
NATIVE INSTRUMENTS has the mission to develop the most innovative 
and inspirational instruments for music producers and DJs of all genres. For this purpose, 
logic and creativity have to come together at every part of the process – and within 
every person involved.

To further reinforce and grow our team, we are looking for the most forward-thinking 
talents in their respective fi eld. If you are ready to fully engage both your left and right 
brain in our quest for the Future of Sound, please check out the open positions at:  
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In l ight of  i ts  »Un Tune« theme, CTM 20 1 5 invest igates how the 
immediate ef fects of  frequencies,  sound, and music confront 
and disturb the human body,  and explores the extent to which 
pre-conscious,  psycho-physiological  af fects inf luence the per-
ception and interpretat ion of  sound and music. 

A number of  works presented at  this year ’s fest ival  and in this 
magazine are concerned with the pecul iar i t ies of  physiology 
and human cognit ive systems, more specif ical ly with how sound 
and frequency phenomena may tr igger cer tain cognit ive re-
sponses.  Ar t ist ic experimentat ion with the af fect ive and somat-
ic potent ial  of  sounds and frequencies opens up possibi l i t ies of 
tuning and de-tuning physical  and mental  states,  atmospheres, 
spaces,  and si tuat ions. 
  
I t ’s  v i tal  to make a dist inct ion here between the two horizons 
towards which a society or culture may choose to direct i tsel f 
when deal ing with af fect ive phenomena. This dist inct ion corre-
lates with the distance between the »somatic body« or »soma« 
— the place of direct phenomenological  experience — and the 
»body« that is  the object i f ied instance of social  condit ioning. 
The latter — a tuned, at  t imes even concordant col lect ive en-
t i ty — belongs to the horizon of discipl inary act ion and is thus 
subject to mult iple forms of cybernet ic,  economic,  pol i t ical ,  or 
mi l i tary exploitat ion.  These include ways of  using sound either 
pal l iat ively,  in medical ,  wel lness,  and sel f-optimisat ion thera-

To »untune,« on the other hand, means in the f irst  instance to ex-
tend the reception’s bandwidth and thus receive »more« — even 
i f  the latter may reach us (as i t  of ten does) in a noisy,  unintel-
l igible,  obscure form, plagued by inter ference.  The vector of 
such »untuning« f inal ly propels us into a cathar t ic ,  dysfunct ion-
al  cacophony of immersive noise that might contain the sum of 
al l  conceivable frequency modulat ions.  To »untune« therefore 
also means to open up reception to al l  that is  dissonant ,  a l ien, 
foreign,  and unknown. To abandon any wel l-oi led order is  al-
ways also to lose purposeful  communicat ion.  What’s more,  i t 
disrupts aesthet ic and societal  rout ines that necessi tate at  least 
par t ia l  or temporary disempowerment of  one’s own subject ive 
posit ion.  »Un Tune« therefore also serves as an overarching 
metaphor,  one that highl ights the potent ial  that might be un-
locked by destabi l iz ing our habitual  and consensual  states.

We’d doubtless be taking the easy way out were we to assign 
the dual  concepts of  »tuned« and »untuned« to these dist inct ho-
rizons and leave i t  at  that .  However,  we are talking here about 
the endpoints of  two vectors;  di f ferent posit ive and negative 
variat ions might ,  however,  be found in the bandwidth between 
them. 

The authors of  this magazine and the contr ibut ing ar t ists at  this 
year ’s fest ival  address both horizons in di f ferent ways.  On the 
one hand, for example,  they take a cr i t ical  look at  the appl ica-
t ion of  af fect ive techniques for discipl inary or mi l i tary purpos-
es,  and at  the result ing dystopian sensat ion of  »being tuned.« 
On the other hand, they bring reductionist  aspirat ions to op-
erat ional  ef f ic iency and the exclusionary mechanisms of r igid 
convention face to face with the disruptive forces of  mult iple 
forms of untuning and the rampant diversi ty of  idiosyncrat ic ex-
perience they conjure. 

The process of  untuning holds the potent ial  to crack open sup-
posed cer t i tudes,  enabl ing a mult ipl ic i ty of  perspect ives to un-
fold from the f issures of  i ts  crumbling brickstones.  What’s be-
tween subject and object ,  between sel f  and other,  between mind 
and body,  knowing and experiencing,  individual  and col lect ive 
agency? What is  sound? What does l istening mean? How do 
we construct knowledge and historiographies? This mult ipl ic-
i ty is  yet again mirrored in the diversi ty of  individual  responses 
to af fect ive st imul i .  Just  as our bodies are structural ly s imi lar 

pies,  or for purposes such as Muzak,  mi l i tary parades,  sonic 
weaponry,  and recently,  apps for binaural  beats. 

By contrast ,  the somatic body correlates with the horizon of 
emancipat ion and l iberat ion through the undirected experience 
of sel f  that ensues from experimentat ion with af fect ive poten-
t ials .  This horizon includes l iminal  experiences of  al l  k inds, 
mankind’s essent ial  interest  in sel f-observat ion,  the mil lennia-
old pract ice of  manipulat ing consciousness for which Huxley 
coined the term psychedel ia ,  dedicat ion to the unknown, and 
al l  types of  decentral is ing,  transgressive experiences that con-
jure loss of  control ,  trances,  and ecstasy.

In his text  »Listening to Wetware Circuitry,«  Shintaro Miyazaki 
wri tes:  »A tuned circuit  is  usual ly receptive only to a specif ic 
kind of s ignal ,  most ly a periodic,  regularly changing osci l la-
t ion at  a specif ic rate,  determined by the circuit ’s  elements.« 
The transmitter and receiver must be attuned to one another. 
The receiver can resound optimal ly only within a l imited,  wel l-
def ined bandwidth.  »To tune« accordingly always impl ies the 
optimisat ion of  a system comprised of several  components,  i .e . 
the attainment of  i ts  maximum ef f ic iency free of  inter ference, 
by placing the individual  components in predef ined harmonic 
relat ion to one another.  In this scenario,  complete consonance 
or unanimity represents f ine-tuning at  i ts  most extreme.

and yet di f fer widely in their  actual  const i tut ion,  people expe-
rience frequencies,  sounds,  noises,  music,  and the interact ion 
of  these phenomena with other sensory input in s imi lar and yet 
very di f ferent ways.  I t  is  precisely this indeterminable distance 
between idiosyncrat ic experiences that cannot be overcome 
by cybernet ic means.  I t  is  not in what we share,  but in what we 
cannot ful ly share that the value of  such experience l ies.  At best , 
acknowledging this can bring us closer to understanding and 
respect ing the otherness of  others,  and help us maintain a cer-
tain distance with respect to homogenisat ion and uni formity.

Such an untuning eventual ly opens up space for speculat ion 
and imaginat ion,  (or so we may hope),  space for project ions of 
new futures,  and for conceptions of  al ternat ive pol icies.  Ar t  and 
music are per fect springboards for such adventurous under tak-
ings because their  unending empathy for the recipient provides 
a framework in which s/he can at  last  tentat ively begin opening 
up to such experiments in untuning.

Yet the foundations on which the ar t ists ,  musicians and theo-
rists ’  contr ibut ions both to CTM 201 5 and our other projects 
throughout the year rest ,  owe much to the work of  the many 
par tners and fr iends who support the fest ival .  For this ,  my col-
leagues Oliver Baurhenn, Remco Schuurbiers,  and I  would l ike 
to thank,  f i rst  and foremost ,  the Hauptstadkultur fonds,  the Eu-
ropean Union Programme Culture,  Creat ive Europe, the Fed-
eral  Agency for Civic Educat ion,  the Federal  Commissioner 
for Culture and the Media,  the Ini t iat ive Musik,  the Musicboard 
Berl in ,  the many embassies,  consulates,  and cultural  inst i tu-
t ions with whom we col laborate,  as wel l  as our media par tners 
and supporters in the private sector.  Our hear t fel t  thanks also 
to the authors of  this publ icat ion for their  inspir ing ref lect ions 
on issues drawn from diverse discipl ines and walks of  l i fe .  And, 
f inal ly,  to our guests ,  to al l  the par t icipants and ar t ists ,  to our 
dedicated team, and to the numerous volunteers and fans of 
CTM, without whom the fest ival  could never be what i t  is  now.

Jan Rohlf  is  Co-Founder of  the CTM Fest ival .

E ach  yea r,  CTM Fes t i va l  addresses  a  d i f f e ren t  theme .  The  in ten t ion  o f  such  f raming  i s  no t  to  na r row 

the  scope  o f  i t s  p rogramme and  concent ra te  on  on ly  one  perspec t i ve  or  on  the  exhaus t i ve  t re a t-

me nt  o f  a  s i ng l e  d i scourse ;  ra ther,  to  ser ve  as  a  lens  th rough  wh ich  to  cons ider  each  respec t i ve  e d i -

t io n .  Prev i ous  fes t i va l  ed i t ions  m igh t  a l so  bene f i t  f rom rev iew through  the  lens  o f  th i s  year ’s  th e m e 

»Un Tune«  a nd ,  i nverse ly,  the  themes  o f  ear l i e r  ed i t ions  m igh t  ra i se  ques t ions  abou t  th i s  year ’s  pro-

gramme.  E i ther  way,  the  mos t  we  can  ever  hope  to  do  i s  encourage  fu r ther  research  and  indep e n d-

e n t  exp l ora t i on . 
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It  exists on i ts  own and » is occupied,« wrote John Cage, »with 
the per formance of i ts  own characterist ics.«*1) No longer a se-
r ies of  discrete,  causal  steps,  i t  can be classi f ied as a »trans-
mission in al l  direct ions from the f ie ld’s center.«  Physical  yet , 
invis ible;  immaterial  but capable of  shatter ing substances and 
ratt l ing structures. 

We are faced here with having to describe the puri ty of  some-
thing beyond language, direct ly experienced in and through 
bodies,  vessels ,  containers,  housings,  apparatuses,  and sub-
stances.  An intensity that exists over t ime. A material  that pro-
duces a new form rather than represent ing something exist ing. 
An energy without an establ ished sequence of hierarchy,  pass-
ing through an endless cycle of  growth and decay.  A »passage 
without trace,« as Jean-Francois Lyotard named this »monad-
ic force without purpose or goal ,  representat ion or ident i f ica-
t ion.«*2) I ts  behaviour and transformation,  i ts  characterist ics of 
durat ion,  pi tch,  ampli tude,  frequency,  and t imbre become i ts 
content and this content is  the experience of i ts  own unique 
intensity.  Some even say i t  is  the genesis of  l i fe i tsel f ;  a shi f t-
ing,  dynamic,  pre-individual  f ie ld of  v ir tual i t ies and endless be-
comings.

As ar t ists ,  composers,  designers and technicians,  scholars, 
wri ters,  and cri t ics,  we think we know the substance and mate-

rial  I  describe above — that is ,  sound. The word was etymologi-
cal ly derived from the Lat in word sonus,  which signi f ied a sen-
sat ion perceived by the ear.  Yet ,  despite prodigious work from 
scholars (not to mention sonic prone ar t ists) over the last  30 
years in new f ields l ike sound studies which has sought to un-
derstand the socio-technical  as wel l  as cultural  origins and uses 
of  auditory culture in an ef for t  to remedy what Douglas Kahn 
famously cal led »the deaf century« — we are al l  st i l l  cont inual ly 
faced with having to describe and manipulate something akin 
to the invis ible — a force and fr ict ion that moves through and 
around whi le also changing bodies. 

» I t ’s  al l  v ibrat ing with a vi tal  force.  Whether i t  was fabricated 
by machine or fel l  from the side of  a mountain underneath the 
erosion of water.  Al l  that stuf f  is  moving in di f ferent scales and 
t imes and i t ’s  moving with what I  bel ieve is  some sor t  of  v i tal-
i ty.  And that ’s  the vi tal i ty that is  perceptible (as sound) when 
one decides to pay attent ion to the vibrat ion around onesel f.« 
— Bruce Odland*3) 

How to confront such a phenomenon that undergoes states of 
cont inual  transformation? Vibrat ions that emanate from a dis-
turbance; their  af fects by which al l  k inds of  bodies are trans-
formed into what Steve Goodman cal led a »resonat ing ves-
sel ;«  that crystal l ine moment when those vibrat ions transcend 

»Un l i ke  o ther  a r t i s t i c  mater ia l s  such  as  pa in t ,  c lay,  o r  even  the  human body,  sound  i t se l f  i s ,  i n  f a c t , 

no t  rea l l y  a  med ium s ince  the  word  i t se l f,  e tymolog ica l l y  speak ing ,  descr ibes  no t  a  th ing  bu t  a  s e n -

sa t ion  —  a  psycho log ica l  cond i t ion . «  What  does  i t  mean  to  work  w i th  sound?  D igg ing  in to  a r t i s t i c , 

te ch no l og i ca l ,  a nd  ph i losoph ica l  sources ,  a r t i s t  and  researcher  Chr i s  Sa l te r  a rgues  tha t  ra ther  th a n 

be ing  v i ewed a s  a  med ium,  the  non-h ierarch ica l ,  purpose less ,  con t inuous ly- t rans formed force  c ou l d 

be  v i ewed i ns tead  as  the  mater ia l  agency  o f  l i f e ,  no t  loca ted  in  ob jec ts  or  th ings  bu t  ra ther  s i tua te d 

in  p ra c t i ce ,  i n  the  f low o f  ac t i v i t y  and  o f  the  wor ld  i t se l f.

u n - S o u n d :  S o u n d, 
A f f e c t  &  A l i e n  A g e n c y 
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a threshold,  meeting an organ that decodes and al lows them to 
make their  transit ion from the vibratory to the audibly or even 
haptical ly perceived — that moment in which we sense.

This journey of matter,  of  compressed and rarefacted mole-
cules of  air  making their  way from the physical  to the psycho-
social-cultural  v ia the technical  is  the stuf f  of  al l  of  the ar t ists 
and researchers involved in CTM 201 5’s Un Tune theme or, 
perhaps more appropriately,  un-sound. I  say un-sound in the 
sense that s imply stat ing we are »sound ar t ists« is  somewhat of 
a misnomer. 

Unl ike other ar t ist ic materials such as paint ,  c lay,  or even the 
human body,  sound i tsel f  is ,  in fact ,  not real ly a medium since 
the word i tsel f,  etymological ly speaking,  describes not a thing 
but a sensat ion — a psychological  condit ion.  For something to 
sound signi f ies that i t  needs a perceiving organ, be i t  the ears, 
brains,  and bodies of  humans,  animals,  or other potent ial ly l is-
tening forms that might be adri f t  in the universe beyond our 
knowledge and comprehension.  Quantum mechanics debates 
aside,  when we say we are ar t ists and musicians working with 
sound, what we real ly mean is that we are ar t ists who work with 
waves that travel  through a medium (as opposed to l ight) and 
take their  physical  form as mechanical ly fel t  sensat ions.*4)

To state i t  more boldly,  to work with waves that eventual ly may 
take their  form as sound is to work with the very stuf f  of  the 
world i tsel f,  what the sociologist  of  science Andrew Pickering 
has cal led i ts  material  agency — that is ,  to experiment with what 
such waves do as material  forces that par t ia l ly const i tute the 
world.*5) You don’t  have to take my or Pickering’s word for i t . 
Af ter al l ,  Hindu cosmology argues that sound (nada) is  at  the 
hear t  of  creat ion and that the world emerges from vibrat ion, 
symbolized in the sacred syl lable Om.
 
To think about a wave’s material  agency is  thus to step outside 
of  our comfor t  zone; to abandon the sense that we real ly can 
know i t  and, more important ly,  to give up on the assumption 
that there is  an unblemished, pure path of  experience from the 
ar t ist  and the ar t ist ic work to the l istener that is  outside of  other 
forces,  namely,  the socio-technical  apparatuses that newly con-
struct and const i tute us as l istening subjects everyday.  Indeed, 
as sociologists and anthropologists of  science have long told 
us,  phenomena l ike waves,  as many of the other objects discov-

ered by science,  are not pre-given in the world but only come 
about tenuously and temporal ly through instruments and pro-
cesses.  In the process of  what phi losopher of  science Gaston 
Bachelard cal led phenomenotechnique,  the construct ion of an 
object of  knowledge or experience is par t ly achieved through 
these instruments — devices that assist  in »puri fy ing [ . . . ]  natural 
substances and thus bringing order into nebulous phenome-
na.«*6) Simi lar ly,  the descript ive machineries of  natural  sciences 
l ike physics of fer us language for the act ion and qual i t ies that 
waves enact :  elast ic i ty,  plast ic i ty,  force,  strength,  strain,  reso-
nance. These are qual i t ies also outside of human or animal per-
ception and cognit ion but which const i tute what we eventual ly 
come to perceive as the aural  and the tact i le . 

