by its colonization by cognition
articulated through a reduction of musical meaning to those of its parameters through hehich t
rational and cognitive can be most easily modelled.
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music listening”” Reading HoffmantAxt hel m t hr ough Wi shartés
fipitch-duration paradig® a plausible line of argument is uncovered suggesting that

writing - and by implication other forms of visualisatiefialls under thedominance

of cognitive and rationalist models of reality that suppress or devalue phenomena that

are less susceptible to rationalisation and linear thought.

Thus, it is not that sighds suchbecomes, de facto, dominant in modernity (a notion
that might well end up appealing to suspect biologistic and naturalistic
essentializations of human culture as determined by, among other things, upright gait,
binocular vision, or the sensory support necessary for foraging for an omnivorous diet
i the dominance ofight thereby being a transhistorical human universal that remains
in modernity likea disproportionately significant vestigal organ), but it is sight as
appropriated as the executive right arm of analytic, linguistic, rational thought that, in
both Wisha t 6 s an d-AXtoh & Immdhsn account s, expl ains
Sight flooks oud, as it were, from inside the modern, Cartesian subject, who is
becauseihed thinks, and whose body is separate fréinisd mind. This directed,
selective gaze emanatéom the subject conceived as inhabiting a single and unitary

perspectivé’

”geeLeppert, Richard, fCommentary tiroAddng uhebdorr e, Techr
W., Essays on Musjed. Leppert, Richard (Berkeley, Los Angeles, London: University of California

Pres, 2002)pp. 228229, especially fn.@.

73] have highlighted the third person singular as masculine because though it is a subject that exceeds

the scope of the present work, the gaze has tended to be overwhelmingly presented as male and
heterosexualitWe st ern cul ture, with womends bodifeVsi soubajlect s
Pl easure and Nsareenld/B (Autlenn,G97h mp.muald., There is a huge amount of

research on this subject, for example, Caws, Mary Ahe, Surrealist bok: An Erotics of Encounter

(Cambridge, Mass. and London: The MIT Press, 1999); a more explicitly critical psychoanalytically

nuanced approach to the male gadeigmray, Luce, Speculum of the Other Womarans. Gillian C.

Gill (Ithaca: Cornell Univesity Press, 1985 [1974])for an examination of a more recent cultural

move towards the specular economy of the male body see Bordo, Fasadviale Body: A New Look

at Men in Public and in Privat&New York: Farrar, Straus and Giroux, 1999), pp-355ard 168225.
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However, over the past twenfiye years or so there has been something of a

flowering of theories concerning themselves with the neglected sonic domain at the

same time thatew theorizations have emerged to redress the imbalance. On this

issue Jay Clayton has gone so far as to questioigthbal applicability of the term

[modernityp because of théiabsence of sound technology from most models of
modernity,' a lack of attation underlined by Rick Altman when he writes that the

1980 issue ofYale French Studies o f which he i1s the edito

function!™ As | have already noted, the idea that sight is either better disposed to

" Clayton,Jay i The Voice in the Machine: Hazlitt, Hardy,
Peter, and Vickers, Nancy (edsllanguage Machines: Technologies of Literary and Cultural
Production(New York, London: Routledge, 1997, 212. For Clayton the notion that modernity is
generally thought of as dominated by the visual i S
telegraph as the first of, and therefore precedent to, the mass networks of communication that were to
exponatially expand in sockeultural significance through to the mpbint of the twentieth century

(see Marvin, CarolynWhen Old Technologies Were New: Thinking About Electric Communication in

the Late Nineteenth Centu(iew York: Oxford University Press,988), pp. 9394 cited in Clayton,

AiVvoi ce i n Machi neod, p . 210) . The telegraph i s 3
problematizes the received theories of modernity which tend to centre around the notion that it is a
predominantly scopic phenomenpnC| ayt on, AVoi ce-2i2n HidMmoiot lisithatehe , pp. 21
experience of the telegraph at the time of its invention (and presumably for the period prior to the
widespread use of the telephone and radio when it was unrivalled as a mode of orstecticn

across the globe) foregrounded A[ T] he physical i mp ¢
an emphasis on sound and the aural of fers a point
characteristic of t teer monvd @ rhn tswhkjnedtolgsy 0 encolum t he
problematization of a simple either/or choice where sound and vision are concerned exposes an
oversimplification i n Mamdthe birthsf modemisrpasshiebeassit t he t el e
at itsheart, aural. As | have argued in Chapter 1 of the present work, the meaning of any technology is

mediated by a complex network of cultural acts, knowledge, histories and discourses. As with a skilled
instrumentalist, sending and receiving telegraph sagss involves a complex series of inter

relationships between hearing, seeing, touch and muscular control and reaction. The often dramatic

roles that telegraphy plays in nineteerdhd twentietkcentury literature adds other layers of culturally

significant information, thickening any attempt at a description. It might be better to suggest that
telegraphytendsto be dominated by the aural, and that this leads to something like an auralization of

the other sensdsvision, touchi that is actually at adk with later technologies that are understood to

lead to a visualization of the natisual sensory modes; in these terms sound recording is understood in

visual terms as fAwriting®,However, tyheemainnd operotgthap hy o f
culturally mediated nature of what can often look like (and be culturally represented as) the biological
givens of sensory perception, Connoro6és synaesthetic

evades the reduction of the relationships between santhdision to fixed binarisms, at the same time
as allowing for an understanding of the situation in terms of tendencies towards one or other dominant

modality.

7 1n what is one of the first major publications devoted entirely to the sonic dimensioneofiai

Al t man writes: A[ M] ore than half a century after t
remain resolutely image bound. Early fil mmakersé

indirectly perpetuated by generations of criticsdiom the cinema is an essentially visual art . . . The
role of this issue oYale French Studids thus remedial; by concentrating attention on a neglected area
it will perhaps suggest new directions and possibilities for a more integrated approacérttiréhiim
exper i en c¥ae FrensH Studigen3).
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observation, distancing and thenefoabstraction, or is somehow more directly
connected to and controlled by rational consciousness, are tropes that have currency in
many debates on the modern. Clayton arguesis@und has been historically
constructed so as to make it appear lesgatisghan vision and thus, less integral to

the development of modern@y’® He is, however, aware of the dangers of thinking

too rigidly in binary structures and of ovigeral abstraction. He proposésot that

sound isinherentlymore embodied thanight but that ourexperienceof both sight

and sound is historically constructed The notion that sight is abstract and sound
embodied is thus a historical factor of modernity, like visual perspective in post
Renaissance painting, a cultural and hisally contingent conventio® Steven
Connor also resists any simplistic binarism that seems to emerge between sound and
vision, seeing modernity less in terms of a radical bifurcation of sound and vision and
more in terms of synaesthesia. He suggestsakhane sensory modality becomes
culturally dominant so the other senses are pulled into its orbit, taking on some of the

attributes of the dominant modality.

Like HoffmannrAxthelm, Rick Altman centres in on linguistic matters in his earliest
attemptsto account for the neglect of sound in film theory, though in rather different

terms. The neglect of sound is a factor of the caroeeated vocabulary of the

%cl ayton, HfAVo,pc283 in Machinebd
"cl ayton, #VoipR2elleinphasdééaddéd]. ne o,
"There are plenty of instances where sumohina conti n

twentiethc ent ury t heorizations of sound. R. Murray Sch
di st aSchaferdR. MurrayThe Tuning of the World: Toward a Theory of Soundscape Design
(Philadelphia: University of Pennsylvania Press, 1980},1}y.in popular culture the beat is something

we feel. Kittler, in his prehistory of the gramophone finds plenty of instances of the physicality of

soundi Willis, Scott de Martinville, Edison (see KittleGramophongpp. 2428) - and the physicality

oft he perception of sound is focused on by Steven C
Teet ho.

Connor, AEdisonds Teetho (unpaginated webpage).
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majority of film critics® following the line of logic that we can only talk about things

for which we have the vocabulary, and that the vocabulary of film sound is the
Aprovince of a few specialistso. Though
i ¢ o mmo n ®asean explanation it remains tautological. It does not engage with

the question @towhythe vocabulary of sound should be more restrictive than that of

camera operators, lighting engineers or set designers (who all surely have specialist

terms that are nevertheless comprehensible to those occupied in other parts of the
industry). Al aspects of cinema production have their specialist vocabularies and

di scour ses, sagquahyehavef ismhrceent ury of fil
vocabulary that deals overwhelmingly with the visual and its technologies, and not

also taken on boarché vocabulary to deal with sourt®® Altman shifts his focus
somewhat | at er to suggest t hat soundds ne
theorists and critics took a more historical, seqmititically oriented positiori®®

Again, though, Altman is natble to offer any concrete reason asvtoy a shift of

orientation towards the human sciences should continue to exclude sound. Though

WHe writes; A[T]he source of the imageds current
deweloped by threquarters of a century of film critics. With few exceptions film terminology is
cameraoriented . . . [which] . . . provide[s] the field of cinema studies with a basic language

Although this vocabulary, along with other terms that atedirectly camera el at e d , ficonstitut e

of an introductory film course, the corresponding audio terms remain virtually unknown . . . [and are] . .
. the province of ¥aleffemh Sudiepc3d).al i st so (Al t man,
181 A similar argument hasden put forward to account for the inclusion of just about every form of
cultural practice within the domain of anthropology, with the notable exception of music, which has its
own ultraspecialist discipline of ethnomusicology, see Nettl, Brdree Studypf Ethnomusicology:
TwentyNine Issues and Concefftdrbana, Chicago, London: University of lllinois Press, 1983), pp.
134135

182 One argument would be that for film, sound is synonymous with music which has, of course, its
own theoretical systems andr@nologies that only make real sense to those who have learned them as
practitioners. However, it is patently obvious that film sound cannot be reduced to an understanding of
the music theory of the background music. The voice, overdubbing, lipsyndungd effects,
ambience, spatialization, atmosphere are also matters that pertain to the soundtrack and the audio
dimension of cinema. Like music, though, these have been until fairly recently quite subordinated
issues in terms of film studies, as Altmangues in the works cited throughout the present chapter.