» ›SOUND ARTISTS‹ IS 
SOMEWHAT OF A 

MISNOMER«
Can we, as ar t ists who work with waves in al l  aspects of  our 
aesthet ic l ives,  then real ly know their  material  agency? Strange-
ly enough, a Cambridge Universi ty archaeologist  gives us a 
way to address this quest ion.  In enl ist ing Pickering’s concept 
of  material  agency,  researcher Lambros Malafouris focuses on 
one of the most primal creat ive acts of  working with materi-
als :  pottery making.  Malfouris asks a relat ively s imple quest ion. 
Who or what makes the pottery? The classical  story that we 
are taught in ar t  school and that is  cont inual ly reinforced in the 
newspaper feui l letons is  that the object springs from our heads, 
f i l led with inspirat ion and genius,  and magical ly appears in the 
world,  anxiously await ing decoding and interpretat ion,  that is , 
meaning,  from the observer or l istener.  This is  a story of  inten-
t ion,  control ,  planning,  and knowing the future.

But Malafouris has another story to tel l .  Within the ar t ist ic pro-
cess of  producing a piece of pottery,  the clay on the wheel 
should be considered neither some external  object of  the pot-
ter ’s intent ional  mental  states ( inspirat ion) nor a hunk of iner t 
stuf f,  but co-const i tut ive components of  the overal l  pottery ex-
perience.  There is  a continual  interplay between the potter and 
the wheel/clay not because there are locked-in,  pre-inscribed 
act ions to be expressed in ei ther ent i ty but because the spat io-
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temporal  dynamics of  the s i tuat ion and the environment bring 
for th and enable cer tain act ions in an always contingent and 
potent ial ly unknown (and unknowable) way.*7) 

In other words,  the spinning clay wheel ,  the thickness,  wetness, 
and age of the clay,  the hands of  the sculptor,  and the degree 
of l ight in the room al l  exer t  a pul l  on each other,  shi f t ing in in-
tensity,  inf luencing and shaping the level  of  »material  engage-
ment« that transpires between the sculptor and the »matter« at 
hand in an ongoing process of  temporal  evolut ion. 
 
Malafouris ’  concept of  material  engagement is  extremely pow-
er ful .  I t  suggests that agency is  not located in objects or things 
but rather s i tuated in pract ice;  i t  is  » the f low of act iv i ty i tsel f.« 
»Agency is  in constant f lux,  an in-between state that constant ly 
violates and transgresses the physical  boundaries of  the ele-
ments that const i tute i t .« *8) I t  becomes al ien,  defying our at-
tempts to control  i t ,  seeping across the stuf f  of  the world,  un-
bounded, not subjected to containment within r igidly def ined 
categories such as subject or object ,  human or animal .  I t  es-
capes posit ion,  locat ion — al l  of  those spat ial  metaphors that 
cont inual ly aim to prove that i f  we can locate or map something 
we can thus know i t .
 
The concept of  waves and eventual ly sounds as al ien agencies 
that exist  in between humans,  instruments,  and forces in the 
world also suggests something else;  a place where that con-
cept of  af fect ,  the preconscious,  precognit ive impact of  things, 
bodies,  forces at  a distance on other bodies,  can now rear i ts 
hydra-l ike head. 
 
Af fect describes a feel ing,  a sense,  an in-between state that 
impacts bodies but can’t  easi ly be local ized. As Fél ix Guat-
tar i  argued, af fects are » instal led ›before‹  the circumscript ion 
of  ident i t ies and manifested by un-locatable transferences,  un-
locatable with regard to their  origin as wel l  as with regard to 
their  dest inat ion.«*9) Yet ,  i f  audio-visual  perception by way of 
hearing and seeing seems lodged in subjects,  in the t iny nerves, 
ossicles,  and ret inal  blood vessels ,  mucous-l ike materials and 
l iquids that f low through and const i tute ears and eyes,  brains 
and bodies,  then af fects do something else.  They move through 
and circulate within the world without specif ic landing si tes. 

Star t ing with Spinoza and moving down through the phi losoph-
ical ,  cultural  studies and l i terary canon of work from Bergson, 

Deleuze,  Guattar i ,  and more recently,  Brian Massumi,  Patr icia 
Clough, Steven Shaviro,  Marie-Luise Angerer,  and others,  the 
genealogy of the cultural ly denoted concept of  af fect l ies be-
yond this brief  foray into un-sound.*10) But the debate about 
whether af fects are pre- or post-social ,  pre- or post-cultural , 
are trapped in or l iberated from quest ions of  ident i ty and sub-
ject iv i ty,  or enabled,  halted,  or transformed through the social-
technical  world of  things,  processes and ent i t ies beyond str ict ly 
human acts that have much to do with un-sound and i ts  s ingu-
lar power which,  despite our attempts to know, harness,  and 
control  i t ,  somehow always s l ips from our human-driven grasp.
 
In his late work ent i t led Francis Bacon: The Logic of  Sensat ion, 
the phi losopher Gil les Deleuze dealt  with how each ar t form 
uses i ts  own materials and forms to render what he termed 
the » invis ible.«  Sensat ion occurs in the painter Francis Bacon’s 
work through the combinat ion of  painted,  »hysterized« sensa-
t ions and the individual  perceiver engaging direct ly with the 
rhy thms and resonances of  the dis integrat ing f igures and ob-
jects in the paint ings.  Bacon’s paint ings hold a power which 
»over f lows al l  domains and traverses them.«*1 1 )

 
What Bacon paints in his numerous tableaux is  not an object 
but a tangible someone or something experiencing the l ived 
sensat ions of  transformation.  Bacon’s tormented images vi-
brate with the experience of their  own sensat ion;  they jump 
back and for th between the recognizable and the irrat ional , 
forming »zones« of  intensit ies,  of  af fects that circulate in and 
around us.  The images modulate before our vis ion,  creat ing 
a world that moves between the concrete and the metaphysi-
cal .  » Intensity,«  says Deleuze about our experience of Bacon’s 
world,  » is  s imultaneously the imperceptible and that which can 
be sensed.« I t  is  the experience of a chi l l  that travels down the 
spine at  the thought or s ight of  something undef inable;  an im-
perceptible force fel t  through the skin.
 
Deleuze was no stranger to ei ther thinking in terms of con-
cepts of  intensity through waves or to those who work with 
waves’  intensit ies.  As many readers of  this ar t ic le know, af ter 
Deleuze’s death in 1995, Achim Szepanski ’s  Frankfur t-based 
avant-garde Mil le Plateaux label  issued a two-CD tr ibute to the 
phi losopher,  ent i t led In Memoriam: Gil les Deleuze,  and featur-
ing the work of  hal f  a dozen composers and sound ar t ists in-
cluding Chris and Cosey,  J im O’Rourke,  Scanner,  Mouse on 
Mars,  and others. 

Moreover,  throughout their  wri t ings,  Deleuze and his foi l  and 
intel lectual  par tner in cr ime Fél ix Guattar i  cont inual ly invoked 
sound and i ts  creators l ike Cage, Busott i ,  and Nono from the 
far reaches of  the 20th century musical  avant-garde in their  at-
tempts to ar t iculate the invis ible.  Indeed, ar t ists work not with 
images or sounds (or un-sounds) but with intensit ies and af-
fects .  Ar t ists aim »to wrest the percept from perceptions of 
objects and the states of  a perceiving subject ,  to wrest the af-
fect from af fect ions as the transit ion from one state to another : 
to extract a bloc of  sensat ions,  a pure being of sensat ions.  A 
method is needed, and this varies with every ar t ist  and forms 
par t  of  the work.«*1 2) 
 

»AGENCY IS NOT 
LOCATED IN OBJECTS 

OR THINGS BUT 
SITUATED IN PRACTICE«

Concepts l ike the af fect and al ien agency of un-sound may thus 
assist  in helping shatter our old human-exceptional ist  world-
views of what i t  means to work with and l isten to waves in the 
2 1st century.  Instead, the way un-sound comes about through 
entanglements of  ar t ists ,  technical  instrumentariums of hard-
ware and sof tware,  psycho-social  condit ions,  and the environ-
ment i tsel f  rewrites the old narrat ives and suggests new stories: 
waves as phenomena and the perception of such phenome-
na may not str ict ly s igni fy local ized sense making in the body 
anymore;  as un-sound ar t ists we may only par t ia l ly command 
the material  we are working with;  as l isteners we may be sub-
ject to the interloping of other agencies and forces in the act 
of  perceiving;  as humans we may never real ly come to know 
those waves and their  behaviours and act ions that const i tute 
and make marks on the world. 
 
Yet ,  that un-sounds are al ien doesn’t  r id us of  the human or im-
ply a world of  objects without us.  Quite the contrary:  i t  makes 
us real ize that to be human today is  to be mutable,  transform-
ing,  al ive with the possibi l i t ies of  technoscient i f ical ly saturated 
l i fe by which we wi l l  be thwarted in our attempts to harness 
and control  i t .  In these condit ions,  perception between un-
sound, the machine,  and the perceiver blurs.  I t  emerges from 

and latches onto af fects f lowing through the world and not the 
other way around. 
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»TO WORK WITH WAVES THAT EVENTUALLY MAY 
TAKE THEIR FORM AS SOUND IS TO WORK WITH 
THE VERY STUFF OF THE WORLD ITSELF, WHAT 

THE SOCIOLOGIST OF SCIENCE ANDREW PICKER-
ING HAS CALLED ITS MATERIAL AGENCY«
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INTRODUCTION
Over recent decades,  researchers have increasingly real ised 
that ancient sacred si tes — both venerated natural  places as 
wel l  as monuments — can sometimes provide various kinds of 
acoust ic information to aid archaeological  interpretat ion (e.g. 
Hedges 1993; Lawson et al .  1998; Devereux 2001;  Goldhahn 
2002).  However,  i t  is  only within the last  several  years that the 
study of sound at archaeological  s i tes has been given an of f ic ial 
t i t le — namely,  »archaeoacoust ics« (Scarre and Lawson 2006).

The idea of archaeoacoust ics might seem to be counter-intui-
t ive.  We associate sound with transience,  whi le archaeological 
s i tes,  by def ini t ion,  embody ancient t ime. But whi le we today 
might try to minimise or mask unwanted environmental  sound 
( i .e .  noise),  people in early societ ies would have found the act 
of  l is tening to sounds in their  quieter world to be of crucial  im-
portance,  both for hunt ing and for survival .  I t  would also have 
been the case that to prehistoric and pre-modern people who 
did not have a scient i f ic ,  wave-based model of  acoust ics,  sound 
would have seemed magical :  in cer tain circumstances,  wind 
rust l ing through fol iage was perceived as the murmuring of 
gods,  echoes were the teasing cal ls  of  spir i ts ,  and the hiss and 
roar of  water fal ls  and the babble of  streams contained voices 
from the spir i t  Otherworld (Turnbul l  1961/ 1968; Jaynes 1976; 
Mohs 1994; Gell  1995; Feld 1996).

That environmental  sound was consciously appreciated at  least 
as far back as the Classical  world is  indicated by writers such 
as Vitruvius,  who wrote about architectural  features,  locat ions, 
and devices relat ing to the acoust ics of  Roman and Greek the-
atres (Rowland and Howe 1999),  or Pausanias,  who remarked 
on a stone at  Megara (at  a now-vanished temple in Greece) 
that made a lyre-l ike sound when struck with a pebble and was 

said to have been where Apol lo put down his lyre (Pausanias, 
Descript ion of  Greece 1 .  42. 2).  There is  no reason to doubt 
that Stone Age ears would have been aware of environmental 
sounds,  such as the rumbling echoes and other acoust ic phe-
nomena of cavern systems (Casteret 1940; Bruchez 2007).  In-
deed, the close examinat ion of  natural ly musical  stalact i tes and 
other calci te formations in Palaeol i thic painted caves in France 
and Spain has revealed percussion damage occasioned in re-
mote ant iquity (Dams 1984, 1985).  The presence of Upper Pal-
aeol i thic bone whist les or the sophist icated use of  stone chimes 
in ancient China and India s imi lar ly reminds us that people al-
ways had ears.  We too easi ly forget this obvious fact . 

METHODOLOGY
The study of sound at archaeological  s i tes breaks down into 
three basic forms of invest igat ion: 
1 .  Modern per formance of music,  s inging,  or chant ing at  an-
cient s i tes to experience their  acoust ic propert ies. 
2.  Invest igat ive research using monitoring with electronic in-
strumentat ion,  or the manual test ing of rock acoust ics at  a s i te.
3.  Simply l istening to the exist ing,  natural  sounds of a place.

In my work,  I  am interested only in 2.  and 3.  — I  want to hear 
what the places themselves have to say.

INVESTIGATIVE RESEARCH  
My two areas of  this methodology involve both manual and 
electronic studies of  s i tes.

1 .  Manual Test ing:  Ringing Rocks/Lithophones
There are cer tain,  relat ively rare natural  rock features — boul-
ders,  outcrops,  rock project ions,  isolated slabs,  or megal i thic 
features — that have the dist inct ive qual i ty of  producing metal l ic 

A  lea d i ng  f i gure  in  a rchaeoacous t ics  —  the  s tudy  o f  sound  a t  a rchaeo log ica l  s i tes  —  Pau l  Deve re -

ux  exp l ores  the  mean ing  o f  env i ronmenta l  sound  and  acous t ic  phenomena  to  preh i s tor ic  and  pre -

mo der n  peop l e .  Drawing  la rge ly  f rom h i s  own f i e ldwork ,  he  shows  how acous t ic  proper t ies  o f  rock 

fo rm a t i ons  or  s tones  found  a t  anc ien t  s i tes  such  as  S tonehenge  he ld  r i tua l  s ign i f i cance ,  and  de m on -

s t ra tes  the  i mpor tance  o f  care fu l  l i s ten ing  to  modern-day  archaeo logy.
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or even musical  sounds when struck with a smal l  hammerstone. 
They can produce gong- or bel l- l ike tones or other r inging ef-
fects ,  rather than the dul l ,  hard impact sound normal ly associat-
ed with rock impacting rock.  Such rocks are known as »r inging 
rocks,«  and where they are used del iberately to produce their 
special  sounds,  or show evidence that they were so used in the 
past ,  they are cal led » l i thophones.«
 
Today,  r inging rocks/l i thophones are considered simply as cu-
riosi t ies,  but that was not the case in the ancient world,  where 
they were always thought to contain special ,  magical  qual i-
t ies.  For instance,  the Chinese had bayinshi  — resonant rocks 
— which they thought contained extra concentrat ions of  super-
natural  force,  chi .  At least  some American Indians used them 
at vis ion quest locat ions or for r i tes of  passage r i tuals (Figures 
1  and 2).  In Scandinavia,  r inging rocks were struck to ward 
of f  evi l  spir i ts ,  and they were used for r i tual  purposes in many 
par ts of  Afr ica.  In India,  Neol i thic rock ar t  was carved on r ing-
ing rocks,  and mil lennia later sophist icated musical  stones were 
instal led in Indian temples — a high technology of stone music 
had developed there over the ages (Boivin,  2004; Devereux 
20 1 0).  As previously noted, there is  clear evidence that much 
fur ther back in t ime, 10,000 years ago or more,  stalact i tes were 
struck to produce musical  sounds in Palaeol i thic caves. 

»TO PREHISTORIC AND 
PRE-MODERN PEOPLE WHO 
DID NOT HAVE A SCIENTIFIC, 

WAVE-BASED MODEL OF 
ACOUSTICS, SOUND WOULD 

HAVE SEEMED MAGICAL.«

I have tested and audio-recorded l i thophones in the Americas 
and in the Bri t ish Is les over many years.  Among numerous ex-
amples in Bri tain,  there is  the Balephetr ish Stone on the is land 
of Tiree,  of f  the western coast of  Scotland (Figure 3).  I t  is  a gla-
cial  errat ic ,  not nat ive to the is land, that r ings l ike a bel l  when 
struck,  and is indented with over 50 cup marks.  I t  is  bel ieved 
these marks result  from i ts use mainly in Bronze Age t imes. 
Another example is  a l i t t le-known l i thophone on the holy is le 
of  Iona,  which has a carved niche that holds a hammerstone — 

nobody seems to know the story behind this feature (Figure 4).
In par t icular,  as par t  of  a project for London’s Royal  Col lege 
of Ar t  (www.landscape-perception.com),  my co-research-
er Jon Wozencrof t  and myself  have been conducting a long-
term acoust ic invest igat ion of  Carn Menyn in the Presel i  Hi l ls 
of  South Wales (Figure 5),  the source area of the Stonehenge 
bluestones.  These are the smal ler stones at  the monument that 
were erected long before the mighty sarsen stones with their 
l intels ,  which most people associate with Stonehenge (Devere-
ux and Wozencrof t  20 1 4).  The Presel i  area is  r ich in prehistoric 
monuments and was clearly regarded as a special ,  sacred dis-
tr ict  in Stone Age t imes.

In conducting detai led test ing of many hundreds of  rocks on 
the outcrops scattered along the Carn Menyn r idge (Figure 
6) we have found a high incidence of r inging rocks,  and at 
least  one def ini te l i thophone — as evidenced by cup marks on 
i t  — alongside an ancient spring on the Carn Menyn slopes.  I t 
would seem that the Neol i thic people who roamed this area, 
and took stones weighing up to seven tonnes each from here 
al l  the way to the s i te of  Stonehenge on Sal isbury Plain some 
300 km away,  knew that the rocks made music.  Local  people 
have long known of the r inging qual i t ies of  the rocks,  as there is 
a Presel i  v i l lage with the Welsh name of »Maenclochog,« mean-
ing r inging or bel l  rocks.

As par t  of  our study we secured unprecedented permission to 
acoust ical ly test  the bluestones at  Stonehenge with hammer-
stones (Figure 7).  We found suf f ic ient evidence there to indi-
cate that at  least  some of them would have been r inging rocks 
in more resonance-conducive circumstances.  (Ringing rocks 
need air  space around them to resonate,  and unfor tunately the 
bluestones are set into the ground — or now even concrete — 
which dampens any r inging qual i t ies.)  But even without this evi-
dence, the fact that bluestones at  this iconic monument were 
brought from a sacred soundscape could by i tsel f  have caused 
the Neol i thic architects to treat them with special  venerat ion. 
Did the megal i th bui lders bel ieve that the stones were invest-
ed with special  magical  power,  mana? We know that »pieces 
of  places« (Bradley 2000, p.  88) were passed around over 
considerable distances in the Neol i thic era,  presumably be-
cause they were considered to be redolent with sanct i ty in the 
way the rel ics of  saints were perceived in medieval  t imes.  Put 
blunt ly,  was sound a key reason behind the otherwise inexpl i-
cable transport of  these stones from Presel i  to Sal isbury Plain? 
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2. Electronic Test ing
The use of  electronic sound equipment to invest igate the 
acoust ic qual i t ies of  megal i th s i tes has been exempli f ied by 
two research projects to date.  David Keat ing and Aaron Wat-
son mapped the behaviour of  generated sound (wide frequency 
»pink noise«) at  numerous megal i th s i tes (Watson 1997; Watson 
and Keating 1999).  During research at  Stonehenge, they noted 
evidence that some of the sarsen uprights had been so shaped 
that they ref lected and directed sounds within the interior of  the 
monument.  At some si tes they were able to use such mapping 
to suggest where a priest  or priestess would most probably 
have stood to speak,  s ing,  chant ,  or play a musical  instrument.

I  was involved with an equal ly early (mid-1990s) invest iga-
t ion with the Princeton-based Internat ional  Consciousness 
Research Laboratories ( ICRL) group studying acoust ic reso-
nance inside megal i thic chambered monuments (see Figure 8, 
for example). 

We found that enclosed stone chambers within a random selec-
t ion of  such monuments in England and Ireland had a recurring 
primary resonance frequency focused on 110 Hz, the lower bar-
i tone register of  the human voice (Devereux & Jahn 1996; Jahn 
et al .  1996).  This frequency has subsequently been found to 
have unexpected ef fects on human brain act iv i ty (Cook 2003; 
Cook et al .  2008):

Listening to tones at  1 10 Hz was associated with patterns of 
regional  brain act iv i ty that di f fered from l istening to tones at 
neighbouring frequencies;  di f ferences were par t icular ly noted 
in lef t  temporal  and prefrontal  asymmetries.  The meaning of 
these changes is  open to speculat ion.  The lef t  temporal  region 
has been impl icated in the cognit ive processing of spoken lan-
guage; lower cordance values at  1 10 Hz would be consistent 
with reduced act ivat ion under that condit ion,  which might be 
interpreted as a relat ive s i lencing of language centres to al-
low other processes to become more prominent .  (Cook 2003)

Certain claims about the propert ies of  sound at 1 1 1  Hz are of-
ten touted in magazines and on the World Wide Web: whi le 
sound at 1 1 1  Hz does fal l  within the optimum 1 10 Hz range, i t  is 
important to note that these claims are based on the work we 
did in the 1990s. Anyone talking about 1 1 1  Hz did not conduct 
the original  research ( i f  any f ie ldwork at  al l)  — i t  is  al l  too easy 
in today’s Internet age to lose the provenance of information. 

3.  Listening
The old stones can »speak« in a variety of  natural  ways,  some of 
which can be detected simply by l istening.  There is  space here 
to brief ly mention only a very few examples.

Echoes are a chief  natural  sound at numerous ancient s i tes 
(Figure 10).  I t  was the case in much of the ancient world that 
echoes from rocks,  cl i f fs ,  or inside caves were thought to be 
spir i t  messages or taunts.  In widely separated cultures,  rocks 
and cl i f f  faces were viewed as being the abode of spir i ts  (e.g. 
Lewis-Wil l iams and Dowson 1990; Rajnovich 1994; Levin and 
Suzukei 2006).  Places with notable echoes are of ten marked 
with ancient rock ar t  (Waller 1993; Reznikof f  1995; Devereux 
and Nash 2014). 

Apar t  from echoes,  other natural  sounds at  ancient sacred si tes 
can be many and varied.  At the tholos (»beehive shaped«) tomb 
known as the »Treasury of  Atreus« at  Mycenae, for instance,  a 
dist inct buzzing sound around the curved wal ls  can be heard, 
very s imi lar to that of  a swarm of bees.  The buzzing is caused 
by the distor t ion of  external  ambient sound coming in through 
the great por tal  of  the tomb, and is a variant on the wel l-known 
»whispering gal lery« ef fect .  There is  a possible symbolic as-
pect to this buzzing ef fect in that the ancient Greeks associ-
ated bees with immortal i ty,  and i t  was thought the spir i ts  of  the 
dead could enter bees (Devereux,  2006). 

Another example of  a sound anomaly is  provided by Petroglyph 
Rock in Petroglyphs Provincial  Park,  near Peterborough, On-
tario.  I t  possesses the largest concentrat ion of  ancient rock-
face engravings in the province and some say in the whole of 
Canada. The rock is  known to the Indians as Kinomagewap-
kong, Teaching Rock.  The engravings are reckoned to be be-
tween 600 and 1 ,100 years old.  But why should this par t icular 
s lab of rock (metamorphosed l imestone) have so many carv-
ings when others around have none? Local enquir ies during 
a s i te vis i t  I  made with col leagues revealed the probable an-
swer :  a f ive-meter-deep f issure cuts across the rock’s sur face; 
at  random t imes the sound of underground water can be heard 
issuing from i ts depths.  Witnesses describe the sound as be-
ing remarkably l ike the babble of  voices — voices of  the spir i ts , 
the Manitous.  The rock was therefore probably an oracle s i te, 
explaining the preponderance of the carvings.  (An Ojibwa el-
der later conf ided to me that this interpretat ion was correct .) 

As yet another example,  there is  the Blowing Stone,  now in a 
misplaced posit ion near Oxford,  England, that has a number of 
natural  holes in i t .  By blowing into one of these a deep, reso-
nant note is  produced than can be heard up to a few ki lometres 

away.  The sound is very s imi lar to the bel low of a stag,  and i t 
has been suggested the stone may have been used for hunt ing 
magic in Stone Age t imes.

The sounds of wind and water at  cer tain places,  as noted ear-
l ier,  were of ten viewed as the sound of spir i ts  in ancient t imes 
(and are st i l l  seen this way in a few surviving indigenous cul-
tures) .  The archaeoacoust ic invest igator must l isten careful ly 
for any manner of  natural  sounds that might have made a place 
signi f icant to peoples in the past — and be prepared to be sur-
prised. 
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Figure 1 :  The author using a smal l  hammerstone to test  a 
r inging rock at  an ancient Indian vis ion quest s i te in a wi l-
derness area of  southern Cal i fornia.  The stone slab r ings 
l ike tubular bel ls .  I ts  rock ar t  marking l ikely represents the 
spir i t  bel ieved to inhabit  the rock,  and is est imated to be 
1 ,500 years old.  Photo by Paul Devereux.

Figure 2:  The Bel l  Rock at  Bowers Museum in Santa Ana, 
Cal i fornia,  is  possibly the only natural  l i thophone held in a 
museum. I t  had been a r i tual  rock for local  Native Ameri-
cans,  but in 1936 was brought down from Bel l  Canyon for 
safekeeping because i t  had been vandal ised.  I t  has hol lows 
on i ts  top sur face as a result  of  being struck by hammer-
stones over many generat ions.  Now placed on a concrete 
pl inth,  i t  no longer has the air  space around i t  to al low i t  to 
resonate,  and can no longer issue i ts  bel l- l ike tone. 
Photo by Paul Devereux.

Figure 3:  The Balephetr ish Stone on the Inner Hebridean 
is land of Tiree,  Scotland. Photo by Paul Devereux.

Figure 4:  The mysterious Iona l i thophone, with i ts  own 
hammerstone lodged in a special ly carved niche. 
Photo by Paul Devereux.

Figure 5: One of the many rock outcrops on the Carn Me-
nyn r idge in the Presel i  Hi l ls ,  South Wales,  source area of 
the Stonehenge bluestones.  Photo by Paul Devereux.

Figure 6:  The author test ing the sound of a rock on Carn 
Menyn in the quiet  of  night .  Photo by Sol Devereux.

Figure 7:  Jon Wozencrof t  using a hammerstone to test  a 
Stonehenge bluestone for i ts  acoust ic qual i t ies,  as par t  of 
the Royal  Col lege of Ar t ’s  »Landscape & Perception« pro-
ject .  Photo by Paul Devereux.

Figure 8: The great Neol i thic chambered mound of New-
grange, Ireland, over 5,000 years old.  I ts  great central 
chamber was tested as par t  of  the ICRL resonance-test ing 
project ,  and found to have a primary resonance of almost 
exact ly 1 1 0  Hz. Photo by Paul Devereux.

Figure 9:  The author conducting resonance tests in 2014 
inside the chamber of  the Welsh Neol i thic chambered 
mound of Barclodiad-y-Gawres. 
Photo by Charla Devereux.

Figure 10: This rock face r is ing out of  Mazinaw Lake,  Bon 
Echo Park,  Ontario,  has remarkable echo characterist ics. 
About 200 ancient Native American (ancestral  Algon-
quin) rock ar t  paint ings (pictograms) are daubed on i t  in 
red ochre,  just  above the water l ine. 
Photo by Paul Devereux.
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To untune impl ies that there is  a point at  which tune has been 
calculated and accepted. Of ten we can only know what some-
thing is  through a categorical  reject ion of  what i t  is  not .  Find-
ing this point of  agreed categorisat ion requires a conf luence of 
theoret ical ,  technical ,  socio-cultural ,  and broad physiological 
condit ions that must be recognised and repeated. The repeti-
t ion is  a kind of cultural  resonance, a l ingering understanding 
that persists from generat ion to generat ion,  albeit  with sculpt-
ing and the occasional  rupture in the depth of  understanding.

When contemplat ing l istening,  which has become commonly 
understood as the pract ice of  extract ing meaning (spat ial ,  se-
mantic,  and the l ike) from vibrat ions in air,  the point at  which 
tune was sett led on only emerges in the recent past .  Whereas 
tradit ions such as por trai ture,  sculpture,  and even per forma-
t ive musics have enjoyed centuries of  ref inement and the asso-
ciated cri t ical  discourses that accompany that process of  so-
phist icat ion,  sound studies has largely suf fered from a cer tain 
muteness.  Unti l  very recently i t  has lacked r igorous invest iga-
t ion,  the reasons for this ref lect ing our emergent engagement 
with many sonic phenomena and specif ical ly the reproduction 
of sound, which traces a history of  just  over 1 50 years.  As we 
come to explore and develop greater understandings of  sound 
both audible and inaudible,  we have also begun a process of 
considering how our audit ion of  these sounds takes place and 
moreover of  how we can engage with these phenomena, not 
just  as iner t ,  essent ial ly unconscious bodies,  but as agentive 
conscious per formers.

Fundamental ly,  our capacity to understand sound is through 
l istening.  I t ’s  important to extract the act of  l is tening from the 
sense of hearing.  Listening is not the mere perception accord-
ed to hearing,  but rather an agentive,  agenda-driven process 
that is  ul t imately an earned condit ion stemming from an individ-

capacit ies to l isten.  In shor t ,  they are metaphoric scarecrows, 
keeping us away from the crops of  possibi l i ty.  Fur thermore, 
whi le we may not have l i teral  earl ids,  this does not preclude 
us from separat ing ourselves from that which is  around us.  The 
sum of us,  our socio-cultural  baggage, our aesthet ic capabi l i-
t ies,  our curiosi ty,  our physical  condit ion,  and ult imately our 
wi l l ingness to be agentive,  are at  the root of  our potent ial  not 
just  to be,  but to be present .

This prospect of  being present and the variat ions accorded to 
this state are key to understanding why l istening can never be 
a homogeneous condit ion.  The dimension to our being present 
is  condit ional  on the sel f,  framed within the variables out l ined 
above. Thus,  at  any moment,  we may share a t ime and place 
but our experiences of  the dynamic auditory events that go on 
in that shared environment may include few commonal i t ies.  We 
might hear s imi lar ly,  but to what i t  is  we l isten and give aware-
ness may be almost ent irely unrelated.

»LISTENING IS NOT THE 
MERE PERCEPTION

ACCORDED TO HEAR-
ING, BUT RATHER AN 

AGENTIVE, AGEN-
DA DRIVEN PROCESS 

THAT IS ULTIMATELY AN 
EARNED CONDITION«

With the lack of  uni formity,  though, comes a promise for acu-
men and perspect ive upon which we as ar t ists and creat ively 
engaged l isteners can convey to other ears.  The chal lenge l ies 
in the transmission of these l istenings.  I f  we are to untune our 
ears,  to push beyond the conf ines of  tuned understandings of 
l istening and make a space for experimentat ion for this founda-
t ional  engagement with sound, then we must address the way in 
which these perspect ives can be transmitted.  We must ascer-
tain means through which these pol i t ical ly driven,  agentive acts 
of  l is tening can be made to resonate beyond their  moment of 
existence.  They must be able to recur,  to echo in other places, 
other t imes,  and make connections to other ears,  conveying 
their  exclusive focus.

In his book Listening,  Peter Szendy of fers two very provoca-
t ive quest ions that drive at  this issue.  He asks:  Can one l is-
ten to a l istener ’s l istening? Can one transmit  that l istening as 
unique as i t  is?

ual ’s  socio-cultural ,  l inguist ic ,  pol i t ical ,  aesthet ic,  and psycho-
logical  concerns and also their  physiological  abi l i t ies.  Within 
these variables,  we have developed a series of  understandings 
of  what we might cal l  the tuned conception of l istening.

This basel ine conception of our audit ion ref lects substant ial 
research around the biological  and anatomical  aspects of  our 
hearing receptacles,  the ears.  Moreover i t  represents some 
considered theoret ical  analyses of  l istening developed by 20th 
century authors and composers including John Cage, Pierre 
Schaef fer,  R.  Murray Schaefer,  Don Idhe,  and Michel Chion. 
Recently the contr ibut ions of  authors including David Toop, Sa-
lomé Voegel in,  and Seth Kim Cohen have broadened the prem-
ise of  l istening,  pushing us to reconsider how i t  is  we might be-
gin a process of  untuning our l istening.  For this untuning to be 
of value and to contr ibute to a profound understanding of how 
l istening can be cri t ical ly framed, we must under take an ab-
solute reconsiderat ion of  how we theorise l istening.  We must 
push beyond the predominantly funct ional  modes of l istening 
craf ted by theorists such as Chion,  who provoked us so cri t i-
cal ly,  in order to contemplate our l istening deeply and with a 
rest less curiosi ty.