183 For example, in théintroductio® The Sounds of Early Cinema collection of essays alited

with Richard Abel, he writes thaf[U]ntil recently, sound . . . has been relatively neglected by
historians writing about ci nema, as they have focl
culture industry, as a popular, sophisticated (and eventually respected) form ekHitogy or as a

venue for marketing personalities (from staragteurgo ( Ab el , Ri chard, Thend Al t man

Sounds of Early Cinem@loomington: Indiana University Press, 200d.)xii).
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there are perceptive and productive insigh

there remains, still, something @imystery as tavhythe situation is as it i

Sound technology not up to the demands of the modern

One line of argument | shall proposthough one that approaches perilously close to
technological determinism, to be sweés that in the earlier twerth century the
technologies of sound recordiffy were not so well disposed towards those
techniques that had become associated with avowedly modernist creative practices
collage, montage, deand recontextualization, tim@xis manipulation, material
transformation (such as film negatives, scratching onto film, animatitmt had
developed in cinema and photography, and as such sound technologies seemed less
promi nent | y¥* Sound eandingitechndogies were labteto generate

the aesthic surfaces of modernism, and therefore in a sense less intrinsically
modernist, than their technological equivalents in the visual dofiairPaul
Théberge comes to the conclusion that despite the well documented fascination with

At he t al ki nrgwamlitie apgpnectable effdtteof the new technology on

BAs | discuss Lacands theory of the egodés era in Clt
a powerful elementin he egobdés era ideas that resist their own
some way to accounting for how someone like Altman is able to identify thatisteepgoblem and yet

somehow fail to be able to fully address it.

1851 explicitly single outrecording technologies at this point to focus on the relations of the technology

to the creative process, rather than include the complications of those technological modes for the

distribution of recorded sounethe nickelodeon, radio, and so on.

¥ pal Th®berge, for example, points out J[audiddt the Ffi
technology [to overdub etc] could not be fully exploited (for technical as well as aesthetic reasons) until

the second hal f o ThéldelyeAnyiSouedp.t217¢He menticmanH. Stith Beénneft

citing the early electric guitaridgtes Paul as having been the first musician to commercially exploit the

ilunper f dhromgh bveréubbinga | t hough-mam &®afdoer ecaseadyiang r el eas
1941the jazz musiciaibidney Bechbt is reputed to have over dubbiddough a process of sowot-

sound recordingimilar tothe onethatLes Paul used slightly later.

8" Douglas Kahn proposes that, in fact, sound technology in the earlier half of the twesttieity ¢

wastechnically able to produce aural equivalents to the modernist aesthetic surfaces of cinema and

vi sual art, citing t he musgaecontréteotks were made with@schaef f er 6 s
gramophones ( See Ka hnated).AA3 eshdll beCGiscassingringthe presenh p a g i

chapter, however, and as | have already noted in the previous chapter, cultural practices are not

determined only by technological potentials, but are dependent upon the interaction of many different
epistenological, technological and soeplitical phenomena.
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music prior to electrical recording in the 1920s, and it was really not until the 1960s
and later that musical production would be affected in substantial terms by recording
technologies®® Though he experimental genre ofiusique concrétethat arose in

the studios of Radio France in the late 1940s can be viewed as the first instance of
something like the radicalising effect of cinema or photography happening in music,
it was a very esoteric and cirmscribed practice in relation to the music industry
which would be generally seen as far and away the most ubiquitous context for sound

recording.

Adorno was one of the few exceptions to the majority of writers on technology in the

first half of the twatieth century in that he expressed quite early on the need to take
account of new audio technologies. On becoming editor of the Viennese
contemporary music periodicaAnbruch he advocated, as editorial policy, articles

dealing with the specific effectthat (relatively) recent audio technologies were

having on musical culturé The reality, though, was more problematic. As Richard
Leppert notes in his introducti obssayjso t hat

on Music dealing with audio technologe s , Athe 1 mpact [ of sou

18 Théberge Any Soundpp. 191192 and 21817. A similar diagnosis is made by Mark E. Cory

who, despite bringing together evidence that optical film soundttzettbeen used to produce avant

gade works of radiophonic art in German radio during the second half of the 1920s, states that their

ef fect r emaiQeoerdy i mdargk nBBa.l,0 ASoundpl ay: The Pol yphon
Art o, i n Kahn, Dougl as Wireldss WhginatienhSoand, RadiG,raedgher v ( ed s
AvantGarde (Cambridge: MIT Press, 1994), 342) Cory puts the high cost of such technologies,

and the relatively small number of potential radio listeners forward as factors that contributed to this

marginal status He also notes that another reason for the lack of knowledge about experiments of this

nature in radio during the Weimar period, what he
Third Rermoddmétscultara policies and the destructisrought by the Second World War
(Cory, iSoundpl ayo, p. 333). I't is possible that f

up into multiple copies for distribution, whereas the inherently distributive dimension of radio probably

meant thatrarely were more than one or two copies of any radiophonic work duplicated. It is
significant that Coryds essay has very much the tor
its time, and had been largely forgotten since (though he ascrike® tthe dominance of the more

literary forms of radiophonic work that proved more popular and enduring until the radical experiments

of the 1960s; see GC363).y, AiSoundplayo, pp. 349
%seeLevin, Thomas Y., fFor the oRlsTeshnaogcahdor no on Mus
Re pr odu c iObtobers5t(\Wirder, 199Q)pp. 2630.
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listening habits and musical consumption was apparent but nonetheless not well
researchedd when Adorno wrote his first
recording, AThe Curves ofggtelsd sNd écalte d ,hei mi
and vague, at times almost fraes soci ati onal 0 writing reflec

uncertainty as to the cultural impact of the apparsiifs

This uncertainty pervades (and at the same time, in my reading of the essay,
invigorates) the essay, an uncertainty in part determined by the difficulty of placing
the phonographic effect within music; music seems to enter the phonographic world,
and yet the phonographic world has little direct impact on the material substance of
music, at least from the perspective of 1927 where the enormous impact of
photography and cinema on all forms of visual culture had been theorised, debated
and commented upon for some considerable time. Adorno is unambiguous when he
states thafii]f one were tobe thoroughly rigorous, the expressimmechanical musi

is hardly appropriate to talking machines. The mechanism of the gramophone affects
only the reduced transmission, adapted to domestic needs,-exiptiag worke '

This is a position that hastl a pervasive effect on the understanding of the nature of
sound recording; as | shall discuss elsewhere in this thesis, there is a strong line of
thinking about sound recording that holds to the notion that recorded sounds and

Aireal 0 s oun dysidencalethatnracbréingihasl no effect on what is

Y eppert, MEPRBmMentary

191 Adorno, Theodor Wi T ICarves of the Needte 197], in Adorno, Theodor W Essays on Musjc

ed. Leppert, Richard (Berkeley, Los Angelesnton: University of California Press, 2009), 272.

Whereas musical material had been transformed under a series of apparently organic, historically
inevitable developmentsf or Adorno these devel opments are exempl
atonaity, and then his development of the tweteme method- phonography affects only the

conditions of reception and has little or no effect upon the material substance of what is received.
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recorded. Adorno repeats this position, though nuanced somewhat more negatively,

in his 1934 essayiThe Form of the Phonograph Readtt

There is another matter that informs the (relatively speakingmo der n o char act
of sound recording, and that is its very ragioimesication Though cinema was

dependent upon enormous projectors until the widespread popularization of television

in the 1960s, and the introduction of home video in the 1980s)oghaphs and
gramophones were not only small, but were well suited to becoming articles of

furniture. Adorno notes in 1927 how the disruptive, subversive or critical potential of

241 Tl he phonograph record i s ingandstogirga thusit deprivetiu c h mo r e
of its best dimension, a music, namely, that was already in existence before the phonograph record and

is not significantly altered by itodo (Adorno, AiFor m
of music that islost, namely the live and organic interpretation that unfold in real time before the
listener, the music is understood to+esest and the recording only carries it, having no material effect

on it. See also Emily Tho mpvasoput towNork recordingt aads ; Al T
reproducing music as it existed prior to the dev
unlike cinema, an art form that does not simply transmit a representation of a live event but which is an
entirely new artform with its own unprecedented aesthetic and technical possibilities. There were
Aifew [who] chose to use that technology to create a8
Sergei Eisenstein, and others employed motion picture technologypderrfilm an art form distinct

] h
el

from traditional theatredo (Thompson, i Musi c, Machir
potential to apply distinctively modernist structures such as montage and collage to sound, these
possibilities were rarelp ur sued unt il the | ate 194 Wschenend¥al t er Ru
(1928) used the audio capabilities of sound film to create a radiophonic work, but as Mark E. Cory
writes, ithe ability to cut and matediuptilldhgdfter st or ed
the development of magnetic tape recording after the war . . . as the process of working with filmstrips
proved too expensiveodo (Cory, iSoundpl ayo, p. 340).

not to exist in the form ofecordings, as such, and it has hardly attained the canonic cultural status of

Ei s e n 8attkeship Baemkin Ve rMarowitld the Movie Camera C h a MddérmTémeor

L a n gMétmopolis Thompson writes how fithe dtiutecctheo p ment of
beginnings of acoustical cutting, dubbing, mixing, and other sorts of special techniques. For many

years after the initiation of these techniques, however, much of this creative flexibility was used to

create traditionabounding musical recdings. Multiple takes were spliced to create a performance

more real (i.e., more flawless) than could actually be created by live musicians in a single take, but

ot herwise the music was not fundamentallylchanged?o
haveds ussed issues related to this in fiwWhobés Listeni
Randall, Annie J. (ed.Music, Power, and PoliticfNew York and London: Routledge, 200pp. 214