OCCUPY OF THE EAR
When approaching sound, the ear,  the body,  and the mind are 
subject ive,  idiosyncrat ic nodes on a complex network of  poten-
t ial  perception and interpretat ion.  There is  a promise of  fath-
omless engagement,  both psychological  and physiological ,  that 
may be manifest  through this interact ion.  For this promise to be 
made good, however,  i t  requires us as l isteners,  to be present . 
This opportunity to be present and to attend to our potent ial  as 
a l istener is  haunted by the ghosts of  our experience to date. 
These opaque spectres can cloud our abi l i t ies and l imit  our 
wi l l ingness to conceive of  new possibi l i t ies or advances in our 

I t ’s  these two provocations that open a r ich vein of  invest iga-
t ion for those mindful  of  how we l isten.  Most important ly,  the 
quest ions invi te a dialogue around issues that are s i tuated at 
the very fundament of  our auditory par t icipat ion.  They ask us 
to consider l istening not merely as funct ional ly uni form, but 
as unique.  The l istener ’s l istening is a per formance. I t  is  a way 
in which that l istener can shape, through al l  manner of  inter-
nal  psychological  techniques (and physiological  ones too),  a 
sculpted sonic impression of a given t ime and place.

This impression is  forged by our abi l i t ies not just  to receive, 
but also to reject .  At this very moment,  consciously or not ,  you 
are par t icipat ing in this kind of ant i- l istening.  I t ’s  a deadening, 
a def ining muteness that negates the opportunity for any form 
of tuning or for that matter untuning,  which requires a con-
sciousness within the l istener.  I f  you stop for a minute now and 
re-engage your l istening,  a wealth of  otherwise ignored sounds 
should come to audit ion and may appear stat ic or dynamic. 
These sounds are,  however,  in f lux;  they are non-repeatable, 
and in this moment of  comprehension,  they become ext inct .  As 
you perceive them, they have already expired,  never to be ex-
perienced under those circumstances again.

RESURRECTION OF THE TRANSMISSION
If we accept the chal lenge to untune our ears and seek to trans-
mit  our unique l istening,  we are breaking from the funct ional 
and priori t is ing more radical ly invested modes of l istening (po-
l i t ical ,  aesthet ic,  etc.)  We assume an agentive posit ion that de-
sires to transcend the sel f.  To do this we must occupy and per-
form our l istening.  This craf ted l istening,  which priori t ises some 
elements and shuns others,  can be made to serve any num-
ber of  creat ive interests in the l istener.  These l istenings may 
ref lect preoccupations,  framings,  or focuses of  attent ion,  they 
may equal ly and intent ional ly seek to reduce or ignore cer tain 
phenomena, something that dominated the interests of  R.  Mur-
ray Schafer for example.  However,  the l istening is trapped un-
less a means of  transmission can be real ised.  How is i t  we can 
transmit  this occupation,  this uniquely actual ised,  perhaps even 
composed l istener ’s l istening and of fer i t  for other ears to en-
gage with? Ult imately,  how do we, as ar t ists ,  make avai lable the 
l istener ’s l istening?

The answer to this predicament stems from the ever-present 
concern of any ar t ist  seeking to express his- or hersel f  through 
the reproduction of sound. Sonic ar ts ,  for example f ie ld record-
ing,  must concern themselves with the reproduction of sound 
in t ime. Addit ional ly the l istener must come to recognise that 
within the reproduction of the l istener ’s l istening,  two sets of 
ears are in relat ion.  As wel l  as the subject ’s  organic l istening,  a 
second prosthet ic l istening is introduced through which trans-
mission can take place.  This prosthet ic ear of  the microphone 
brings with i t  a l istening that shares none of the l istener ’s in-
ternal  psychological  interests or agentive concerns.  Rather, 
the prosthet ic ear l istens external ly,  a receptacle within which 
sound is captured but not considered.

»C a n  one  l i s ten  to  a  l i s tener ’s  l i s ten ing?  Can  one  t ransmi t  tha t  l i s ten ing  as  un ique  as  i t  i s? «  From  th e 

pass i ve  process ing  o f  sounds  f rom our  ever yday  env i ronment  —  mov ing  th rough  techno logy,  phys i o l -

o gy,  a nd  soc i o- cu l tu ra l  and  aes the t ic  cons idera t ions  —  Lawrence  Eng l i sh  exp lores  the  myr iad  p oss i -

b i l i t i es  o f  wha t  i t  means  to  » l i s ten«  in  order  to  specu la te  on  how we migh t  beg in  a  process  o f  un tu n -

ing  our  l i s ten i ng ,  and  in  do ing  so  asks  for  an  abso lu te  recons idera t ion  o f  how we theor i se  l i s ten i n g .
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In Noise Water Meat,  Douglas Khan spoke of the phonograph’s 
(and thus the microphone’s) abi l i ty to hear every thing.  Perhaps 
not intended l i teral ly,  this f igurat ive explanat ion of the phono-
graph’s lack of  cognit ion was an important point of  untuning for 
us as l isteners.  Before this point ,  trapped within the boundaries 
of  our isolated phenomenological  condit ions,  l is tening was an 
isolated pract ice.  Transmission and thus comparat ive l istening 
was not possible.  Fur thermore,  at  no point could an utterance 
of sound recur beyond the moment of  i ts  creat ion.  There was 
no way to revis i t  sounds except abstract ly via ascet ical  memory 
traced along an individual ’s  neural  pathways.  With the phono-
graph, magnetic tape,  and now digital  recorders and associ-
ated microphone technologies,  the opportunity to reconnect 
us to past auditory phenomena was made possible.  The utter-
ance could echo.

So with this second set of  ears arr ived both the potent ial  for 
the l istener ’s l istening to be shared, but also the chal lenge of 
how the l istener ’s l istening might be expressed through non-
cognit ive,  prosthet ic receptacles.  Now, as l isteners,  we were 
faced with learning to l isten again,  this t ime through the audi-
tory capabi l i t ies of  the prosthet ic ear of  the microphone. The 
boundaries of  these l istenings would need to be tested and ac-
cessed i f  transmission was to be successful .

Don Idhe,  the American phenomologist ,  was deeply interested 
in the boundaries of  our l istening and def ined the concept of 
an horizon of l istening in his seminal  text ,  Listening and Voice. 
This horizon,  unl ike for example the horizon of v is ion,  is  not 
f ixed.  I t  is  a f lu id,  dynamic horizon that extends and retracts 
according to the sounds act ive within that horizon.  Like sound 
i tsel f,  the horizon is in a constant state of  f lux,  extending and 
contract ing through a complex set of  variables that include the 
capacity and wi l l ingness of  the l istener.  A less aware or inter-
ested individual  undoubtedly shrinks the possible horizon of 
l istening.  Most important ly,  what this recognit ion of  a horizon 
of l istening of fers is  a framework through which the chal lenges 
of  transmission might be dealt  with and specif ical ly how i t  is  we 
can bui ld a relat ional  l is tening between the organic,  internal , 
and psychological  l is tening,  and the external ,  non-connotat ive, 
technological  l is tening.

TOWARDS CONDITIONS FOR A RELATIONAL LISTENING
To bui ld a relat ional  l is tening between the organic and the tech-
nological  ears,  we must recognise that any l istener ’s l istening 
that is  to be transmitted exists on two horizons.  The f irst  hori-
zon of l istening,  the organic,  is  innately interior in i ts  form. I t  is  a 
psychological  l is tening,  one shaped within the concerns of  the 
l istener.  I t  is  an expressionist  l is tening,  one that is  empathet ic 
to the l istener ’s desires and creat ive compulsions.  This l isten-
ing,  as creat ively intended, therefore carr ies with i t  a desire to 
transmit  expression or experience beyond those modes of l is-

tening concerned with the experient ial  comprehension of that 
t ime and place.  The l istening emerges from spat ial  and tem-
poral  engagement to echo and recur in other t imes and other 
spaces.  The second horizon of l istening,  col lated through the 
microphone, does not bear these concerns.  Rather i t  l is tens 
external ly,  a pure receptacle within which sound is merely cap-
tured. I t  is  the device through which transmission is  made pos-
sible,  but must be made to serve the l istener ’s l istening.  I t  is 
therefore important that the l istener seeking to transmit  their 
l is tening understands the impl ici t  roles of  both of  these l isten-
ings.  Moreover,  that l istener must occupy the space between 
the two modes,  creat ing a mass of  connective t issue,  as i t  were, 
between the organic and the prosthet ic.

Thus,  i t  is  relat ional  l is tening that seeks to tether these two l is-
tening modes,  the internal  psychological  and the external  tech-
nological .  Relat ional  l is tening provides a systemic framework 
through which ar t ists and other concerned pract i t ioners can 
explore the condit ions of  their  l is tening,  specif ical ly in the con-
text of  the desire to transmit  those l istenings.  I t  considers not 
just  the impl icat ions of  spat ial i ty,  dynamics,  and temporal i ty, 
but moreover the pol i t ical ,  aesthet ic,  dramaturgical ,  and other 
creat ive forces that bear down on a l istener ’s l istening.  I t  is  an 
invi tat ion to untune our l istening,  to s l ide i t  out of  phase with 
the historic modes of l istening and begin anew with a tempera-
ment that shuns not ions of  l istening as s imple,  perceptive func-
t ional ism.

Relat ional  l is tening fur thermore considers the role of  the pros-
thet ic ear as a device that creates a second horizon of l isten-
ing,  one which may be used to ef fect ively capture a l istener ’s 
l istening by a manipulat ion of  sound and that potent ial ly en-
larges our aural  architecture and abi l i t ies to transmit  l is tening. 
Relat ional  l is tening,  through recognising the potent ials avai la-
ble to the contemporary l istener,  opens a conversat ion where-
by we might meaningful ly reply to Szendy’s provocations »Can 
one make a l istening l istened to? Can I  transmit  my l istening, 
unique as i t  is?« .

Lawrence Engl ish is  a composer,  media ar t ist ,  and curator 
based in Austral ia .  Engl ish’s work engages in an array of  aes-
thet ic invest igat ions,  and explores the pol i t ics of  perception, 
prompting quest ions of  f ie ld,  discernment,  and memory.  Eng-
l ish ut i l ises a variety of  approaches including visceral  l ive per-
formance and instal lat ion to create works that ask audiences 
to consider their  relat ionship to space,  place,  and experient ial 
embodiment.
— lawrenceengl ish.com
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» IF WE ACCEPT THE CHALLENGE TO UNTUNE 
OUR EARS AND SEEK TO TRANSMIT OUR

UNIQUE LISTENING, WE ARE BREAKING FROM 
THE FUNCTIONAL AND PRIORITISING MORE

RADICALLY INVESTED MODES OF LISTENING«
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j aku b  j u hás:  in g e ne ral  i  am ve r y  inte re ste d  by  the  q u e stion 
of  why  an ar tist  wou ld  want to involve  re cip ie nts in ex p e r i-
e nce  of  the  more  extre me  sor t  — b e  this  by  volu me , ag g re s-
sion,  u nu su al  tu ning ,  or  p sychoacou stic e f fe cts or  by  slow-
ne ss,  conte mp lation,  f rag il ity,  se nsitivity  — assu ming  that 
inte nsity  d oe s not only  d e r ive  f rom some thing  force f u l  or 
ag g re ssive ,  b u t also f rom the  op p osite ,  of  cou rse ,  f rom d e li-
cate  se nsitivity.

Lucio Capece: Al l  the aspects that you mention are fundamen-
tal  for me, and express,  in a very focused and concise way,  my 
expectat ions regarding what I  would l ike to of fer when I  make 
music.

First  of  al l ,  majori ty of  the music I  make is indeed very quiet ,  but 
not the project that I  wi l l  of fer at  HAU2 in the context of  CTM, 
which is  a piece based on the characterist ics of  the Yamaha 
RX-11 drum machine.  The machine was bui l t  in 1980 as one of 
the f irst  digi tal  drum machines ever made, and has several  in-
dependent outputs for i ts  components.  Basical ly what I  do is 
to plug wireless transmitters into these outputs and ampli fy the 
machine’s middle-high register sounds (hi-hats,  r iders,  c laps, 
etc.)  using one t iny wireless speaker hanging from a hel ium 
bal loon for each output .  Four of  these bal loons wi l l  be s l ight ly 
moving in the space,  as they are pushed by propel lers.  Both the 
low and high components of  the drum machine wi l l  be ampli-
f ied by the main PA. Several  other aspects round out the work, 
which I  wi l l  not mention here so as not to make this descrip-
t ion too long. My intent ions are mainly to work with aspects of 
perception.  Even i f  quietness and contemplat ion are basical ly 
my home, I  do not intend to be par t  of  or to create an aesthet ic 
around them, but rather to of fer and bui ld a perception experi-
ence together with the audience.

What I  do is  music.  I ’m not a conceptual  or per formance ar t ist . 
My main intent ions and motivat ions are joy and knowledge, and 
I  f ind those by going as deep as I  can into the perception expe-
rience via sound, together with other elements that modulate 
that experience.  To work within the perception experience i tsel f 
is  not even the main intent ion.  I t  is  rather the process through 
which I  get in touch with the strangeness of  everyday l i fe that I 
f ind absolutely fascinat ing.  I  do not want to of fer a spectacular 
or shocking experience,  but instead to suggest the exception-
al i ty of  every day l i fe .  To work on this is  very exigent and re-
quires a lot  of  discipl ine.  I t  is  not just  s i t t ing down and watching, 
but real ly working on myself  and trying to deconstruct habits in 
perception that make us experience events around us without 
not icing them. The greater par t  of  these events are very com-
plex,  but appear to us as astonishingly s imple.  As a tendency 
I  can say that I  work on the beginning of these events,  that is , 
when they star t  to become real i ty and take on a cer tain con-
crete existence.  In that moment there is  an ambiguity of  behav-
iour in the events and in how we perceive them. This shi f ts  the 
events and ourselves away from the automatic understanding 
that we usual ly have of them towards something more di f f icult 
to def ine and closer to their  and our natures.
I f  what I  want to of fer is  a perception experience,  i t  is  clear to 
me that the less I  do,  the more the focus wi l l  be somewhere 

else.  Here the audience wi l l  be creat ing an experience,  which 
is  much more interest ing than being seduced by what I  do on 
stage.  My aim is thus to be as unnecessary as possible in cre-
at ing this experience whi le remaining very strong and focused 
in that necessary minimum presence.

In this context I  have found i t  necessary to work in a context of 
quietness and precis ion.  But in the last  years I  began to become 
more aware of how these interest ing events occur in areas not 
necessari ly determined by my chosen context and i ts  medita-
t ive mood. This is  very new to me, and dangerous,  because i t 
forces me to abandon my safe place.  There are temptat ions l ike 
becoming absorbed by other musical  languages,  or becoming 
a musician who developes projects according to the work di-
vis ion that exists in the music market ,  which has nothing to do 
with research,  but rather with gett ing jobs. 

»WHAT HAPPENS TO 
YOUR EARS AND YOUR 

PERCEPTION OF A 
SPACE WHEN YOU PLAY 

QUIETER THAN WHAT 
THE SPACE MIGHT  

SUGGESTS YOU 
SHOULD«

j j :  cou ld  you  p le ase  ex p lain your decision to use the yama-
ha Rx-1 1  d r u m machine? what place does this  instrument 
occu py  in you r  wor k?

LC: I  have a personal history regarding this specif ic machine. 
I t  is  basical ly related to Luis Alber to Spinetta,  an Argentinian 
songwriter who passed away two years ago and who was the 
f irst  musician who astonished me with his work.  He per formed 
as a songwriter backed by jazz musicians,  created abstract lyr-
ics,  songs with strange shapes.  In 1986 he made a solo album 
cal led Privé,  total ly sel f  arranged, and with ful l-on use of  an 
RX-1 1 drum machine for the f irst  t ime. The album had a con-
frontat ional  pop approach but was not at  al l  commercial ly ori-
ented.  I t  is  a very rare work.  Spinetta was heavi ly cr i t ic ised by 
the press and his fans,  including myself.  Through the years I 
began to appreciate his strength to step out of  his own com-
for t  zone and his talent to create a bri l l iant album going against 
his establ ished path.  Today Privé is  my favouri te album of his , 
and one of my favouri te records of  al l  t ime for i ts  freshness and 
musical  qual i ty.