216). In particular | discuss the grounding of tiaion ofihi gh f i del ity o as the i d:¢
representation of the flawless musical work in an ideal form where the mediality is effaced (or at least

there is a concerted attempt to efface everything about the medium that can be effaced). Finally,

Douglas Kahn writes how A[T]he ideational mi ssi on
practical application . . . for its conceptual implications were much more accessible, mobile, and

workable that its actual mechanics. Save for rare instam@ephbnograph was simply not taken up in

the arts a topical concerno (Kahn, #Alntroductiono,

and iconcept uail in daptpdcaurc aut iinolitesmtire not in sound art or any
phonographicallgpecific practice that actually included a phonograph in its realization.
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the phonograph is quickly defused as it assumes its place as a valuedirartic
bourgeois homé&®® As Adorno reads it, the potential of the phonograph as something
challenging and radical disappears as sound quality improves and the phonograph
record becomes exposed as an imitation of music rather than a thing in itse, and a
the machines themselves look less and less like machines (upon which their disruptive
potential in the bourgeois home is in part predicated) and more like articles of
bourgeois furnituré® The technological attributes become less and less visible, the
horns and mechanical parts move inside ornamental cases, effacing their modernity
through their assimilation into the everyday domestic environment. At another
register this is underlined for domesticated sound technologies more generally in the
injunctiors around the same period for radio announcers to adopt friendly and familiar
voices'®® Radio and phonography, as domestic technologies, strive to disavow their
technological natures, to assimilate themselves into the domestic environment,
rendering themsele s fAi nvi si bl eo. Photography, of
almost from the start and it is perhaps not coincidental that Adorno caricatures the
phonograph in its assimilated state as a sideboard on which photographs of the wife

d;196

and children are dispja photography and phonography are technological

partners that have been tamed to bourgeois domesfittgying their existence far

¥Fln their early phases, these technologies [phonoog

reigning artistic practice. The moment one attempts to improve these earlyltgies through an

emphasis on concrete fidelity, the exactness one has ascribed to them is exposed as an illusion by the

very technology itselfo (Adorno, fiCurveso, p. 271
“See Adorno, AZ/Bandaise Melvildas o027 2Gr aham,nedsThe Gramopho
Fur ni tRhonegiaphs and Gramophon@dinburgh: Royal Museum of Scotland, 1977), pp.

117-138.

19 geeMichael Chanan ifRepeated Takepp. 109110.

*see Adorno, fACurveso, p. 273.

Y"Again, in these terms, Adbynod3heaCuieses e$§sdayheo
untypical of his later attitudes. Though this is the essayhich he critiques the domésdtion of the

technol ogy, it is also where he points to its raci

girls, o ost of them underageo waiting for fisomeone to af
the big hotelso (AX4)rno, fACurveso, pp. 273



73

from the big cinemas, spectacular expositions and -hebort environments ¢

hY

mode’®no.

Though | have noted the aenance of the visual in modern culture, it would be glib

to work on the basis that this visual dominance is simply a given, or to propose this as

the only factor informing the relatively subordinate status of recorded sound. While it

is probably true thathe visuality of cinema and photography in a visually dominated

culture predisposeghem to attention (and thus to theorization), and to a more ready

i nvol vement with the moder n, Ei sensteinods
realistic and thus undaine the experimental and innovative aspects of the new
medium® throws up another attribute of sound that stands as an obstacle to its
participation in the modernist practices already noted, and which adds a further layer

to attempts to explain its relaéivinconspicuousness in modernism. Sound is

temporally determined in a way that images do not need to be. Although it would not

Eric Ames writes how A[B]y the turn of the centur.y
replacedbynewmdes of Amed ,osfiEwdl (Phonography haa beerBatcipred by

the public, who were fiprepared to welcome its entra
phonograph has made its way into many institutions, where it isfoiseducational and scientific

p ur p oThePhanostopt , no. 1, November 1896, p . 10, quoted i
Dave Laing notes how Arecorded music combined the a
and the vauddwigl,| dasvteagddA (Voi ce Wi thout a Face: Poy
i n t hePopBa®MusigL)/1 (1991), p. 6. This suggests that not only was there an already

established socioultural distance between the mass cultural and the domestic emé¢hia fguestion,

but that phonography was a technology through which mass and/or public culture could be scaled down

and tamed for domestic consuption, brought out of the spectacular and risky world of popular

entertainment and into the home.

“nfact,i is in jointly authored fAStatement on Soundo
Pudovkin and Grigori Alexandrov warn of the dangers
improvement in cinema for the wrong purposes . . . [that] might threaten toydaliits formal
achievements to dateo (Alexandrov, Grigori, Ei senst
on Soundo [1928], i n Br Rklmdhegry ahdeCoiticism ldtrodlictdrye n Mar s hal
ReadingdNew York, Oxford: Oxford UniversityPress, 1999), p. 360. For these critics, montage was

ithe indisputable axiom upon which world cinema cul
360) . A &ddition of soune to raontage fragments increases their inertia as such and their

independent significance; this is undoubtedly detrimental to montage with operates above all not with

fragments but through thextapositono f f r agment so ( Al exandrov et al, AS
notion that the fragment would have more inertiaifsymplc oupl ed to its Aownd sound
speed and complexity of montage would be compromise
discord [of sound] wi t-isual boantespoins (Alexbndrovieba e s 06 i n an au

isStatemento, p. 361).
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take much argument to persuade anyone that cinematic images are as much in and of
time as sound recordings, it is possiblel&st up images, or very short fragments of
motion, one after another to create, through montage, a meaning that is not reducible
to the sum of its parts. Images and motions can be glimpsed as incomplete fragments
and yet still recognised as what they argghotograph or secofidng cinematic clip

of a man running is still legible as a man running. With sound this is less feasible.
For sounds to be recognised as whalare, they are dependent on the time that they
take to be sounded in order to regisas what they arethe sound of an isolated
footstep can not convey running. Their indexicality is very closely determined by
their unfolding through time, what Denis Smalley has termed their
spectromorpholog¥”?’ There is thus no meaningful equivalé@msound- or there was

not at the time | am discussingo Eiserst e i collage and montage. What would
have resulted, had the images in Eisenste]
directly connected with their original sounds, would have beenergss of
unrecognisable sonic splinters with characteristics more or less close to that of
abstract and undefined noise, or a cacophony of competing layers of sound that would
mask one another. Though some of the reasons for the relatively unnoticéafeffec
audio recording on the material substance of music at this time may well have been
purely technical, a truly phonographic music was, as already established, not
something actively pursued until later in the centliry. Generative electronic

instrumentsroliferated though few really caught on, and recording technology itself

*®Small ey, Denis, fASpectromorphol ogy andTh&tructuring
Language of Electroacoustic MugiBasingstoke and London: The Macmillan Press Ltd., 1986), pp.

61-93.

2011 azlo Moholy:-Nagy had proposed in 192Fgroovescript alphabai that could be inscribed

directly onto phonographic plates, and Paul Hindemith and Ernst Toch in 1930 had recorded tones onto

wax discs as new, experimental forms of instrumentst.sees i n, @A For t he Recordo, p.
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would not result in anything like the radical and experimental forms that were to

characterise modernist visual culture until after World War Il.

If sound really does have almrdinate position in modernity, and there was little

traceable effect of phonography on early twentmghtury creative practices of

music, how might we understand the cultural sigaifice of phonography? h&

probdem with looking to music for sucéffects, at least prior tthe widespread use of

magnetic tape and the transformation of the recording studio into a creative tool rather

than the site of acoustic documentatimthat we are looking in the wrong pladhe

key is to be found not in musiaubin voice It is the effects of the phonograph,

telephone, and loudspeaker on the cultural imagination of the human voice that are
registered in the earliest accounts, and it is on this basis that | have proposed
phonography as a prosthetic phenomendfincent Pecora, whose work | shall be

drawing on in chapter 5, writes hawt h e pr o b Ii loth literdry amdohuncae

i is absolutely central to the whole phenomenon commonly cafledernism in

Western literatur@® | f phonogr aphy @sonmowitheasicg wasf f e ct
culturally experienced and understood, the
the idea thathe material effects of phonography amn the voice not musf& we

should | ook not to music f aralinmbramoagr aphyaos

the voice but to literaturé&*

2pecor a, Heartof®Oakmessnd t he Pheno meEngish bitgrgry Hisfory Vo i ce o,

52/4 (Winter, 1985), p. 993

®Dave Laingdés AA Voice Without a Faceodo already refe
various ways that voice became privileged in early phondgrap

204 Kittler distinguishes between phonograph and gramopHeemordplayback and playbaetnly

respectively), noting that #@ABerlinerdéds gramophone i
is to the history of literature. At the price of beimpnopolized and mass produced by big industry,
records globalized musical noi se. Edi sondés <cylind

even if in each case only a very few copies could be in@d#ler, Gramophonep. 59) Though this
offers a useful pointer from which to make connections between speech, literature and phonography,
Kittleros assertions t ofilled papersesifféreddhe samé aisis asishéet er at ur
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This can bepartly traced throughhe epistemological heritage of phonogragpisya

form of writing, as noted earlier, but also because of the strange and transformative
effects that recording had drow Western culture was able to imagittee human

voice, speech and language. The picture is further complicated by other technological

and historical phenomena that also had an effect on the cultural imagination of the
voice-speecHanguage constellation the immenseand generalizeddisruption
represented bytheu | t ur al trauma of the First Worl d
fidiscovery of the unconscious hr ough At hea derefalkontexgof cur e o
proliferating experiment across the arts in geneed well as the invention of the
telephone, radio, sourfdm, and of course the phonograpt.strongly concumwith

Sara Daniusvho, indiscusgng Prousé Remembrance of Things Pasterms of how

it presents a cultural theory of technological changes|gerature as always already

a form ofcultural theory®

Benjamin and the voicei A Th e St oangtthe®Vd fiekk 6o f Art o
B e nj afimhenNork of Art in the Age of Mechanical Reproductias perhaps the
one essay on the new media technologies ofateenineteenth and first half of the

twentieth centuries that has acquired canonic status above all oth&Ps

mu s i(Kdtler, Gramophonep. 59) is sheer hyperbgland in any case the mapping of one onto the

ot her does not really fit. The generality of Kitt]
of what he suggests is unreliable.