I  bought the drum machine several  years ago and played on i t 
for years,  but couldn't  f ind a way to use i t  in my own music.  Re-
cently I  began to think not about using the machine in a more 

Pe rcept i on  a nd  commun icab i l i t y  compr i se  two  key  e lements  fo r  many  ar t i s t i c  exp lora t ions  o f  s on -

ic  a f fec t .  When  a t tempt ing  to  bu i ld  shared  exper iences  and  open  up  unknown s ta tes  o f  recep t i v i t y 

and  awa reness ,  mus ic ians  concerned  w i th  the  a f fec t i ve  po ten t ia l  o f  sound  and  mus ic  exp lore  d i f f e r-

e n t  compos i t i ona l  methods ,  too l s ,  i ns t ruments ,  and  techno log ies .  Per format i ve  aspec ts  range  f rom 

mixed- med i a  a pproaches  to  to ta l  immers ion ,  and  more  ext reme ly  to  the  des tab i l i sa t ion  o f  the  l i s te n e r 

and  h i s/her  env i ronment .  I n  an t ic ipa t ion  o f  the  premiere  o f  h i s  newes t  work  a t  CTM 20 1 5,  compos e r 

and  i mprov i sa t i on  a r t i s t  Luc io  Capece  shares  h i s  love  o f  s t i l l ness  and  qu ie t ,  us ing  h i s  own spe c i f i c 

k ind  o f  reduc t i on i sm to  exp lore  the  a r t  o f  l i s ten ing  and  per formance  as  a  means  o f  t ransgress i n g 

phys i ca l  a nd  persona l  spaces ,  as  we l l  as  o f  ce lebra t ing  the  except iona l  s t rangeness  o f  ever yday  l i f e .

S o u n d  i n  M o t i o n : 

u n d e R S tA n d i n g  S PA c e
j A K u B  j u h á S  i n  c o n v e R S A t i o n  w i t h  l u c i o  c A P e c e

Photo by Aniana Heras Cosin.
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»interest ing« way than what i t  was original ly meant to do, but 
rather about using i t  for what i t  was designed to do, that is  to 
play rhy thms; this in i tsel f  could be interest ing enough. The ma-
chine’s independent outputs are par t  of  i ts  personal i ty and al-
lowed i t  to become par t  of  my deepest aspirat ions when I  con-
nected seven wireless speakers to i t .  The drum machine i tsel f 
became my room, and the room became rhy thms and beats.  I 
star ted working with the bal loons around four years ago. The 
main element of  sound is movement.  I t  is  a vibrat ion — from the 
beginning to the end of i ts  existence a sound is the vibrat ion 
of  something.  The f irst  t ime I  used an ampli f ied sound in move-
ment was when I  hung a t iny iPod and a headphone from a he-
l ium bal loon to di f fuse pre-recorded sine waves.  I  wondered 
why,  i f  sound is basical ly movement,  the speakers are not also 
used in motion.  A bit  later I  got ahold of  wireless speakers that 
al lowed me to ampli fy sound produced in real  t ime.

jj:  taking off  from there,  i  would be ver y interested in  h ow 
you think about the balance between communal experien ce 
and subjective individual  experience,  which obviously —  in 
the case of  your per formances — take place simultan eo usly. 
do you actively tr y to shape these parameters? 

LC: These are fundamental  aspects.  Music always has a subjec-
t ive element,  and changes according to the l istener ’s posit ion in 
the room and many other aspects.  But honest ly,  I  do not think 
this is  usual ly considered thoroughly enough. We take i t  for 
granted that you wi l l  create a personal experience according 
to your own history and to the place you current ly f ind yoursel f. 

Music tends to be very project ional  and has a lot  to do with 
impacting the l istener and with focusing attent ion on the per-
former or the tools he/she uses.  I  try to work in terms of di f fu-
sion ( instead of project ion) and on the sel f-creat ion of  expe-
riences.  In the case of my drum machine piece,  my approach 
combines highly def ined elements (the PA system, the stat ic 
bal loon speakers,  the average i l luminat ion of  the room dur-
ing some sect ions of  the per formance) with others that are 
much more ambiguous (four s lowly moving bal loons,  UV l ight 
in some sect ions of  the per formance, specif ic sound elements 
in each of the seven wireless speakers that sound later than the 
PA speakers due to wireless transmission).  The clash between 
def ined and ambiguous elements intends to s l ight ly confuse 
with regard to what is  stable and what is  not .  I f  every thing is 
in motion,  then movement is  the stable element.  I f  something 
moves and other elements do not ,  then none of the elements 
are stable enough to create that safe background feel ing.  Try-
ing to put that instabi l i ty into the per formance room demands 
that each person makes her/his own adjustments.

Regarding the di f ference between individual  and col lect ive ex-
perience,  I  basical ly work with the same idea.  I  work with the 
fr ict ion between the general  elements that everybody can l isten 
to or see,  and the specif ic elements that remain more preva-
lent to specif ic members of  the audience.  These elements can 
change their  posit ion and relat ive importance,  as i f  they were 
walking in the room as fur ther members of  the audience.

Then there is  another element that I  f ind interest ing,  namely 
what happens to me as a per former when I  focus on the above 
aspects.  When you focus on di f fusion and on the perception 
experience as a sound creator,  searching for your materials 
and tools according to this intent ,  the experience becomes very 
strong. The experience is quite di f ferent when you focus on the 
tools or materials you of fer to the audience and consider a cer-
tain space as the given environment for your music without pay-
ing specif ic attent ion to i t .

» I  DO NOT INTEND TO 
SHOCK OR IMPRESS THE 

AUDIENCE, BUT  
RATHER TO CALL ON 

THE IMPRESSIVE TOOLS 
THAT INHABIT US« 

jj:  in  lo o kin g a t  yo ur previo us wo rk overa ll ,  i t  beco me s ap -
pa ren t  t h a t  yo u l ike gra ceful  m ovem en t  o n  va rio us mu sical 
fro n t s.  w h et h er we t a lk a bo ut  so un d a rch it ect ure,  sp ace 
ph ilo so ph y,  a spect s o f  si len ce,  a ct ivit y o f  so un d fre q u e n-
cies,  so cio lo gy o f  l ist en in g,  o r a bo ut  in t erest  in  n ew te ch-
n o lo gies in  m usica l  per fo rm a n ce,  i ’d ra t h er refra in f rom 
so r t in g w h ich  fo rces a  m usicia n  uses,  in  o rder n o t  to nar-
row  h is/h er in t erest s.  But  in  yo ur ca se t h e co n cept  of  » the 
so n ic« (a s defin ed by wo lfga n g e rn st )  a rises quit e n a tu rally, 
exa ct ly fo r t h e rea so n  t h a t  t h e so n ic perm ea t es (t ra n sg re ss-
es)  bo un da ries bet ween  so un d a n d m usic,  co m po sit ion and 
im provisa t io n ,  m usic a n d a co ust ics,  l igh t ,  spa ce,  t ime ,  and 
t ech n ica l  visio n  o f  a  piece.  do  yo u see t h ese ph en o me na as 
a  sin gle st ruct ure o r do  yo u explo re t h em  sepa ra t ely? 

LC: I  never had the intent ion to work on several  musical  fronts. 
On the contrary,  I  have always tr ied to be very focused. What 
happened is that I  recently changed my focus.  I  was working 
within one context and now f ind myself  in a new one that is  re-
lated to — and attempts to develop and go deeper into — as-
pects that I  had previously worked on.  In the f irst  decade of 
2000 I  had mainly focused on what was cal led electroacoust ic 
improvisat ion,  music that happened in a context of  quietness 
and precis ion of instrumental  sound choices.  Most important ly, 
this f ie ld was concerned with developing a non-narrat ive ap-
proach to musical  discourse.  Ini t ia l ly i t  was s imply fascinat ing 
to research my instruments (bass clar inet and soprano saxo-
phone) and what came out when I  began to work in the context 
of  quietness.  The instruments revealed unknown behaviours, 
which was very refreshing. 

One of the main ways of  keeping this kind of work interest-
ing,  keeping i t  from becoming an » introduction« to something 
else,  was to be able to keep the interest  of  the musical  dis-

Lucio Capece per forming in the Bern Minster,  Switzerland, during Zoom In fest ival  201 2. Photo by Rhodri  Davies.
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sound engineers try to avoid,  are played in motion within the 
space.  Also the room’s dimension wi l l  be used, prof i t ing from 
the delay between ampli f icat ion via PA and the wireless speak-
ers.  This somehow highl ights distance in the room, making the 
space i tsel f  more noticeable,  such that i t  stops s imply being a 
place where music happens.  These are a few of several  techni-
cal  aspects,  not the piece i tsel f.

The per formance should be joy ful  and in a way,  that ’s  i t .  I  can-
not rely on the concept to give more body to the per formance 
than what the per formance should natural ly have.  In this sense 
I  hope the per formance wi l l  not focus on me, the tools I  use, 
the way I  use them, or my ideas,  even i f  I ’m conscious of  my re-
sponsibi l i ty in being there.  The pleasure should be about what 
happens to us as we experience the per formance together.  The 
par t icular di f ference with such a specif ic musical  composit ion 
is  the intent ion to relate with other aspects of  ourselves that are 
not str ict ly happening in the music.  In this sense,  what I  expect 
is  that the audience wi l l  experience enjoyable music together 
with aspects of  our col lect ive presence, which usual ly are con-
sidered marginal  when l istening to music but which I  consider 
as crucial  as the music i tsel f.  This doesn’t  mean that the piece 
is  a mult idiscipl inary work.  Instead i t  is  about the mult ipl ic i ty of 
aspects of  one thing,  namely us.

The per formance’s appeal is  based on fragi l i ty.  Every thing is 
somehow handmade, from bui lding the propel lers to the s im-
pl ici ty of  the bal loon, or the careful  placement of  the transmit-
ters in each of the drum machine’s outputs.  The drum machine 
i tsel f  is  a toy compared to the machines avai lable today.  This 
is  not casual  — I  do not intend to shock or impress the audi-
ence,  but rather to cal l  on the impressive tools that inhabit  us. 
I  tend to f ind that i f  I  do i t  with subtle power then those tools 
are not int imidated and come out as the main characters of  the 
evening.  These are not structural  elements but rather par t  of 
the spir i t  of  the l iv ing creature,  which is  something that is  hap-
pening in and among us.  I  hope we can have a moment of  sen-
si t iv i ty and closeness.

j j :  you  are  a cu ltu ral  nomad  who b e lieve s that the  p e rce p -
tion of  mu sic is  not d e p e nd e nt on cu ltu ral  b ou nd ar ie s,  and 
is  ab le  to d e stroy  all  cu ltu ral  b ou nd ar ie s and  d if fe re nce s. 
the se  b e lie fs  are  share d  by  g rou p s which came  into b e ing  at 
a similar  t ime  and  with similar  sou nd  conce p ts,  b u t in d if fe r-
e nt locations.  for  examp le ,  j ap an’s  onk yo,  the  p hilosop hy 
of  erstwhile  Re cord s,  or  the  inte r national  g rou p  wand e l-
we ise r,  Au str ian re d u ctionism, or  Ame r ican comp ose rs and 
ar tists  su ch as Michae l  P isaro,  j ason l e scalle e t,  and  Kevin 
d r u mm. how d o you  se e  this  nomad ism of  sou nd  and  id e as, 
g lob al  inte re st  in si le nce ,  minimal sou nd  ex p re ssion,  re clu -
sion,  p u re  sine  wave s,  and  the  p oe tics of  sp ace?

LC: I  respect and admire al l  of  the musicians that you mention 
in your quest ion.  Some of them are fr iends with whom I  have 
shared precious moments.  I  think that music with the character-
ist ics that you describe has a lot  to of fer in terms of aesthet ic 

ences.  In that frame I  developed the use of  speakers hanging 
from bal loons,  and speakers as pendulums, the use of  ul travio-
let  l ights and spectral  analysis ,  the examinat ion of  the acoust ic 
characterist ics of  rooms and the way our ears,  body,  brain,  and 
perception of space work.

Answering to the last  par t  of  your quest ion,  I  longer can no per-
ceive sound as a sole phenomenon. I t  is  rather a l iv ing organism 
that occurs together with visual ,  spat ial ,  and social  elements. 
I t  is  not my intent ion to become a mult idiscipl inary ar t ist ,  but 
I  cannot consider sound alone.  This pushes me to invest igate 
other aspects as wel l  as the way sound behaves in everyday l i fe , 
which includes tools and elements that are used or occur in the 
context of  other socio-aesthet ic approaches.  I  cannot enter al l 
aesthet ics and social  approaches,  but i f  I  approach perceptive 
aspects not only in physical  terms but also in social  terms,  I  do 
not want to be scared of using any element that can be coher-
ent with that research.  The l imit  that I  f ix  to this research is  that 
i t  must have to do with my own l i fe experience. 

My motivat ion is  indeed to propose a hol ist ic experience in 
each per formance. This means that i f  I  use a l ight or a colour, 
I  do not want i t  to decorate my presence on stage.  For exam-
ple I  have used bal loons coloured according to di f ferent colour 
theories,  relat ing that to the physical  and historical  background 
of the spaces where I  have per formed. I  have to be careful  and 
try to be as clear,  s imple,  and precise as I  can.  I t  is  as i f  you 
hang a paint ing on a wal l ,  look at  i t ,  and then f ind that the wal l 
around the frame is as important as the paint ing.  You then get 
r id of  the frame and star t  working with the paint ing and wal l  as 
one thing,  without adding more elements.  The wider the focus, 
the fewer elements you choose,  so as not to become confused 
or lost  in i ts  vastness.

jj:  in  t h e co n t ext  o f  t h is  yea r ’s  ctM fest iva l,  yo u t r y to d e -
t un e ra t h er t h a n  t un e spa t ia l  co n dit io n s.  yo u presen t sou nd 
(a  l ivin g o rga n ism  a s yo u sa y)  t o  t h e a udien ce,  w h ich  spre ad s 
in t o  t h e co n cret e spa ce in  a  ver y specific wa y.  w h a t  d o you 
expect  fro m  t h e in t era ct io n  bet ween  m usicia n ,  spa ce ,  and 
a udien ce?  w h a t  do es it  m ea n  t o  yo u?

LC: There are some specif ic technical  aspects of  the space in 
quest ion,  such as using par t icular s ine waves based on the fre-
quencies of  the room modes.  The piece experiments with what 
happens when these frequencies,  which are usual ly those that 

pleasure but also in terms of social  organisat ion.  I ts  character-
ist ics of fer rel ief  and joy and ask for committed involvement 
with careful  l is tening not only to the music i tsel f,  but also to the 
world we have in our hands.  The focus is  on societ ies as op-
posed to overinformed rapidly made commodit ies and ephem-
eral  relat ionships.  To a cer tain degree you can ident i fy i t  as a 
scene. Certainly al l  these people know each other ;  their  work 
shares points in common. 

Nowadays i t  is  not necessary to l ive in the same area in order to 
feel  that a cer tain group of people are par t  of  a col lect ive force. 
At the same t ime, in social  terms,  i t  is  di f f icult  to determine what 
makes ideas and people belong to or be seen as outside of 
that col lect ive force,  to def ine who determines this divis ion and 
how. I  have wished and managed to f ind many of those posi-
t ive characterist ics in peoples’  gestures or in events of  di f ferent 
characterist ics that are or are not par t  of  any scene. I  ident i fy 
with those elements and consider them as gems to discover, 
enjoying and sharing with the only one scene that is  l i fe ,  eve-
ryday l i fe and everyone, individual ly and as one thing.  This is  a 
crucial  aspect that we can observe in these musics themselves 
and that we must consider especial ly relevant . 
I  try to relate with that joy and of fer i t  back without counting on 
being par t  of  more than that .  This is  beaut i ful  enough for me.

Lučenec-Berl in,  27 December 201 4
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course without needing to create a momentum, which is  usu-
al ly achieved by rais ing the volume and the amount of  gestures 
and musical  material .  Creat ing this steady interest  opens up a 
non-narrat ive discourse that ,  phi losophical ly and in terms of 
perception,  makes you aware of what happens in each present 
sound and in the per formance as a whole,  rather than focusing 
on bui lding a story.  This kind of »st i l l «  playing al lowed me to 
understand and become conscious of  the non-narrat ive possi-
bi l i ty in music,  that is  what could be def ined as music »as t ime« 
instead of » in t ime,« as Keith Rowe says.  Fol lowing that experi-
ence,  I  tr ied to work on the possibi l i ty of  playing louder whi le 
keeping the structural  idea of »st i l lness.« 

Around 2008 the Berl in scene changed, and to play with the 
cri ter ia of  st i l lness (mainly playing quiet ly) somehow came to 
a creat ive fade-out .  The new tendency was to put together the 
two main elements of  improvised music,  which unt i l  then had 
been seen as a dialect ic process between the »proact ive« ap-
proach and the »reduced« approach. I  understood that the re-
duct ionist  approach had arr ived at  a circular moment,  meaning 
that i t  was imitat ing i tsel f,  but I  did not f ind that my experience 
had to be determined by this new social  scenario.  I  thus went 
on working on reductionism, mainly trying to develop my un-
derstanding of i t  and f inding new ways to go fur ther.

My main experience had to do with the quest ion of  what hap-
pens to your ears and your perception of a space when you play 
quieter than what the space might suggest you should,  think-
ing of a sound in terms of di f fusion and not project ion (even i f 
you play a bass clar inet) ,  and considering each sound as the 
most important element of  the whole per formance. My inten-
t ion was to keep working on those aspects,  going beyond the 
importance of the presence of the musician or musical  instru-
ment.  Fixing the attent ion on the space i tsel f,  even i f  I  am per-
forming on stage.

This change also has to do with being in a new and di f ferent 
personal s i tuat ion.  I  have three smal l  k ids,  which has made my 
l i fe very di f ferent .  My t ime became more t ight .  But most ly the 
arr ival  of  my kids was a very intense l i fe shock,  very l iberat ing, 
wi ld,  and deep in many ways.  I  began to work mainly alone and 
with a few people that had the t ime and pat ience to work with a 
busy dad. I  dropped the importance of any one instrument,  and 
stopped trying to do something » interest ing« or »creat ive« on 
stage,  rather began trying to bui ld contexts for shared experi-

»THE CLASH BETWEEN DEFINED AND AMBIGUOUS 
ELEMENTS INTENDS TO SLIGHTLY CONFUSE WITH 
REGARDS TO WHAT IS STABLE AND WHAT IS NOT«
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Matthi js  Munnik »Hel iosphere,«  instal lat ion,  201 4, presented at  the CTM 2015 Exhibit ion. 
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ASMR, Autonomous Sensory Meridian Response,  is  a pleas-
ant »t ingl ing« sensat ion in the scalp and spine provoked by sof t 
sounds such as whispering,  nai l-tapping,  and hair  brushing.  
 
ASMR is an ephemeral  experience.  Like an i tch,  i t  disappears 
as i t  is  fol lowed. But somehow in the midst of  the tapping,  the 
whispering,  and the t ingl ing,  the body relaxes.  ASMR is touch-
ing the l istener with quietness,  soothing the l istener with touch.
 

1
 
The most popular plat form for explorat ion and discovery of 
ASMR is YouTube. Mil l ions of  ASMR-tr iggering videos are 
posted,  many with hundreds of  thousands of  v iews.  The videos 
feature ASMRtists ,  the video creators,  »per forming« the sounds 
that tr igger the t ingl ing response,  of ten in role plays. 

The ASMRtist  is  speaking Korean,  Spanish,  Greek,  French,  Jap-
anese,  Russian,  Hindi .  The ASMRtist  is  a nat ive Engl ish speaker 
blundering through a lesson on elementary German. The ASM-
Rtist  is  peel ing an orange, l icking your ears,  playing with water, 
pouring sugar,  unwrapping a new hard drive.  The ASMRtist  is  an 
abducting al ien,  an alpha-male,  a personal trainer,  a f l ight atten-
dant. The ASMRtist is your hairdresser, your psychiatrist, your lover.  

 
The ASMRtist  is  whispering in your ear that you are a wonder-
ful  person. I t 's  hard sometimes,  and we're al l  very exhausted. 
But you're doing the best you can.  The ASMRtist  tel ls  you that 
she wi l l  a lways be here for you.  Please,  she says,  try to relax. 
She is  star ing at  you;  her face is  the frame. She leans back and 
slowly traces a circle on the tabletop with her long f ingernai ls . 
 

2 
  
Though rumors of  for thcoming academic work circulate in 
many ASMR forums, there have been no scient i f ic studies pub-
l ished on i ts  physiological  ef fect .  ASMR is extra-inst i tut ional . 
I ts  name is a pseudoscient i f ic str ing of euphemism (where Me-
ridian = orgasm) and wannabe l ingo. The reason that i t  has not 
been studied — and perhaps,  prior to the hyperglossic hypo-
chondria of  the Internet ,  that i t  had not found a common name 
— i t  is  as di f f icult  to pinpoint in the brain as i t  is  to describe in 
the body.  I t  is  f in icky.  Not everyone »gets« i t ,  and those who 
do have di f ferent tr iggers.  Sometimes i t  happens,  and some-
t imes i t  doesn't .  I t 's  not easi ly reproducible;  i t 's  idiosyncrat ic ; 
i t 's  personal . 

In recent years,  there have been many news ar t ic les and expo-
sés about ASMR. Most track the narrat ives of  those who ex-
perience ASMR, focusing on early memories of  the response, 
especial ly interviewees'  discoveries that they are not alone in 

AS M R,  Au tonomous  Sensor y  Mer id ian  Response ,  i s  a  p leasan t  » t i ng l ing«  sensa t ion  in  the  sca lp  a n d 

sp in e  provoked  by  so f t  sounds  such  as  wh isper ing  and  ha i r  brush ing ,  produced  in  v ideo  ro le  p l a ys 

and  c i rcu l a ted  v ia  YouTube ,  tha t  m imic  ever yday  s i tua t ions  o f  c loseness .  In  her  ins ta l l a t ion  and  ra -

d io  a r t  p i ece  »ASMR:  A lways  Here  For  You«  a r t i s t  C la i re  To lan  takes  a  c r i t i ca l  look  a t  the  new m a ss 

phenomenon .  To lan  i s  one  o f  two  ar t i s t s  commiss ioned  th i s  year  to  produce  new ar t i s t i c  work  f or 

the  CTM Ra d i o  Lab,  w i th  the  Aud io  Drama /  Sound  Ar t  depar tment  o f  Deu tsch landrad io  Ku l tu r  a s 

a  ma i n  pa r tner.  Connec t ing  ASMR prac t ices  w i th  sur ve i l l ance  techno logy,  To lan  inves t iga tes  ASM R 

as  a  phenomenon  tha t  goes  beyond an  id iosyncra t ic  method  to  sooth  and  re lax  body  and  mind ,  d i s -

cuss i ng  ASMR as  a  commun i ty  tha t  seeks  a  remedy  to  the  chron ic  psych ic  d i s t ress  fue l led  by  th e 

co nd i t i ons  o f  l i qu id  modern i ty  and  the  mass  sur ve i l l ance  appara tus  tha t  sprawls  th rough  i t s  co re .
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S e n S o R y  M e R i d i A n  R e S P o n S e
B y  c l A i R e  t o l A n

having the react ion.  This community revelat ion always seems 
to underl ine the discovery »that I 'm not a freak.« 

The bond of a shared sensat ion is  somehow deepened by the 
int imacy of the sounds.  Though ASMR content is  remarkably 
diverse,  one unit ing factor is  that the sounds are meant to pro-
voke an int imate experience.  They are close sounds,  ones that 
seem as though they are nearly at  your ears,  the nape of your 
neck,  your shoulders.  Sounds that can only be perceived with 
proximity to the source.  Your skin brushed, your scalp mas-
saged, your ears cleaned. Your desk vibrat ing with the tapping 
of f ingernai ls . 
 

3 
 
The recording of ASMR sound is designed to maximise the i l-
lusion that the sounds are close to the l istener.  This is  achieved 
with binaural  recording,  a technique in which microphones are 
posit ioned to mimic the placement of  human ears.  The result-
ing recording,  when played through headphones,  is  a 360-de-
gree uncanny soundscape, a spat ial ised splay of  sounds lay-
ered on top of the ambient noise of  the l istener's environment. 
 
Headphones al low the l istener to perceive precise and quiet 
enveloping sounds.  Headphones also sever the l istener from 
her environment,  creat ing a separate and sol i tary space in 
which the ASMR experience occurs.  Any intrusion of the »real« 
room is read as noise.
 

4
ASMR videos are of ten considered to be fet ish per formances. 
Unwitt ing viewers are caught of f  guard by the closeness of  the 
ASMRtist 's  face to the camera and fai l  to f ind her s imulated in-
trusion into personal space pleasurable.  This is  weird,  the dis-
cussion goes,  so i t  must be someone else's fet ish.  This is  weird, 
so someone must be gett ing of f  on this .
 
I t 's  true that sometimes the videos are del iberately erot ic.  Here, 
the camera is  zoomed in on her chest ,  his crotch.  Here the t i-
t le »[ASMR]妹の悪戯 Litt le s ister l icks your ears [Eng-Sub]« 
plays atop an i l lustrat ion of  a pale pink tongue l icking a f inger 
— no video needed. 

More of ten,  though, v iewers perceive sexual  content where 
the ASMRtist  did not intend i t .  Whispering,  one viewer thinks, 
draws attent ion to the mouth.  Af f irmation and care-taking mim-
ic mothering.  I t 's  easy to make these connections i f  you want 
to make them. To the excited observer,  the quiet  movements of 
the ASMRtist  seem to be bui lding l ike the erot icism of a hor-
ror f i lm. Fingernai ls  trace slowly over bare skin.  But there is  no 

cl imax.  The experience ends in a clean grid of  YouTube related 
video recommendations.  Must any staged act of  int imacy by a 
stranger qual i fy as erot ic? 

More than anything,  the videos transmit  something that is  l ike 
presence. The content is  a vehicle for experience.

I 'm leaning towards you on a sofa.  Fingers brushing brocade. 
Feet scraping wooden f loor.  I 'm sorry you f ind i t  uncomfor table 
to have my face so close to yours.  Let me pul l  back a bit  unt i l 
you feel  more at  ease. 
 

5 
 
ASMR videos are meant not only to tr igger the t ingl ing re-
sponse,  but also to soothe,  to relax,  to af f irm. The videos are 
created as treatments for an array of  chronic contemporary i l ls 
— anxiety,  depression,  insomnia.  This is  establ ished both by vid-
eo t i t les (»ASMR — Af f irmation — Sof t  whispering,  Confidence-
boost ing« or »Guided Meditat ion — ASMR — Bad Day«) and in 
the comments lef t  by viewers,  some of whom state that cer tain 
videos act as night ly s leep aids.

I f  i t  is  true that an individual  is  rarely mental ly i l l ,  but instead a 
representat ive of  a larger societal  s ickness,  we can see these 
af f l ict ions as the products of  advanced capital ism, or,  per Zyg-
munt Bauman, l iquid modernity.  Bauman has writ ten exten-
sively about the survei l lance apparatus within l iquid modernity, 
which preemptively accuses in order to avoid what might hap-
pen. Thus,  we stand always already accused, in violat ion,  ap-
prehended. Mass survei l lance watches al l  with the supposit ion 
that there is  a reason to watch ( i .e .  coming gui l t) .  This double 
bind — simultaneously being told you are doing f ine and con-
demned as having done wrong — provokes the kind of anxiety 
sutured by ASMR.

The mil l ions of  mundane bits of  everyday l i fe funneled through 
the survei l lance apparatus recal l  the banal i ty of  ASMR content . 
Like an analyst ,  you watch smal l  moments and movements.  Can 
you spot a pattern before the t ingl ing makes you catatonic? 
Does the analyst ,  wearing headphones at  her desk,  ever feel  an 
unsett l ing sensat ion in her scalp,  a s low relaxat ion?

In ASMR videos,  you are asked to feel  at  ease in a place where 
you wi l l  never belong. You are greeted by a stranger who is 
at  the same t ime welcoming thousands of other viewers.  You 
— and the others — par t icipate in a s imulated int imacy that is 
aware of — and ef fect ive because of — i ts  pretense.  You are a 
subject interpel lated by the ASMRtist .  But you are also a vo-
yeur,  a distant stranger gazing into the ASMRtist 's  home. You 
wrest le between the roles;  you play the game.
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0 DianaDew ASMR »♥  Gentle hands and tapping nai ls  on mirror  ♥  whispered ASMR  ♥« ,
 v ideost i l l ,  taken from YouTube. 
1  Heather Feather »Candy Queen ASMR Role Play For Relaxat ion (ASMR) (3D Binaural)« , 
 v ideost i l l ,  taken from YouTube. 
2 Tony Bomboni (ASMRer) »Professional  3D Scalp Check For Lice & Scalp Massage with 
 Chopst icks (ASMR)«,  v ideost i l l ,  taken from YouTube. 
3 JustAWhisperingGuy »ASMR Binaural  Ear Touching for Sleep and Relaxat ion«,  v ideost i l l ,
 taken from YouTube. 
4 Kingmanekin »[ASMR]妹の悪戯 Litt le s ister l icks your ears [Eng-Sub]« ,  v ideost i l l ,
 taken from YouTube. 
5 Lady Bug ASMR »ASMR Sof t  spoken interview for a posit ion with the National  Sleep 
 Associat ion«,  v ideost i l l ,  taken from YouTube. 
6 MimiTingles »ASMR Glass stones/marbles sounds — No whisper«,  v ideost i l l ,
 taken from YouTube. 
7. 1  Nana Kim »Korean Asmr :  How to peel an orange(한국어 ASMR : 귤 까는 방법)« ,
 v ideost i l l ,  taken from YouTube. 
7. 2 Stereoasmr »ASMR paper towels« ,  v ideost i l l ,  taken from YouTube.

In the f irst  hal f  of  this role play,  you watch me, and I  pretend 
l ike I  don't  know you're watching.  In the second hal f,  we pre-
tend that I 'm you and you're me. You're watching me, but I  don't 
know you're watching. 

6
How do you si tuate the fr inge Internet therapy of ASMR in a 
larger heal ing tradit ion? Beyond i ts  obvious counterpar ts in 
the realm of al ternat ive medicine,  I  of ten wonder about the re-
lat ionship between the remote,  anonymous touching of ASMR 
and the attent ion del ivered by a medical  professional .  A physi-
cal  therapist ,  a masseuse,  a nurse.  So much of what medical 
professionals give goes beyond targeted treatment.  A fr iend 
writes me about bathing an elderly pat ient at  the hospital . 
»Don't  be afraid to real ly scratch my scalp,«  the pat ient said. 
»Scratch i t  l ike i t  was your own.«

Does i t  matter whose hands — and does i t  matter who the touch 
is intended for — i f  the touch f inds the r ight spot? Does i t  mat-
ter who is tel l ing you to forget about your awful  day and relax, 
i f  in the end you f ind sleep?

In some ar t ic les,  psychologists worry that people are going 
to begin relying on the videos for momentary distract ion in-
stead of seeking »real«  solut ions to their  problems. This read-
ing seems far too easy,  especial ly when the »real«  solut ions are 
usual ly pi l ls ,  and health insurance of ten does not cover psycho-
logical  treatment ( i f  insurance is avai lable at  al l) .  I t 's  too easy 
when ASMR videos aren't  destruct ive in the way that a lot  of 
other coping mechanisms (alcohol ,  drugs) are. 

I 'm not saying that ASMR provides some sor t  of  panacea con-
taining the secrets to surviving (and transcending!) advanced 
capital ism. But can something be found ly ing latent in these 
long, s low, sof t  landscapes of  sounds,  made to touch and to 
soothe,  that might be a lever for some sor t  of  transformation? 
Could the videos contr ibute to new fantasies? New imaginar-
ies? New cri t iques? I f  a stranger can touch you with her voice, 
what then? And af ter watching someone move marbles on a 
granite table for an hour,  what can be found in the pit  of  that 
boredom? 

The hot tub jets are bubbl ing.  What's that? Yeah, of  course.  I ' l l 
a lways be here.  I 'm happy to wait .  Come on in whenever you're 
ready.  The water's warm.
 