%5 For Danius, this is traced most vividly in how Proust obsetivegransformation of his perception

under the impact of telephony and photography; his beloved grandmother he observes (without her at

first seeing him) as though through the dispassionate eye of the camera, from which perspective he sees

her as simply a old lady who will die soon. The distancing of her voice on the telephone is similarly

transformed into a premonition of separation through death to com® @e®i u s , Sar a, i Or phe.l
the Machine: Proust as Theorist of Technological Change, and tee Casf  Favuyndoe Nlodern

Language Studie87/2 (2001) pp. 127140).

2% ts influence has run throughout the second half of the twentieth century. It has been extensively

referenced as a political, aesthetic and theoretical source of methodslagych as a primary source

for thinking about technology at the time, enjoying a series of secondary tributes throngious
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Symptomatically,this is an essay devoted to the visual technologies of film and
photography, and mentions the phonograph only once, anth thassing®” There is

no comparable theoretical work on audio technology from this period, though
RichardLeppert , through posi ti ofi@n the Fetisk i n re
Character in Music and the Regression of Listedjinghich is partly a respoesto
Benjaminbds essay, suggests anf® €ogugh val ent
Adornods essay i s widely cited in musicolo
particular strand within musicology, and has not seen the widespread influence of
Benamh 6 s mor e widely know wor k. Il n his cor
time of the iWork of At e s s ay, Adorno i s critical of
optimism about the emancipatory potential of cinema, both in terms tetiestand

in terms of its sod relations. It is however dangerous to bring the two essays into

direct confrontation with one another #iere is a fundamental difference between

what he two writersare dealing with that leaves thesgifectively talking at cross

purposes Evenwerethims ot obvious from a parallel read
response to Adornodés di smissal of the revc
new technologies makes this explicit: At he

different objects and bothrea equally valid. It may of course not be said that

acoustical and optical apperc®ptions are o0

parodies of its lesthansnappy titlef o r e x BhenWadrkeof Art in the Age of Pof/11 Paranoia:

Lynn Hershman Leeson's § a n g e Hitp/Ingwaguakeinetscape.com/2007/01/2 Mibek-of-
artin-the-ageof-post9-11-paranoialynn-hershmanbr Cottom Daniel, The Work of Art in the Age of

Mechanical DigestioRepresentation§6 (Spring, 1998 pp. 5274,
http:#links.jstor.org/sici?sici=0738018%28199921%290%3A66%3C52%3ATWOAIT%3E2.0.CO%3

B2-5

§Above all, it I[-sickendbles the arlginat te meetohd beboldéer baffway, be it in

the form of a photograph or a phonographrdcor ( Benj ami n, fAWor k of Arto, p.
% eppert, AComnldéitaryo, pp. 240

299 Adorno, Theodor W., and Scholem, Gershom (edghg Correspondence of Walter Benjamin,

19101940 trans. Manfred Jacobson and Evelyn Jacol&thicago and London: Universityf o

Chicago Press), p . 590 <cited i n Ehatng TradBanr bar a, i A



http://newsquake.netscape.com/2007/01/21/the-work-of-art-in-the-age-of-post-9-11-paranoia-lynn-hershman/
http://newsquake.netscape.com/2007/01/21/the-work-of-art-in-the-age-of-post-9-11-paranoia-lynn-hershman/
http://www.jstor.org/view/07346018/di015005/01p0039u/0?frame=noframe&dpi=3&userID=80f0e503@ncl.ac.uk/01cc99331400501c59e03&backcontext=page&backurl=/cgi-bin/jstor/viewitem/07346018/di015005/01p0039u/0%3fcitationAction%3dsave%26frame%3dnoframe%26charset%3du%26userID%3d80f0e503@ncl.ac.uk/01cc99331400501c59e03%26dpi%3d3%26config%3d%26citationPath%3d07346018-di015005-01p0039u%26PAGE%3d0&config=jstor&PAGE=0
http://www.jstor.org/view/07346018/di015005/01p0039u/0?frame=noframe&dpi=3&userID=80f0e503@ncl.ac.uk/01cc99331400501c59e03&backcontext=page&backurl=/cgi-bin/jstor/viewitem/07346018/di015005/01p0039u/0%3fcitationAction%3dsave%26frame%3dnoframe%26charset%3du%26userID%3d80f0e503@ncl.ac.uk/01cc99331400501c59e03%26dpi%3d3%26config%3d%26citationPath%3d07346018-di015005-01p0039u%26PAGE%3d0&config=jstor&PAGE=0
http://www.jstor.org/view/07346018/di015005/01p0039u/0?frame=noframe&dpi=3&userID=80f0e503@ncl.ac.uk/01cc99331400501c59e03&backcontext=page&backurl=/cgi-bin/jstor/viewitem/07346018/di015005/01p0039u/0%3fcitationAction%3dsave%26frame%3dnoframe%26charset%3du%26userID%3d80f0e503@ncl.ac.uk/01cc99331400501c59e03%26dpi%3d3%26config%3d%26citationPath%3d07346018-di015005-01p0039u%26PAGE%3d0&config=jstor&PAGE=0

78

Adorno is primarily concerned with technological effects on aepistent musical
culture,whereas for Benjamin thechnologyof film participates in the constitution

of a new cultural fornper se. While Adorno notes thaithere has never been any
gramophonespecific musié?° the whole point about thVork of Artd essay is that

film is an art form that iompletelyfilm-specfic. This is not the only instance
where the two essays are not directly comparable. Introducing Adorno's essay in his
commentary to the sectiofiCulture, Technology, and Listeniagn Essays on
Music?! Richard Leppert notes that it is arguable thatj&mm fis more concerned

with the question of audience consumption, whereas Adorno is more directly
focussed on production. Benjamin speaks in detail amuaudiences receive mass

art, Adorno speaks in detail abowhat they are given to consumé&? This is
corroborated byAdornod ssselibn that musicfis not significantly alterealby the
phonograph recordndicating that he still viewsfimusi@, at least in terms of its
relationship to technology, in terms of its abstifaotteriab attributes, rathethan as
something realized at the point of receptiorBenjamin, howeverrelates the
structural capabilities of the medium (editing, cloges, montage, etc.), approaches

to narrativethat have become associated with modernigagment, shock), and a
speculative hermeneutics of the production process itself (the lengthy section dealing
with the actor before the camera, leading toftbrehid in the land of technologyor
examplé®) very firmly to the reception of film asocially experiencedHis ideathat

every Vviewer of the cinema s i n the

Properly: The Legacy of the Frankfurt School in Cultural Studies, New FormaB8n&ummer,

1999), p. 54.

Adorno, AForm of Phonographo, p. 277.
“Mleppert AComment a260y 6, pp. 213

22l eppert, fCommentaryo, p 245

BBenjami n, fW®R22R270f Art o

pos
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participant in the construction of meaning
of the Aut hor 02 nenders everbryore Bransparent the fact that

Benjamin s concerned with reception rather than productigiithough Leppert

identifies a real tendency in Adorno to concentrate on production at the expense of
receptior’® it is important to notéhat Adorno does not only relate his arguments to

the commodity fetish; he is equally concerned witthe firegression of listenindg

which can be seen as pulttitige fetishizationof the commodityinto a dialectical

relationship with receptionfigured as the regression of listening.To look for a

reciprocal position in Bej ami no s t ext -ecbnemie means bfthe soci
production are brought into a dialectical relationship with reception is rather less

fruitful,?® I n f act , Benjaminbés didactic positior
response to fasacn somfdspdlaietsitthi®d i putzatihhis pr
realm of the social reception of art, not its modes of production. Howeverjslagre

argument in Benjamin that redresses some of the dialectical imbalance, though it is

““Benesch, Klaus, fAWriting Machines: Technology and
Franz Kafkao, i n Jos ephReRdng Mattersa Nadratidhiindhe AleviMediiut z (e d s
Ecology(lthaca and London: Cornell University Press, 1997), p. 78.

#>Which is, of course, entirely congruent with his theory of the musical work as essentially

autonomous and constituted by purely musical nelteri

“°Reading he A Wor k mparalleiwti @ he FiDayCthtae aik lighlyrisstructive, but

although Adorno sawis essay as, in part at least, a response to the artwork @stigct comparison

is problematidor the reasons just giverLeppert notes that Adorno responded to the German version

of iThe Work of Arto that Benjamin sent to him on
lengthy critique, which would culminate two years later with the publication of théshFHeharacter"

essayo (Leppert, -24)psenaksaWolarRedemptiopp 194. 2Hb@ever the

very incompatibility ofthe essaysan beproductivdy usedto approach the issusf the voiceand

technology becaus¢his incompatibility stees us away from a exclusively binaristicthinking.