7  
 
In ASMR videos,  the quiet  everyday is  elevated into the posi-
t ion of  spectacle.  A fr iend watches an ASMR video of some-
one peel ing an orange. Days later,  she writes to say that 
she was peel ing an orange and experienced ASMR, some-
thing that had never happened to her before.  The sounds, 
once they are ident i f ied as tr iggers,  are connected in mem-

ory with the react ion.  They are relearned as extraordinary. 
ASMR is a response to quietness,  which,  in turn,  al lows us to 
process quietness in a new way.  Prompted by Rosi  Braidott i 's 
wonder ful  wri t ing on the post-human, I  have begun framing my 
thoughts with a passage from Middlemarch by George El iot : 

»That element of  tragedy which l ies in the very fact of  frequency, 
has not yet wrought i tsel f  into the coarse emotion of mankind; 
and perhaps our frames could hardly bear much of i t .  I f  we had 
a keen vis ion and feel ing of al l  ordinary human l i fe ,  i t  would be 
l ike hearing the grass grow and the squirrel 's  hear t  beat ,  and we 
should die of  that roar which l ies on the other s ide of  s i lence.  As 
i t  is ,  the quickest of  us walk about wel l  wadded with stupidity.« 

ASMR is a leak from the other s ide of  s i lence.  I t  prompts the re-
learning of sound as sensat ion and the sof t  as spectacle.  What 
happens as i t  inf i l trates our »wadding?« I f  we fol low the r ivulets 
draining down through the packaging,  how do they run and to 
what low ground? How are they subsumed by our known sen-
sorium? 

I 'm removing the plast ic wrap from a new paper towel rol l .  I 
pause for a moment.

I 'm recording this at  my fr iend's house,  which is  r ight next to 
the interstate.  I 'm in the bathroom at the center of  the house, 
but you can hear the traf f ic .  I  hope that doesn't  bother you.  I 'm 
so glad you're taking some t ime for yoursel f  r ight now. I  hope 
you're able to relax.  You real ly,  real ly deserve i t . 

I  f in ish removing the plast ic .  I  tear of f  a sect ion of paper towel . 
I  hold i t  up to the camera.  Your screen becomes white.  The em-
bossed diamond patterns on the towel appear,  in two dimen-
sions on your screen,  a l ight grey. 

For several  minutes I  hold the towel in front of  the camera, 
stroking i t .  And then:  do you want me to tear the paper to-
day or should I  crumple i t  up? I t 's  your choice.  I ' l l  do whatever 
you want.  Cl ick here to watch me tear the paper.  Cl ick here to 
watch me crumple i t .  Cl ick here to restar t . 

Claire Tolan studied Literature at  the Universi ty of  Chicago, 
and Archival  Science and Human-Computer Interact ion at  the 
Universi ty of  Michigan.  She has worked in nonprof i t  publ ishing 
ventures and archives across the US, including the Newber-
ry Library,  the Poetry Foundation,  Copper Canyon Press,  and 
the Yosemite National  Park Archives.  Tolan moved to Berl in in 
20 1 3 to work as a web developer with the Tact ical  Technology 
Collect ive,  an organisat ion that helps pol i t ical  act iv ists develop 
strategies for data manipulat ion and management.  In 20 1 4, To-
lan created »You're Worth I t ,«  a Berl in Community Radio show 
that explores the sounds and culture of  ASMR. The show has 
led to col laborat ions with several  ar t ists ,  including Holly Hern-
don and d3signbur3au.
— berl incommunityradio.com/youre-worth-i t
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The rampant spread of technology in the last  decades has seen 
conf l ict ing theory ref lect ing on the potent ial  for embodiment 
within a post-human framework.  In her master ’s thesis ,  »Em-
bodiment in Electronic Music Per formance,« Hol ly Herndon 
references Baudri l lard,  who suggests the fol lowing about the 
impact of  technology on culture and bodies:  »The human body, 
our body,  seems super f luous in i ts  proper expanse,  in the com-
plexity and the mult ipl ic i ty of  i ts  organs,  of  i ts  t issue and func-
t ions,  because today every thing is  concentrated in the brains 
and the genetic code, which alone sum up the operat ional  def i-
ni t ion of  being.« An opposing argument also ci ted by Herndon, 
though, highl ights the unf l inching truth of  our animal presence 
on this planet ,  even in the face of technology’s pervasive,  con-
suming, and heady network.  She ci tes Al l ison Muri ’s  quest ion, 
»what kind of logic has given r ise to this equat ion of technology 
with disembodied consciousness and super f luous bodies?« and 
the tracing of »the impact of  human excrement on the globe as 
a means of  establ ishing the unavoidable real i ty that we al l  st i l l 
inhabit  bodies.«  In accepting the phi losophical  and pract ical 
weight of  the body in the face of technology,  an important next 
step is  to assess the nature of  the interwoven, interact ive rela-
t ionship between the two. 

Herndon’s own work reckons with the tenet voiced by cogni-
t ive scient ist  Anthony Chemero that »the tool isn’ t  separate 

from you. I t ’s  par t  of  you« and depends on an understanding 
of Mark Hansen’s » integrated mind/body« rather than a »mind/
body dual i ty.«  Technology’s role in thawing this dual i ty mirrors 
i ts  abi l i ty to loosen the societal  grasp of the man/machine bi-
nary as wel l  as the male/female one.  In her »Cyborg Manifesto,« 
Donna Haraway famously argues for the vis ion of  the cyborg as 
a »condensed image of both imaginat ion and material  real i ty,« 
concurrent ly and ir idescently physical  and non-physical ,  human 
and machine,  post-gendered. Harraway writes,  »cyborgs might 
consider more seriously the par t ia l ,  f lu id,  sometimes aspect of 
sex and sexual  embodiment.  Gender might not be global em-
bodiment af ter al l ,  even i f  i t  has profound historical  breadth and 
depth.«  In her essay,  »Cyber feminism and i ts  Discontents,«  An-
nie Goh echoes the warning of other cyber feminist  wri ters that 
the complete subsuming of the body into technology wi l l  wit-
ness »the ul t imate dream of disembodiment« as the tr iumph of 
the patr iarchal  order.«  As important as i t  is  for cyber feminism 
to see the dissolut ion of  boundaries,  i t  may be just  as essent ial 
for i t  to hold onto strands of  proof of  physical i ty. 

In the science f ict ion real i ty that Haraway paints as our world, 
we can creat ively ident i fy endless symbols of  the continuum be-
tween mind and body,  man and machine,  endless proof of  the 
coupl ing of physical i ty and ether.  What kinds of  things weave 
or have control  over this uni fy ing strand? A suggest ion that 

I n  th i s  a r t i c l e ,  Ann ie  Går l id  examines  two case  s tud ies  in  a  dynamic  in te rsec t ion  be tween  e lec t ron -

ics ,  the  huma n vo ice ,  and  the  express ion  o f  gender,  and  obser ves  the  tendency  o f  techno logy  to  e i -

the r  neu t ra l i ze  or  re in force  gender  po les  v ia  i t s  represen ta t ion  o f  the  vo ice .  In  the  case  o f  the  wa x i n g 

subcu l tu re  na med a f te r  and  devoted  to  t r igger ing  ASMR (Au tonomous  Sensor y  Mer id ian  Respo n s e ) , 

te ch no l ogy  ( i n  the  form o f  the  In terne t )  de l i vers  the  sounds  o f  a  gendered  vo ice  w i th  a  spec i f i c  a f-

fe c t i ve  i n ten t i on  in  m ind .  In  many  cases  w i th in  th i s  cu l tu re ,  the  re in forcement  o f  a  gender  b inar y  i n 

aud i o  a nd  v i deos  seems  in tegra l  to  the  in tended  therapeu t ic  impac t .  I n  the  form o f  the  voca l  pro-

ce ss i ng  so f twa re  Au to-Tune ,  techno logy  f l aun ts  i t s  power  to  annu l  gender  norms  both  th rough  i t s 

ab i l i t y  to  a ugment  the  range  o f  a  s ing le ,  sexed  human’s  vo ice  bu t  a l so  in  i t s  capac i ty  to  de-huma n i ze 

the  huma n i npu t  i n to  a  s tandard ized ,  un iversa l ,  robot ic ,  and  »a l i en«  sound .  How does  th i s  neu t ra l i -

s a t ion  a f fec t  the  somat ic  impac t  o f  the  sound  i t  med ia tes?
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t h e  v o i c e  A S  g e n d e R e d  e M B o d i M e n t

B y  A n n i e  g å R l i d

er ;  calm, support ive lessons in paint ing.  Many videos draw on 
cl inical  models or scenarios that of fer a lathering of personal 
attent ion.  Because the t ingl ing or »braingasm« sensat ion is  of-
ten tr iggered by si tuat ions or sounds that recal l  cozy memo-
ries,  the audio and video is largely fueled by an ampli f ied,  car-
toonish nostalgia.

One of the subjects of  ampli f icat ion is  the gender binary.  Most ly 
created by long-eyelashed, sugary-voiced women, many sce-
narios in ASMR videos depict  a specif ical ly feminized and clas-
sical ly feminine tenderness,  s imulate act iv i t ies such as make-
up appl icat ion and hair  brushing,  and display pastel-pink nai ls 
and f lowing hair.  There has been a s igni f icant contr ibut ion to 
the community by men as wel l  (many ASMR websites provide 
di f ferent categories for male and female ASMRtists) ,  but these 
addit ions are of ten react ionary and symmetrical ly inf lated in 
their  por trayal  of  gender.  The male contr ibutor who goes by 
Iggy M. Manley writes the fol lowing disclaimer under one of his 
YouTube videos:  »Tired of al l  those ASMR videos by women try-
ing to put makeup on your face or showing you what 's in their 
purses? Fuck that !  Manley ASMR is a manly ASMR series for 
men, hosted by a man's man . . .  From boots to video games and 
tools ,  you' l l  f ind nothing but manly ASMR here.  None of that fe-
male crap!« The physical  sensat ion ASMRtists seek to provoke 
seems dependent on a por trayal  of  an exaggeratedly gendered 
voice and on act iv i t ies ref lect ing a gender binary somehow as-
sociated with chi ldhood or magnif ied through a distance from 
i t .  The ASMR community,  however,  might do i tsel f  a service by 
of fer ing that the voice does not have to be the l inchpin of  a po-
lar ized portrayal  of  gender to be therapeutic.

The CTM 201 5 theme, »Un Tune,« is  concerned with exploring 
the emotive,  noncognit ive,  and unmediated impact that sound 
has on bodies and psyches.  The theme is framed as an invest i-
gat ion of  al l  sound’s capacity to af fect in this way,  but the play, 
explorat ion,  and experimentat ion is  theoret ical ly to take place 
in the context of  watching how technology enables,  interacts 
with,  complements,  or complicates this power.  The fest ival ’s 
descript ion of  the theme states »ar t ist ic experimentat ion with 
the af fect ive and somatic ef fects of  sounds and frequencies 
opens up possibi l i t ies of  tuning and de-tuning the composite 
that interconnects body,  matter,  energy and (musical)  machines 
— and of exploring our perception.«  In this statement,  the con-
cept of  »tuning« describes technology’s interact ion with and 
adjustment of  sound more than the l i teral  def ini t ion of  »tuning« 
as pitch ref inement in music;  » tuning« might refer just  as wel l 
to processing or ampli f icat ion,  for example,  as to the adjust-
ment of  pi tch.  However,  there is  an instance in which cer tain 
technology employs and exempli f ies both the metaphorical  and 
the l i teral  def ini t ion of  the word »tune«:  in tuning l i teral ly,  as 
pitch-shi f t ing,  the correct ive-turned-creat ive sof tware Auto-
Tune also »tunes« both the somatic potent ial  of  the voice and, 
in turn,  the impl icat ions of  ident i ty and gender that go hand in 
hand with this voice.

Auto-Tune was original ly developed by Andy Hildebrand at An-
tares Audio to correct and smooth over s ingers’  faulty intona-
t ion in the recording studio.  The program is able to nudge any 
note sung even sl ight ly too low or high into the nearest semi-
tone slot .  In doing so,  the original  vocal  source’s true sound 
qual i ty is  cloned; the program does i ts  best to imitate the voice 

Herndon makes and that I  a lso support is  that the human voice 
contains a unique potent ial  to highl ight and express this inter-
play,  and serves as a kind of moulding clay for an explorat ion 
of  the dynamic between body and mind, human and machine. 
In playing this role,  i t  then also bears the mark ei ther of  a neu-
tral ized,  post-gendered ident i ty or of  a reinforced, caricatured 
symbol of  tradit ional  gender.  Herndon cites David Toop, who 
describes the voice as: 

» the sonic instrument with which we begin as humans — begin-
ning as an intr icate folding of inner and outer,  ear,  lungs,  throat , 
skul l ,  and mouth,  abstract thought and physical  project ion,  bi-
ology and consciousness,  breath and l istening and which de-
velops as the ar t iculat ion of  impulsion,  feel ing,  word,  speech, 
paral inguist ic noise,  even musical i ty,  resonat ing in t ime, mind 
and the air  of  open space.  Throughout the 20th century,  the 
voice was a prime si te for the redef ini t ion of  the body in rela-
t ion to the machine age, par t icular ly during a rapidly develop-
ing era of  disembodying technologies such as wireless teleg-
raphy,  radio,  telephone, cinema, televis ion,  the tape recorder, 
electronic ampli f icat ion and the microphone. Temporal  shi f t , 
spat ial  displacement and the physical  absence of the vocal iz ing 
agent ,  both impl ici t  and expl ici t  in such communicat ive exten-
sions of  the body,  suggest a dis integrat ion of  the image of the 
body as a symbol of  unity.« 

The voice replaces the body as a symbol of  unity,  and physical 
touch is replaced with sonic touch.  Hol ly Herndon recal ls  » long 
pubescent telephone marathons,  pressing the receiver as close 
to my cheek as possible,  as i f  to become closer to the person 
on the other end.« 

»WHAT’S MORE HUMAN 
THAN WANTING TO BE 

SOMETHING ELSE 
ALTOGETHER?«

The most expl ici t  demonstrat ion of  our ef for t  to use technolo-
gy to achieve a disembodied int imacy is  ASMR. In ASMR audio 
and video, the distance or »non-standard int imacy« (as Lauren 
Berlant and Michael Warner cal l  i t  in their  ar t ic le,  »Sex in Pub-
l ic«) manifests i tsel f  not only in the absence of physical  pres-
ence but also in the fact that the nur turing is  being done by 
strangers.  As a teenager on the telephone, Herndon’s conver-
sat ion par tner was disembodied but known. In ASMR, devo-
tees across the globe produce audio and video as a kind of 
play ful  publ ic service,  of fer ing their  highly characterized in-
t imacy with anyone and everyone. With a focus on sound as 
t ingle-tr iggering and immediately grat i fy ing despite distance, 
ASMR contr ibut ions exist  somewhere between pornography, 
therapy,  and music.  ASMR, whi le of ten focused on sounds such 
as nai ls  scratching on a couch or hands painstakingly leaf ing 
through books or cr inkl ing a bag of Doritos,  are just  as of ten 
solely composed of a s ingle soothing voice whispering encour-
aging nothings into the computer microphone. The scenarios 
are of ten modeled on scenarios we might have encountered as 
chi ldren that relaxed us:  v is i ts  to the doctor or the hairdress-



as i t  was recorded, say,  a couple microtones f lat ,  but the sound 
that replaces the erroneous singing is of  course a new synthesis 
of  the heard and machine-integral .  The widespread use of Au-
to-Tune in the pop music industry has created a st ir  and raised 
quest ions not only about ethics and integri ty but also about 
the extent of  widely embraced stars’  ta lent .  At i ts  most sub-
t le,  Auto-Tune goes unnoticed and leaves in i ts  wake no more 
than a mirage-l ike plast ic sheen over the vocals on a track l ike 
Bri tney Spears’  »Al ien« and has a stabi l iz ing ef fect only evident 
when we hear what the original  recording sounded l ike with-
out the correct ive sof tware (when we’re lucky enough to get 
wind of a leak).