Benjamin is discussing an emergent art form that is entirely dependent on new technologies, which
consequentlyputs technology imo a radically different relation to human subjectivity than Adorno's

pessimistic essay, Wth charts the ways in which an ancient form of art is undermined and
commodified in the encounter with recording technology. Reproductive technologitiseWork of

Artd are coupled with the promise of a future utopia, where@®imthe FetisktCharacerd technology

is associated with a regression in cultukeproductive historicist approach needs to read these two

writers against, with, and through one another, rather than simply pointing out reasons to reject one or

the othertout court
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not found i n t heitsef Wbir its lesseknowh rcdmpanienspiece,

fiThe Storyteller: Reflections of the Works of Nikolai Les&éV

It is Ivan Kreilkamp who suggests thhis might be a more instructive place to look

for an understanding of the voice than fhéork of Artd e $"*sGorymentators on

Benj ami nds wo ¥ &nd Raehlith® hawvesindidétet! that this slightly later

essaf whi ch he was working on at thmesame tir
beyond the optimistic position takdmy the AWork of Arto, heralding a turn in
Benjamindés <cultur al criticism that woul d

reproduction as somethiig be mourneahot celebrated However, rather than seeing

27|t is worth noting that Richard Middleton comments on the absence of writing on sound or music in
Benjaminds output but proposes that fihis arguments
Though Benjamin focuses on f icH cen be hppled witka strigingme n t con
results to r ecor Hopuar Musispp. 6465).( Whiledtdvbuld beofruifless to deny

that ideas can be transferred from the cinematic experience of technology to the sonic, particularly as

Benjamin formulaé s t h e m, there is also a problem with accerg
Once again an epistemological perspective derived from predominantly visual culture transfers to the

analysis of music and sound, sonic experience is being modelleddoim, @sense subject to, the logic

of the visual. I n seeking to apply Benjamino6s insi
to exercise caution to ensure that in bringing our understanding of the sonic into visual terms we run

the risk of mgsing precisely those aspects of the sonic that are irreducible to the frames of reference of

the visual; though there are fAstriking resultso in
Arto essay, t hi s i s mo slpracicesrandkaestngtics wits@me twantypydaise d t o
later. Despite these caveats, however, to consider talking about any form of technological mediation in

the realm of artistic practice in the period from 1877 up to the start of World War Il, and not to take

account of Benjamin's most celebrated essay would leave something of a hole, historiographically

speaking. With the notable exception of Adorno there is virtually no intellectually critical writing from

the first half of the twentieth century that deaith sound and its technologies that could be compared

in scope and influence to the AWork of Arto essay.
fingery-i nf or med premi sed that phonography was negl ect
Gramophone p. 49, and though much of Kittlerds research

neglected works on phonography, the fact that such a recuperation was needed is itself testament to the
fact that the philosophical and psychological works that temtered into general currency, and that
have influenced the development of contemporary cultural and critical theory have tended to come
from visual modes of technological communications, photography and cinema. Major figures in
twentiethcentury philosopy such as Heidegger, Levinas, and Blandt&tetouched upon sound and
music in their work, but such references are regarded as marginal within their oeuvres (Lars lyer,
personal communication, August 2007). Much of the significance of Kahn and Whiteli¢iaeless
Imaginationa n d K lddis& \Wager Meta (Kahn, DouglasNoise Water Meia A History of Sound in

the Atts (Cambridge: MIT Press, 1999%pmes through an engagement with materials that have been
so otherwise neglected.

28k r ei | kamp,hificPe hloongigcerda,p p. 214

29\Wolin, Redemptionsee note 10 above

220 Rochlitz, RainerThe Disenchantment of Art: The Philosophy of Walter Benjaimsins. Jane Marie

Todd (New York, London: The Guilford Press, 1996)
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one text as superseding the other, we might start from the eviden&setljamin saw

these texts as relat&dand read them dialectically.

A d o r riretésisCharacted essay makes clear his disagreements with Benjamin's
positona s i t i's | ai d out |particdlanyewith régpectkto o f Ar t
political realities and several commentators have implied that there is a similarly
negative relationship betweefiThe Storytelled and its companion particularly
where the emancipatory potential of technology is concéefhedlhile it is fair to

say that a note of nostaégor the loss of aura that &bsent fronfiThe Work of ArH

is discernable irfiThe Storytelled, | do not believe it appropriate to read this, as
Rainer Rochlitz does ifhe Disenchantment of Aras evidence of a fundamental
change of position on Benjans part?® Rochlitzis perhaps being reductionist when

he discusseéthe technically reproducible work of aras though there wemich a
singular and unitary thing. échnologies and artworks are highly mediad culture
specific phenomendilm and plotography in thediWork of Artd essay and novels

and newspapers fiithe Storytelled have many more differences to one another than
they have comparable similarities, yet Rochlitz talks of cinema and the novel as
though they wereeduciblesimply to the mowolith i €chnology, undermining any

sensitivity to the specificities of the dialectical factors that are played out in any

I The Storytelleroswas hwrismmentamemarsetdr Iiavor k of
first mentioned in a |letter to Gershom Scholem date
companion piece to [the AWork of Arto essay] as soo0
Disenchantmenp . 18 7) . The close relationship that the ph
what would become fAiThe Storytellerd and the AWork o

Adorno dated the 4th June later that same yearwhere says t hat he has firecently
Nicolas Leskov which, without in any way claiming to have the scope of the piece on art theory,

presents a few parallels with the édecline of the a
reaechi ng i ts Rochlitz)Disénghardniegpd188).n

22 5ee WolinRedemptionpp. 218226 and RochlitzDisenchantmentpp. 187194, for example.

?ZRochlitzwritesfil n fiThe Work of Art, o the mourniaag for the
an end. AThe Storytellerd reveals that this mourni
meet expectations. The technically reproducible work of art, as Benjamin had described it, no longer

has any properly artistic value; desacralizatias left in its wake only instrumental and therapeutic

function® (Rochlitz, Disenchantmentp. 189)
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individual technology** While Rochlitz idetifies animportant aspect of hoWrhe

Storytelleo differs from thei Wor k o f  Ais gaing tecsfar @oyclaim that

iThe Storytellerd opens a offparodipngiiTheod i n Be
Storytellen in this wayrisks separating it from the productive dialogues that it can

have with his immediately preceding writin§s.Sucha reading would not only deny
Benjaminds own implication that thae artwor
complements to one anothbut it reduces the scope of each essay taken on its own

terms. The first indications of a note of nostalgia aredancholy that will become

much more explicit in the writings of Benjamin's final two or three years should not

blind us to the productive dialogue that is still going on in this essay witieitsr

knownficompanion piea&

As | have argued aboveather than seeing modalities of perception and the
technologies that accompany them as fixed in relation to one another, it is more
productive to think, aStevenConnor does, in terms of synaesthetic relations of sight
and sound. In this respect, rathiean the visuality of cinema and its emancipatory
social potential being swept away by muing the loss of storytellinga(position
grounded on positive or negative assessments of technology figured as a monolithic
category, it is more productive to thk in terms of cinema as a technology separate

from print media, but one that neverthelessmbricated with such media in

224 Andreas Huysserfor examplejs also cautious about painting too reductive a picture, warning that

A[ T] he decay of t he a uelyadependent on teclhmases of méchardacal i mme d i
reproduction as Benjamin had argued in the Reproduction essay. It is indeed important to avoid such
reductive analogies between industrial and artistic techniques and not to collapse, say, montage
technigueinaror f i |l m wi t h i ndu sGreatiDaidlepm@®.nt aged ( Huyssen

225 Rochlitz, Disenchantmenp. 188

226 Rochlitz himself points out tha{W]e find elements of this new mode of thinking in the essays on

Kraus and Kafkay even iffin those essays the perspiee of carefree destruction remains domidant
(RochlitzDisenchantmenp. 188 . However, rat eef Behpammaék] ndesdire
the traditional character of community life b e h punsdi ofafiavantgarde art and political

revolutiord (R o Disehchantmenip. 188), the apparently contradictory positions taken in the two

essays suggests his struggle to carefully disentangle the specifics of particular technologies from a

crude and totalizing modernity.
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contemporary cultural work. For Adorno it may well have been that cinema was

under the thrall of the predigested information tBanjamin identifies infiThe

Storytellen, a case of a new technology being pulled into the orbit of an already

dominant cultural practigehis anxieties about the negative effects of recording on

music are certainly couched in terms that resonate with&€onds posi ti on tF
dominant modality tends to colonize practices that would be otherwise independent

of it. Yet for Benjamin the differences in the technologies allow him on the one hand

to celebrate a new potentiat the same timécrucially) that hemournsthe loss of

something thatis lost because ofan entirely different technolggand cultural

practice.

Benjami nds i dmaastrang corxceptual nesormahcesiwithgsome aspects of
the theories of technology that | have engaged wattiag the tool, like the orally
transmitted story in relation to the teller, is figured as integral to the body and the self
of the worker. The tool and the story are not only intimately connected to the artisan
and the storyteller respectively, sharisgnilar structural (and functional) inter
relations, but there is also a reciprocity whereby the tool (in Marx) and the story (in
Benjamin) are themselves affected by the relationship. Benjamin underlines this point
when he says thditraces of the storgtler cling to the story the way the handprints of
the potter cling to the clay ves&géf’ the story isot onlypart of the life experience of

the storytellebut the storytellethim- or herselfis imprinted in the story. The artisan
makes the tool partfahemselves, not simply in the termsaphysical extensiobut

through using it and knowing it.

’Benjamin, AStorytellero, p
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For Benjamin the crucial distinction is in the difference between voice and the printed

word. It is the voice which binds the story to its teller, and sathevoice- as one of

t he pri mary Amaterial so of - whiclo mcguires! | i ng,
something of the structural status of the tool. Indeed the voice has been figured as an
extension of the inner voice embodiedconsciousness intihe outside world; irhis

sense voiceis already fiprostheti® with respect toconsciousness® With the
phonographic voice we encounter the same ambiguity between negative and positive
notions of the prosthetic as noted by Armstrong in connectioniithth made object

[that] carries the trace of the badythe voice already carries a trace of the body, and

this trace is telematically extended as it is phonographically recorded and played back,

but this is at the price of it beirfglissociated from its maio.?*

Benjamin associates storytelling with Atwo
ways . . . If one wants to picture these two groups through their archaic
representatives, one is embodied in the resident tiller of the soil, and the other in th

trading seama’™>° That storytelling is connected most directly with agricultural and
seafaring communities can serve t o reinf

definition of the tool and Benjaminds figu

2% pisregarding the problematization of this position from poststructuralist critiques that deny or

sideline the subject, it is interesting to note how
wor |l d. Voice is hdtramdy®epramsenwreidt earss imdch as Jul i
Barthes have built their theories of signification upon the notion that it is the bodily dimension of

speech and language, manifest primarily through voice and vocality, that have been traditionally

ignored by a structuralist, scientistic approach and which must be reintroduced into semiotics in order

to more fully understand the nature of significatio
Barthes, Rolandmage Music Textrans. Stephehleath (London: Fontana Press, 1987), pp-189,

and Kristeva, JuliaRevolution in Poetic Languag&rans. Margaret WallgNew York: Columbia

University Press, 1984), pp. & andpassim

229 Armstrong, Technologyp. 79.

Benjamin, fA8torytellero, p.
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modern culture; tools and stories are both associated fitlith soib, which is of

course a metonym for an entire cultural figurafidn.

With the novel, thal i st i ngui s hi ntgeitferecames fromralitraditionh at A
nor g o eandthusis disncet fdoom voice Wh er e as hasidolatednov el i s
himself. . . [and] isno longer able to express himsdl§ giving examples of his most

important concerns, is himself uncounselled, aahnot counsel otheds t h e

st or ytaked what he téllfom experience his own or that reported by others.

And he in turnmakes it the experience of those who are listentoghis tal@ *

Besides the phonocentric bias, the oral form connects with community in a way
impossible for the written and mass reproeld novel. What Benjamin is lamenting

in AThe Storytelled is the passing of a mode of art that is connected with its
community, which effects that connection through a requirement for an individualised
engagerant on the part of the receiver. A similanlydividualised yet socially
situated engagement exists in the receptio
essay, suggesting another point at which A
AWor k of Art o etersabayprogosesis imimatelylcanneeted to it.

The direct connection of producer and receiver modelled by storytaHitige story is

part of the life experience of the teller incorporated into the life experience of the

l i stener i s par al | ieipaterg comstnuctionhoemeanmg witkin dual 6 s
the collective experience of the cinema; storytelling and the cinema thus stand
together in opposition to a model of artistic reception that is based in commodity

fetishism, identified with the world of the novel.

%1 This is particularly acute in the case of Germanic and Adsdtnogarian culture as it developed the
ideology of theVolk during the nineteenth century. The collections of folk tales by the Brothers
Grimm and the ideas &lut und Bodertan stand atwvo of the most explicit cordinates of this.
“?Benjamin, fStorytellero, p. 87.
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[Benjamin] contrasts this situation [that of the storyteller] to the very
different structure of the experience in modern life, where events take
on a desultory and isolated, overwhelminghywate character; where
Gexperienced are at best meaningful fahe individual, but have
forfeited the attribute ofuniversality from which the element of
wisdom, the moral of the story, traditionally derivéd
The invisibility of the phonographic voiceasphonography
Considering that Benjamin is concerredmore ordess the same tim@ith orality -
and by implication the voiceand technologies of reproduction it seems strange that
he is effectively deaf to mmography, a cultural practice that had become fairly
ubiquitous by the 1930s, and which could have pralitien with the opportunity to
bring mechanical reproduction and voice togethiereadp h o n o g ralaspnbeyaé s
negatively symptomatic because the voice, whose emlienBenjaminis the
storyteller, is notunderstood to besignificantly differentin its phonographic
manifestationto the live voice which has already been sidelined by print, the novel
and the news media. There is evidence in other authors of the?periadd also in
film theory” - that the phonographic voice is understood teefiectively identical
with the live voice At its most reductive, the argument of theorists such as Metz,
Baudry, and Bazin goes that as the real and live voice exists as vibrations in the air,
there is no material difference between them issuing from a human roputh
phonograph horn or loudspeake®ound recording, paradoxically, is figured by these
writers as doing its job so well that the difference of the recording to the live voice is

236

effaced. In such thinking aboutilm there isthe notion that the protdfhic=™ sound

and the sound heard in the film are in essence the samewhageas the cinematic

23 \Wolin, Redemptionp. 219220.

234 35ee chapter 4 of the present work for a fuller account of this.

235 gee chapter 4 of the present work, and the first set of quotationsifnoniéorists such as Metz,

Baudry, and Bazin in Lastréi Readi ng, Writing, Representingo, p . 6 !
chapter he presents quotations from later theorists who take an opposing position.

®As in the freal 0 perienged priordosts capturedyrécerdingg. and e x
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moving imagehas a relationship with realithat ismarked by reduction and lossf

space, of colour, and frothreeto two dimensios.?®” The recorded voicdrom this

perspective, is understood as being significantly less different to reality than was the

case with imageseemingto drawless technolgically specific attention to itselind

thus appearing to be less explicitffected in its materiality byts technological

mediation. This apparent naturalness was tiedoubledat two different cultural

registers: throughsound recording s technol owieogage withtheabi | i t vy
fractures and shockbat drev such attention to cinenasan explicittecmology, and

the extent to which audio technologies had become absorbed into the domestic
situation in ways which were virtually impossible for motion pictures which remained

public and spectacular

In addition, the phonograph does dotthe same tempalrwork on the recording that

cinemaor photographydoes. Cinema, as already discussed, rapidly developed its

own structuring of time grounded in spatial and temporal discontindigdgs, cuts

and montage. tography snips the instant out of timeBar t hesds gr ammat
tense of the futur e -awhdreasphanographyidagturesthewvi | | h
time of the eent with the event, so to speak, and so there is nhesh of a

perceptible rupture on the sounds recordatileast in their mateiity; thereare of

course other ruptures, the disembodiment or dissociation of the voice from embodied

consciousness being perhaps the most culturally significant

The phonograph retained its close association with the voice even as it changed in
statusfrom the early dictaphone that Edison had first imagined into the central

technol ogy of the music industry. It was

%37 see Comolli cited in Silvermarcoustic Mirror, p. 5
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machinedo and is stildl to this day associ at
also go some waytexplain its relative invisibility. There remains a phonocentrism

at the heart of the Western episteme which, even though the disembodied voice has
attracted connections to the uncanny, cannot completely rid itself of something that is

also reassuring.The appropriately modulated voice more than anything else assures

us of presence, however potentially uncanny that presence might be, and this is, at its
deepest roots, ultimately reassurfffgThere is a subliminal and reassuring message

of the phonograpb voice that the machine is more like usis, as we are in our

phonocentric essence than we are like the machine. Though this position is

historically determined, and there are several wfitého have noted a qualitative

difference between, for exaie, the experience of Victorians and Modernists in

relation to phonographi/° this is a history characterised by a fairly large degree of

overl ap. Steven Connor has criticised Kit:-
which a new technology, inforation system or cultural experience causes a radical

shift in sensibility that effectively annuls the immediately preceding state of things.

Drawing several examples of how such a model is frequently inappropriate (it in fact

repeats many of the ideolaga | acts of -wWail | isemdsdd emémptod |
modernism) Connor proposes that the palimpsest is a better model of technological

and social change, and this seems a reasonable position to take when attempting to

reach an understanding of the status ofvibiee under the regimes of modernity and

phonography.

%% |n radio, for example, this aspect of the voice was exploited specifically to domesticate the
technology and to engender a sense of proximity to theumedMichael Chanahas notedow radio
announcers during the Third Reich were encouraged to Uselkatimlichtone, and how United

States6 President Franklin D. Roosevelt adopted the
(ChananRepeated akespp. 109110).
“®pjcker, AVictorian Aurao, p. 770.

240 | have argued in chapter 1 of the present work for a change in the quality of the phonograph in its
transition from a potentially auratic technology of record and playback into the alienatedenatibd
to industry of playback only.
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In a cultural context, then, that gives significantly greater weight to the visual,
Benjamin sees the voice as a participant in a constellation of dedness,
community and authenticity that déssappearing. For him, the decline of storytelling
IS

a concomitant symptom of the secular productive forces of history,

a concomitant that has quite gradually removed narrative from the

realm of living speech and at the same time is making it poseible t

see a new beauty in what is vanishitig.
There is something about the voice, and the aural more generally, that is marked with
loss, a loss that is also aestheticized. This aestheticization could be figured in
nostalgic, sentimental, anthropocentect ms as t he decline and di
humano i n a matoralezediwsrid.i At,the same time, related yet
distinct, this can be understood as the constellation of such loss with notions of a
memory crisis, as proposed by Terdiman, dedth, in which phonography features at
a number of different cultural registers. The phonographic voice is marked variously
with | oss; for Freud it i's prostAhl@ti ¢ men
recherche du temps perdu i s A | o sform ofiwntiegd(phonegeashy), @ is
connected with representation, memory and absence; and as the disembodiment of the
voice it carries strong associations with the supernatural, or the voices of thé dead.
The voice is already colonized (and in Benjam6s account thereby ma
writing, as it were, and the voice under the regime of technological modernity, insofar
as it conflates writing, memory and loss through its phonographic recording, is

potentially marked by death, or at least the dgatRhonography, as the prosthesis of

21Benjamin,A St or yp 88l | er o

242There are many accounts of the different configurations of death and phonography; see, for

example, Knowles, Sebast i aourndof M@lern LitdialueefL h by Gr amop
(2003), pp. 114; Weiss,Breathlesspp. 2966.
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both writing and memory, is connected with aspects of the cultural imagination of the
voice that are in part functions of phonography itsatf particular the unique way in

which it problematizes the formerly helcellef in the separation of speech and
writing®? - and also, in part, attributes of the voice that pertained prior to
phonographd#* but which are only exposed to awareness and scrutiny through the
voiceds phonographic di spl amtehaenwillbe The r ¢
concerned with tracing the issues of writing and memory, and the ways in which they
mark the phonographic voice, as represented in three works of literature from the first
quarter of the twentieth century. In subsequent chapters | eshgdige with those
aspects of the phonographic voice that its prosthetic functions raise: the sense of
presence, the sense of the voice being reduced to its purely soniferous aspects, and the
vexed issue of whether the phonographic voice is an idemBpabduction of an
originary voice, or a mediated form wépresentatiorthat is grounded in the logic of

cultural construction and a system of codes.

Phonography and Writing (Phonography and Death)

There is another strand in the web of possible reasonhdodiscursive neglect of
phonography that takes account of its quotidian ubiquihonography, as an

instance of vocal disembodiment, as a particularly vivid form of memorialization, and

as a form of writing, has been associated with death from riiestadays. Writing

that the connection between death and desi

mani fest and pervasive in Western cultureo

243 problematizations that can be figured in terms of writing that is experienced as speech, a visual

paradigm experienced through an aural experience, a sense of presence engendered through an explicit

absence.

244 For example, its separating itself out from the body as it (the voice) comes into being, its soniferous

di mension separate from semantic sense, it status a
speech.
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about 1 to, Jonat ham oBdll lyi nmeabalbincdthat ht hat 0
this suggests is that here the commonplace works as a kind of disavowal, allowing us

to see and not see at the same diffte Phonography, like desire, also has
Acommonpl aceo0 associations wi tdhamirebert h t hat
of different registers itakes away the voice,-embodies it in a dead machine, takes

that which is taken as the guarantor of the metaphysics of soul and presence and
relocates it inside a machine where, by the logic of that same metaplsystah,

the machine is the very opposite of the human, a lifeless, automatic and deathly place.

The phonograpkills at the same time as it preserves or resurrects the voice, echoing

the confusing |l ogic whereby fosed®idgath, i s on
therefore desire al $%Wandmyetdesire bnd deatpggepanadid t o d
the West for millenia have been, culturally on the same dide.phonography to be

anything other than a traumatic presence in everyday life, its geahld related to

this, its mechanical aspects needed to be suppressed, and it is through its

commonplace, everyday, domesticity that this is effected.

Freud first attempted to theorize desire and deateyond the Pleasure Principle

He did thisin terms of the death drive and the life drive personified as Thanatos and
Eros respectively, and much of the subsequent discourse on cultural theories of death
have been indebted to his speculatithsThe sex drive, in Freud, is emblematic of
desirei the desire to reproduce, to create, to continue, whereas lying deeper than this
is the urge of physical matter to reach an absolute equilibrium, stasis and death.

Though the life and death drivese complementaryorces - dialectical, even-

24> Dollimore, Death, Desire and Lasin Western Culturé_ondon: Allen Lane, The Penguin Press,

1998), p. xii.

248 Dollimore, Death, Desirep. Xii.

47 Freud, at the start of chapter 4 Béyond the Pleasure Principle st ates that fiwhat f
specul at iBeyorwp.@H.r eud,
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ultimately it is the death drive that is the more fundametitalAs Lacan takes
Freuddos theories and develops them, his nc
fulfilled, and the effect of desire is to engender more desire. The object of desire is

not only unattanable, it is unknowable, ineffable, an absence whose foundational

meaning derives from the separation from the mother and entry into the Symbolic

order of the Other. Representation, the domain of the signifier in the Symbolic order

is, according to Elli&k a g | aandecteddy a fundamentallink t o t he*deat h dr

In order for language to be possible, things, as such, must-pesented and
disappear as objec. In the Lacanian understanding of the human subject there is a
foundational loss, aeparation, that comes to stand for death, that is the grounding
experience for signification. Representation is possible only on condition that the
object is not there. Were the object to be always and reliably there, never in danger of
being separaterdm the individual there would be only a seamless and
undifferentiated Real. Under such conditions of being there would be no cause for
there to be representation. But the separateness of the infant from the mother (whose
body normatively constitutes n®or less his or her entirety of experience in the first
few days after birth) evidences the unreliability of the object, implying that, as the

breast, as warmth, as a voice, it can be withheld or taken away. This loss and

248 Freud,Beyond pp. 3464. For cultural aspects of this see DollimoEeath, Desire pp. 180197,

andBr onf en, Elizabeth and Goodwi BronferSBElizabethaniVe b st er ,
Goodwin, Sarah Webster(eds.), Death and Representatio(Baltimore ad London: The Johns

Hopkins University Press, 1993), pp25.

“AAll perceptions and thoughts are, according to L
losses such that loss itself takes on a central, even centring, function in lifeastratiGn anxiety [for

Lacan] is not the obstacle human impaossibilities coalesce around [as it was for Freud] efffigictbé

losses functioning asthegppa ni zi ng pr i (Raaigdlaendaf EdIlli el,i fiddlacan, t he
the Dream of the Buing C h i IBmbriden, Elizabeth and Goodwin, Sarah Webster, (eDejth

and RepresentatiofBaltimore and London: The Johns Hopkins University Press, 1p980)

“0As Ragland puts it, A[T] he i nf thergnotgeliabls.p sthet hat t he
symbol or image leaves an empty place in its wake, thus making absence the condition for meaning or

language to signify something. As Saussure pointed out, such referents usually arise binarily or
differentially; that is, in referemc t o anot her signi fier, in between wh
ABurning CBL.ldo, pp. 80
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separation stands as the foumolal moment of representation that, ever after, is

marked with loss and absence whose final significance is &éafRepresentation

takes the form of the signifier but, unliKk
where the signifier is in relatiship with a signifiedquame nt a | object, L a
signifier is in a relation to other signifiers; there is a chain of signifiers, and any

signifier only signifies another signifier in the chain. Just as there is no resolution of

desire in its final satisiction, there is no ultimate signified, only an absence, which is

to say, death. The signifieral r eady considers him [the su
i mmor t al % Zkegardialsmibh. phonography in relation to the voice should

be quite transparent

As well, then, as sharing conflicted relations with deatti the notion of losslesire,

as a human state of being, and phonography, as a teghraf everyday culture, are
ubiquitous and at the same time, anstate of disavowabout their relationsvith
death. Though bothhave been implicated isuch relations in theoretical discourses,
in their quotidian statethey seem to diszsow death through allying themses with
enjoymenti desire as celebratory of life, phonography as entertaintiieBenjamin

pulls print, the machineindustrialized mass culture (as opposed to the artisanal
culture of the village)andthe First World War(as a kind of socieultural tipping

poin)i nt o a constellation in which mnd al so i

“'Maud EIll mann writes that for Lacan filanguage oric
only when the things it wants are unavailable. As Lacaners , 6t he sy mbol mani fests
as the murder of the thing, and this death constit
(ElI'l mann, Maud, Al nt r od usychoanalgtic Litérary CHticisnfinancdon , Maud (
andNew York: Longman, 1994), p. 19)

%2 acan, Jacquese Séminaire. Livre IliLes Psychoses, 1958, ed. Jacquedlain Miller (Paris:

Seuil, 1981), p. 18Ccited inEvans, DylanAn Introductory Dictionary of Lacanian Psychoanalysis

(Hove and New York: BmnerRoutledge, 2003)p. 31.

#3We might argue, of course, that enjoyment itself, when it exceeds its acceptable limits and crosses

into jouissancds also implicated with lossof self- and thereby with death. Tipetit mortof sexual

jouissancestand as one well known cultural instance of this proximity of death and pleasure.

1
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d e a totaccount for the decline in the voice of storytelling.is, | think, highly

significant that the dissimulation of death is allied with print, mechanization and
industrialization in an essay that mourns the decline of the live vétbenaraphy

has had a role to play hefthough Benjamin does not registérstnce its very first

public notification: ASpeect®® hiais théo e c 0 me,
immortality of speech that is celebrated this first public announcement of the
phonographicage but this only makes sense against

death, of which phonography is a public disavowdhe phonographic voice has

i ntimations of i mmortality, and Awriteso d
with its associations of deathl t i's also cruci al to read th
qgualifier. We are not i n the phonocentri

storytelling culture any longer, but in a modern world ofitaseres, simulations,
prosthesesral dissimulations carried out behind technologically constituted screens
which function bestas screens when they take on the attributes of the human
(according to the logic of the machine discussed in chapter 1), and even come to

replace them, even if onpartially.

And yet the disavowal of death in phonography is not secure or complete;
phonography has also carried, from its inception, very public deathly and uncanny
associations that pmexisted it. Since the development of audio communication
technologies towards the end of the 19th century we have become so accustomed to
voices without bodies that for us they no longer seem strange or marvellous. -The pre

hi story of the bodiless voice, though, i S

voice without a body was always strange and usually, in some sense, either a site of

BjJohnson, AWonderful Inventi.ond, in Wi le, AWonder o,
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power and/or fear. God is a voice, a voice of law and authority, whose vocality is
emphasized through the Jud&@bristian injunction against looking at the face of

God. Although sometimes a constitutive element of a natural phenomenon (the voice

in the thunder, the burning bush, Pent ecos
a human body. The voice of God, the language of God, has the power to create the
univere : A God said, Let t her?® Oneeultdral effdtttof And t
the systems of power in which such disembo
observation that AdAin the physical setup of
iesona couch and cannot see the analyst the
against looking . . . [that] . . . permeates a great number of religious traditions, most
noticeabl y | s% anrts avantethcentutya technological mediation,

the disembodied voice retains some of these associations with law and power. The

voices of totalitarian dictato?¥ relayed over loudspeakers and through radio

permeate the acoustic history of moderAify.

Disembodied voices were also attributed to the swgteral, ghostly voices, clutched

at like straws to prove the survival of the self after the body has returned to dust;

%5 For a more detailed and nuanced theorization about the idea of the voice of GodrsgeElaine,

The Bog in Pain: The Making and Unmaking of the Wq(iitew York: Oxford University Press,

1985),pp. 192197 . The credibility of a disembodied voice as that of God in theppeographic era

is testified to in the novebyChavss BrbchderdBroam whiche Tr ansf
is discussed in by Gunning, Tom, fADoing for the Ey
Abel, Richard, and Altman, Rick (edsTlhe Sounds of Early Cinenf&loomington: Indiana University

Press, 2001 )p. 23

26 Chion, Voice in Cinemap. 19.

57 a word which carries its own etymologically suggestive baggage

28 Hitler himselfis supposed to have said that the Nazi Party could never have taken power in

Germanywithout the loudspeakemMore recently, the regime of the déalPresident Assad filled the

streets of Damascus with hundreds of loudspeakers, for the purpose of disseminating information, but

al so dominating and controlling the soundscape of t
Elaine Scarry comments oo the disembodied voice, and the notion of disembodiment itself, is,

underthe JudaeGhr i sti an worl dview, associated with power,

materially unrepresentedod because @At ooubictosttee no body
worl d . . . conversely, to have a body . . . is to
small circle of oneds i mmediate physical presence.

almost always the condition ofthose t hout p o BoalyioPai( s 20&)r r vy,
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mediumistic voices, or the lateo-called direct voicé so stragly is voice associated
with the individual that its mere presence w®es, for Spiritalists, survival beyond
death. The supernatural nature of disembodied voices is an association which
persisted into the early years of sound recordingdison himself was deeply
interested in spiritual survival beyond de&thand Seven Connor argues for an
understanding of emerging audio technologies during the nineteenth and early
twentieth centuriegn terms of a dialogue with models for communicatwith the

dead in Spiritualist practic®. Similar technological models for otherwisgiritual
phenomena were widespreadThe famous Theosophist Madame Blavaiskyr

example,also sought scientific explanations of supernatural phenoffitaa, did

*Kahn, Douglas, fDeath in Light of the Phonographt
(eds.), Wireless Imagination: Sound, Radio, and the Av@atde (Cambridge, Mass.: MIT Press,

1994), pp.76-79.

20K Tere is a deeper relation between the evolution of ghost phenomena and the developing logic of
telecommunications. For both involved the move from somatic to telematic processes of relay, as

effects and manifestations that took place in or through thsigdlyperson of the mediuiin the

easiest of these to produce being the production of
organswer e replaced by mani festations separated from
a voice that wasnani f est in the room rather than through th
phenomena must be thought of as being facilitated rather than produced by the medium, who acts as a
telephonist rather than a telegraphist, making the connection rather that imerpreting the signal.

Oof t en, in 6direct voiced mani festations, the spiri
trumpet or megaphone rather than the musical instrument), or even a series of trumpets, which might

be placed in the room atdistance from the medium. The trumpet served both to amplify the voice,

and to change its position: trumpets would be moved telekinetically through the air and round the

room.. . ... The spiritualist use of the trumpet was probably first suggestdte hyse of speaking

trumpets for the deaf, as well as biblical uses of the instrument as a sign of spiritual warning and

revelation, rather than by the characteristic amplifying horn of the phonograph and later the
gramophone. But the technique of makamiritual voices audible comes increasingly to cohere with

the technological means of amplification. In the mediumship of Pearl Judd in New Zealand in the

1920s, the direct voice was in fact first achieved by means of a phonograph horn rather th

trump et 0 ( @uipstiuckpp. 3645).

Bl avatsky, in turn, was fascinated with the phon
him an honorary member of the Theosophical Society; and gave him a signed copy of her hulking best
seller,Isis Unveled (1877). In the book she tries to bridge the gap between spiritualism and science

between the darkened parlors of the Society's headquarters and Menlobpalaiming that magic

simply derives from an intimate knowledge of matigma and electricity SO 8r e z , Juan Anton
S. Eliotdéds The Waste Land, t he Gr a madpw lgteraey, and t
History, 32/3 (2002, p. 753)
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Edison himsel?®?and W. T. Stead, probably the most famous casoéltye sinkng

of the Titanic %3

If the disembodied voice prior to 1877 was usually supernatural or the voice of divine

authority, in the increasingly rational museét of the turn of the century, the
phonograpHigures as one of the technologies moving in to occupy the gapyehe

di sappearance of oOirrational dé beliefs. Sp
early 20th centuries became increasingly less concerned to account for spiritualist
phenomena as supernatural and more gilekingto locate apparentlyccut

phenomena in a scientific discourse that would place them within the natural order of

things, not superstitious beliefs but scientific fééts.In this, audio technologies

offered rational and verifiable instances of communication that would be otkerwis

impossible, and Maurice Renamdh o s e 7 De at h* lawill He disdussingShel | 0

*2Edi son spent some considerable time working on th
contain the spiritual energy of an individual that he believed was released at the moment of death; see

Kahn, ALight of -7®8honographo, pp. 76

23 \W. T. Stead, a celebrated joalist and activist on behalf of the London poalso had a keen

interest in tke occult. fiStead's enthusiasm for the occult is consistently mapped onto advances in new
technology. . .he called his own body a o6bifurcated teleph
Bureaud in 1909, a kind of t ed petpriowning relatives into hboar d s
contact withdeadralt i ves vi a a ledgarkSally &nd lonekdursiy Roged (edEhe Fin

de Si&le: A Reader in Cultural History c. 188®00(Oxford: Oxford University Press, 200(. 289.

%3 God, or,desderas sproesvhatto the state of electroneeth whi ch is eventual |
by wireless radio (a metaphoralkoo r me di umi st(Dys cwrh,anfhredddesg, 0ACIi rcuit
Voi ce: From Cos moSounmgyGQuituteo Tel ephonyo,
http://www.soundculture.org/texts/dyson_circuits.h{ompaginated) accessed 28th July,

2003@15:23) St even Connor traces this historthiscal trajectoc
movement away frorthe physical person of the mediom wher eby t he spirit voices
from the mouth of the medium her (or occasionally him) self has a technological resonance. As the

century proceeds and newer communications technologies emerge the medunicistemanates

more commonly through inanimate media such as speaking trumpets, or from the air itse¥f (the so

called fAdirect voiceo). I f the di sembodied voice w
onto the uncanniness of phonographic isediment which then recolonizes the mediumistic
di sembodi ed voi ce, dhedebelopment of tifreat voinercandheraforenbe shewn i t

to redouble the ghostly dematerialisation of the voice effected by modern techrin{@giesor, 2000,

p.376). It is also worth noting that Friedrich Kittler draws connections between communications with

the dead and audi o communi cati oGramophenbFlm|l ogi es i n th
Typewriter see KittlerGramophongpp. 1213.

*Renard, Maurice fiDe at h a[t987],in Kitder, Briedrith)Geamophone Film Typewriter

trans. Geoffrey Winthrofyoung and Michael Wut£Stanford: Stanford University Press, 1999p.

51-55, but original is Renard, M deu woyage @mmobiel suivi mo r t et


http://www.soundculture.org/texts/dyson_circuits.html
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below, is one of many early twentietlentury writers who situate communications

with the dead in terms of audi o technolog
Shadow&™® a soldier receives a telephone call from his friend fighting at the front

during the First World War only to learn subsequently that his friend has been killed

days earlie?®’

There is something acutely disturbing in listening to the apparentlyinyissibly

so0) alive voices of the dedd. There is also something disturbingly different about

our own living voices when we hear them played back on the phonograph; as
Benjamin notes in the only other reference to the phonograph | have found outside of

the AWork of Arto essay, no one re€ognises

When confronted with the strangeness of our own voices, the common reaction is to

doautres hi s t(Raisr Gés, 180V)n Fhislwias trareslated (anonJhes Flight of the

Aerofix(New York: Stellar, 1932).
266

published in French as fiAux £ cloviationalapear®aisTen br eso,
Cres, 1926) page references not available.
®"Evans, Arthur B., #@The Fant as tScienceSictior Btudies Fi ct i on

64/21/3 (November,1994), http://www.depauvedu/sfs/backissues/64/evans.htmccessd 30th

August 2007@9:16. This essay is the source of information for the preceding two foothadtgs.

however, worth noting the persistence of the connection of vocalic disembodiment with the dead right

up to he present, despite some hundred and thirty ye
archaeological research into the acoustics of neolithic burial mounds in Scotland have found certain
structures that facilitate the illusion that the voices articulateidé such mounds are spatially

indefinable, or else appear to originate inside the head of the listener. Several archaeologists have
suggested that this is evidence that for neolithic peoples such apparently disembodied voices carried
associations withither divinity - the voices of the godsor death- spirit voices of the ancestors. It is

equally possible that such acoustical structures functioned to draw singers or musicians into a sense of
connectedness with one another, as is the case with tee dissonances and physical contact of
Herzegoviniargangasingers, or simply to create the effect of amplification and proximity. However,

in attempting to ascribe a meaningful function to an otherwise obscure phenomenon, it is the ghostly or

godly aspets of the disembodied voice that rings most true to modern Western minds, pointing up the
persistence of our own associations of vocal disembodiment with death and the supernatural in the
present ; see Burns, John, fi B uprai sd@he Suntiag Mibes1S" r eveal s
July, 2001; see also the website of one of the key researtiterthe acoustics of stone age sites,

Aaron Watson altttp://www.monumental.uk.com/site/research/

%8 iHow terrible it is to hear this copper throat and its sounds from beyond the grave! It is more than a
photographic, or | had better say cinematographic, something; it is the voice itself, the living voice, still

alive among carrion, skeletons, nothingies 60 R € n a Dahth andl the Shéll, g u Kittlerd i n
Gramophonegp. 53.
Benjamin, Walter, HfAFranz Kafka: On the Tenth Ann

Hannah (ed.)llluminations trans Harry Zorn (London: Pimlico, 1999p. 133. Steen Connor notes
research done into the phenomenon whereby listeners tend not to recognize, or experience antipathy
towards hearing their own recorded voices, see Coinompstruck pp. 710.
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