I ts  distor t ive potent ial  as a sound ef fect was discovered at some 
point in the context of  i ts  cosmetic appl icat ion in the recording 
studio.  The more aggressive the sett ing and the more slurred 
the sung phrase,  the more Auto-Tune jol ts in i ts  role from cor-
rect ive and complementary ( i ts  use was compared by Hilde-
brand, i ts  creator,  to the appl icat ion of  makeup) to metamor-
phic.  Over the last  two decades i t  has reared i ts  head as an 
ef fect akin to the classic vocoder and has shared an equiva-
lent ly involved love af fair  with pop music.  I t  was Cher ’s s in-
gle »Bel ieve« in 1998 that patented the use of  the sof tware as 
vocal  disguise.  As Sasha Frere-Jones points out in his ar t ic le 
about Auto-Tune for the New Yorker,  Cher ’s decis ions about 
which phrases of  the song to shroud with the sof tware fore-
shadow decades of  the program’s use as an indicator of  ei ther 
sub- or super-humanness:  her voice is  at  i ts  least  recognis-
able and most digit ised when she sings,  »  . . .  and I  can’t  break 
through,« and completely her own when she asks,  »do you be-
l ieve in l i fe af ter love?« »You can only feel  so bad for a robot,« 
Frere-Jones writes. 

Simi lar to i ts  vocoder relat ive,  Auto-Tune breaches the terr i tory 
of  the »al ien« or »other« in i ts  use as an ef fect and represents an 
ideal  of  futurism, post-humanism, and outer space.  I t  is  no ac-
cident that the post-humanist ic impl icat ions are consequences 
of  the manipulat ion of  a natural  voice — the voice,  the original 
symbol of  embodiment and the al ly ing glue between mind and 
body,  becomes clad in an ul tra-f lexible metal  sheath and hardly 
recognizes i tsel f.  The program as a distor ter removes the indi-
vidual i ty of  the voice,  digi t ises and standardises i t .  Many songs 
that employ Auto-Tune as an ef fect make use of  i ts  potent ial  to 
robotise,  but of ten the result ing robot character retains bas-
t ions of  gender.  T-Pain,  Li l ’  Wayne, and Kanye West wouldn’t 
let  the tool inter fere with the macho stance of their  songs,  but 
they’ve al l  used i t  to symbolise an explorat ion of  the outer l imits 
of  human expression and feel ing and the condit ion of  a lost  or 
broken soul .  Rol l ing Stone cri t ic Jody Rosen writes,  » i t ’s  a paint-
erly device for enhancing vocal  expressiveness and upping the 
pathos.«  West ,  for example,  chose to use Auto-Tune for the f irst 
t ime on the single »Hear t less,«  which reacts to the loss of  his 
mother.  Rosen notes,  »Kanye’s digit ised vocals are the sound of 
a man so stupef ied by grief,  he’s become less than human.« Ri-
hanna also uses i t  in her song »Disturbia« to emphasise the por-
trayal  of  a sub-human suf fer ing,  and Li l  Wayne used i t  in albums 
Tha Carter I I  and Tha Carter I I I  to give voice to his lonel iness 
and depression as compromised, metamorphosed condit ions. 

At i ts  most f lexible,  though, Auto-Tune holds the key to gen-
der-neutral isat ion and androgyny,  i f  the ar t ist  chooses that as 
his/her agenda. The sof tware not only unit ises mel ismas into a 
broken hal f-step scale but also extends vocal  range l imit lessly ; 
when sung through »the gerbi l«  (as the program is termed in the 
recording industry) ,  the female voice,  for example,  can sound 
three octaves below i ts natural  l imit  and the male voice three 
octaves above. A boundless continuum of pi tch and therefore 
gender impl icat ion is  at  the disposal  of  any s inger.  In his song, 
»To Care (Like You),«  James Blake frames a dialogue between 
at least  one male and one female and uses a pitch shi f ter to pro-
duce al l  voices from his own. He poses therefore not as a s ingle, 
omni-voiced cyborg but as several  opposing gendered f igures.
In his per formance, »The Voice is  False,«  Swedish ar t ist  and ac-
ademic Sir i  Landgren speaks and sings through Auto-Tune, s i-
multaneously describing and demonstrat ing the androgyny the 
sof tware is  capable of  represent ing.  He compares the recep-
t ion of  the Auto-Tuned voice to that of  the falsetto (stemming 
from »false«) voice;  » i t  does not give a correct or easi ly inter-
preted image of the body which const i tutes i t  source.  Is  this a 
man, a woman? An adult  or a chi ld?. . .  The voice is  fa lse l ike the 
hybrid is  fa lse.«

How far away is s inging with a voice signal ing a gender binary 
from the therapy that the ASMR community hopes to achieve? 
And how far away is s inging with the gender-neutral ised Au-
to-Tuned voice? Is the processed voice one step fur ther from 
incit ing a »braingasm,« or just  as close? Auto-Tuned voices af-
fect us emotional ly and intel lectual ly,  rev us up mood-wise and 
symbolise the per fect cyborg phi losophical ly,  but can they give 
us t ingles? What ef fect does the dissolut ion of  gender bounda-
ries in vocal  representat ion have on the somatic power of  this 
sonic contact?

In »O Superman (for Massenet) ,«  Laurie Anderson champions 
the vocoder,  embodies androgyny,  breaks hear ts and induc-
es chi l ls ,  proving the potent ial  that the synthesised voice has 
for soul  and touch.  She real ises that ,  as Dave Tompkins writes 
in his book How to Wreck a Nice Beach: The Vocoder from 
World War I I  to Hip-Hop, »what ’s more human than wanting 
to be something else al together?« The song depicts a conver-
sat ion between a narrator and an unknown voice.  Af ter at  f i rst 
imitat ing the narrator ’s mother,  i t  says,  »You don’t  know me, but 
I  know you.« And then,  »So hold me, Mom, in your long arms 
. . .  in your automatic arms,  your electronic arms, in your arms.«

Annie Gårl id is  a classical ly-trained viola player,  s inger,  wri ter, 
and translator devoted to the per formance of and ref lect ion 
upon experimental ,  e lectronic,  and early music.  She hai ls  from 
east coast USA but has found a home for the past f ive years in 
Cologne and Berl in.  This year she wi l l  par t ic ipate in an opera 
by composer Mart in Hiendl that explores the use of  prepared 
vocals and Auto-Tune and wi l l  per form at CTM 20 1 5 in col lab-
orat ion with Claire Tolan in the Radio Lab project focused on 
ASMR. She current ly works in communicat ions at  CTM. 

 

» IN TUNING LITERALLY, AS PITCH-SHIFTING, 
THE CORRECTIVE-TURNED-CREATIVE

SOFTWARE AUTO-TUNE ALSO »›TUNES‹« BOTH THE 
SOMATIC POTENTIAL OF THE VOICE

AND, IN TURN, THE IMPLICATIONS OF IDENTITY 
AND GENDER THAT GO HAND IN HAND

WITH THIS VOICE.«
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TAPE RECORDING
DAVID: What was i t  about ›dark‹  things that attracted people 
back then?

SYLVIA: Well ,  i f  you’re afraid,  then you dive in and you want to 
get inside i t  so i t ’s  just  not a separate thing.  My nature,  the nature 
of  how I  see things is  I  can barely look at  some of those things.

DAVID: I  f ind myself  at  t imes sl iding towards depression in con-
front ing some materials — my attract ion for a moment might be 
more of :  why are they attracted to i t  -  I  mean; medical  deformi-
t ies,  nazi  regal ia ,  v ideotapes of  that pol i t ic ian upstate shooting 
himself  in the mouth . . .

SYLVIA: Exact ly . . .  i t ’s  once more removed. I  think we’re ob-
serving that — because al l  these people had specif ic things;  i t ’s : 
why did al l  these people have this specif ic attract ions.  The at-
tract ions themselves are arbitrary.

DAVID: Well ,  what was the attract ion to drugs?

SYLVIA: I ’ l l  te l l  you — talk about a generat ion.  Whatever i t  is 
that ’s  there when you are in the twenties — I  could put things 
down to age;  before you’re deciding,  you just  do whatever is 
there.  I  don’t  ever remember saying,  » I  need drugs.  I ’m going 
to do drugs.«  I t  wasn’t  real ly a decis ion,  they were just  there.  I f 
they weren’t  there,  i t  would have been something else.  I  think 

Re be l l i ous l y  s t r ugg l ing  aga ins t  con formi ty  and  mater ia l i sm ,  mu l t id i sc ip l inar y  a r t i s t ,  wr i te r,  and  ac t i v-

i s t  Dav i d  Woj na rowicz  was  one  o f  the  mos t  po ten t  vo ices  o f  h i s  genera t ion .  Born  in  New Jers e y  i n 

1 954,  Woj na rowicz  l i ved  an  ext reme ly  d i f f i cu l t  ch i ldhood brought  on  by  an  abus ive  fami l y  l i f e  a n d  a 

s e nse  o f  i so l a t i on  resu l t i ng  f rom h i s  emerg ing  awareness  o f  h i s  own homosexua l i t y.  He  droppe d ou t 

o f  h i gh  schoo l  and  was  l i v ing  on  the  s t ree ts  by  the  age  o f  s i x teen ,  even tua l l y  se t t l i ng  in  New Yor k 's 

Eas t  Vi l l a ge  i n  1 978.  As  a  par t i c ipan t  i n  the  f i r s t  wave  o f  the  Eas t  Vi l l age  ar t  scene  he  be f r ie n de d 

and  co l l a bora ted  w i th  many  no tab le  c rea tors ,  i nc lud ing  photographer  Nan  Gold in .  By  the  l a te  1 970s 

Woj na rowi cz ’s  work  had  begun  to  take  on  a  focus  o f  »mak ing  and  preser v ing  an  au then t ic  ve rs i on 

o f  h i s tor y  tha t  wou ld  con tes t  s ta te-suppor ted  forms  o f  ›h i s tor y. ‹ «  (Wojnarowicz) 

Woj na rowi cz ’s  perspec t i ve  f rom the  f r inge  opposed  the  idea  o f  a  n ice ly  tuned ,  and  conseque n t l y 

re press i ve  soc i e ty,  i ns tead  promot ing  the  uncont ro l l ab le  no i se  o f  rad ica l  d ivers i t y.  Af te r  he  wa s  d i -

agn osed  w i th  A IDS in  the  1 980s ,  h i s  a r t  took  on  a  more  sharp ly  po l i t i ca l  edge  and  addressed  t op i cs 

s uch  a s  med i ca l  research  and  fund ing ,  and  mora l i t y  and  censorsh ip  in  the  a r t s .  He  d ied  o f  an  A IDS-

re la ted  i l l ness  i n  New York  in  1 992,  a t  age  37.

CTM 20 1 5 ’s  O pen ing  Concer t  on  24 Januar y  pays  homage to  Wojnarowicz ’s  power fu l  ou t s i de r 

s tance  w i th  a  wor ld  premiere  o f  the  l a tes t  work  by  Soundwa lk  Co l lec t i ve  w i th  Amer ican  photogra -

pher  N a n  G ol d i n ,  percuss ion i s t  Samue l  Rohrer,  and  v ideo  ar t i s t  Tina  Frank .  »A  Memoi r  O f  D is i n te -

gra t i on«  i s  a  sound  compos i t ion  based  on  Dav id  Wojnarowicz ’s  homonymous  and  provoca t i ve  cor-

re spondence ,  wh ich  exp lores  and  captures  ex i s tence  a t  the  marg in  o f  soc ie ty  in  1 980s  undergrou n d 

New Yor k  Ci ty.  An  in tense  and  dark  journey  th rough  s t ree t  l i f e ,  d rugs ,  a r t ,  na ture ,  po l i t i cs ,  f r i end s h i p , 

and  a ccepta nce ,  the  l i ve  per formance  fea tures  Nan  Gold in  in te rpre t ing  the  mos t  express ive  exce r p ts 

o f  Woj na rowi cz ’s  wr i t i ngs .  Soundwa lk  Co l lec t i ve  w i l l  per form a  l i ve  mus ica l  score  th ick  w i th  j a r r i n g 

phys i ca l i t y  j ux taposed  to  a  sound  memento  o f  f i e ld  record ings  f rom New York  Ci ty  f rom over  th e 

pas t  two  deca des .  Wi th  l i ve  v i sua l s  f rom Tina  Frank  and  Samue l  Rohrer  on  drums .

O ppos i te  we  have  pr in ted  a  se lec t ion  o f  excerp ts  f rom Dav id  Wojnarowicz 's  book ,  C lose  To  Th e 

K n ives :  A  Memoi r  O f  D is in tegra t ion  (New York :  Vin tage  Books ,  1 99 1 ) ,  tha t  w i l l  be  in te rpre te d  by 

Nan  G ol d i n  i n  the  per formance .

A  M e M o i R  o f 
d i S i n t e g R At i o n

A  P R o j e c t  B y  S o u n d w A l K  c o l l e c t i v e  w i t h  R e c o R d i n g S 

f R o M  n e w  y o R K  c i t y ,  2 0 0 4 — 2 0 1 4 ,  f e A t u R i n g  n A n  g o l d i n , 

S A M u e l  R o h R e R ,  l i v e  v i S u A l S  B y  t i n A  f R A n K ,  A n d

e x c e R P t S  f R o M  t h e  w R i t i n g S  o f  d A v i d  w o j n A R o w i c z

Fi lm st i l l  f rom »Last Night I  Took A Man,« 1989. Per formance and Dialogue: David Wojnarowicz.  Camera and Direct ion: 
Marion Scemama. Super-8 on digital  v ideo, colour,  sound, 4:33 min.  Courtesy of  Marion Scemama, the Estate of  David 
Wojnaorwicz,  and P.P.O.W Gallery,  New York.

drugs themselves are their  own issue.  I  didn’t  do them to ex-
plore or any thing.  I  did them for fun.  I  did coke to get to work 
— i t  was just  there.  I  didn’t  real ly think about why I  did i t .  I t  was 
only in my marriage that drugs became an issue,  when I  did 
heroin with my husband because l i fe was so miserable and I 
would go down with him and I  def ini tely did i t  to try,  and hide, 
which never worked for me anyway.  I  can never fake myself  out . 
Eventual ly I  was doing them just  so I  wouldn’t  be sick.  You don’t 
use drugs - they always end up using you.  I  did them for the 
buzz,  to take the edge of f,  to go through al l  the motions and go 
through i t  with a smile.  To get through the everydayness,  the 
point lessness,  the two dimensionalness of  everyday l i fe ,  which 
is  sor t  of  ironic because al l  we do is look underneath i t  a l l  the 
t ime - I  don’t  exist  on the two-dimensional  sphere;  I  see way 
beyond i t .  So why are we taking a drug to help us to do that? 
I  think we do the drug because we do see so much more,  but 
we want,  on some level  to keep things two-dimensional .  I t ’s  a 
dichotomy; you can’t  stand things because they are so super f i-
cial  so you take drugs to stop seeing fur ther.

DAVID: Yeah . . .  You have a headache, you take aspir in.  you 
have a normal l i fe ,  you take drugs.  Is  that what i t  boi ls  down to?

SYLVIA: Well ,  l ike I  said,  I  took them to just  get r id of  the mun-
dane aspect of  every thing I  am seeing,  but I ’ve never seen any-
thing mundane in any thing,  so I  must be taking i t  to el iminate 
the depth,  to get through the everyday and see i t  that way.  . . .
— Wojnarowicz,  p.  195—197.
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TAPE RECORDING
JOE: . . .  I  know a lot  more about what I  was feel ing back then 
than I  did at  the t ime. Someone asked me recently about the 
movies I  made, and I  said,  »My only intent is  to destroy sex.« 
They said,  »What do you mean?« I t  occurred to me that whatev-
er we are denied or whatever we do not get in the way that we 
want,  we want to smash i t .  I  could never understand romance 
and shit  -  i t  never seemed to work out l ike the picture books or 
the movie,  so,  natural ly,  I  wanted to destroy i t .  I t  is  just  that in 
your twenties you don’t  real ize that you don’t  necessari ly want 
that which you cannot have - i t  just  seems that way.  I t  is  states 
of  l i fe that end up being attract ive;  things where other people 
seem to be content .  Like - wish I  had a wife.  And a house.  And 
a car.  But my desire for that makes me hate i t .  Such as,  see-
ing a couple kissing;  I  hate i t .  I t  makes me sick.  Just  because I 
don’t  have i t .  . . .
— Wojnarowicz,  p.  198f.

mal rel ic .  I  was almost completely disassociated from myself. 
Peter looked at me with an odd look in his eyes and said,  »Don’t 
ever come over my house again.  I  won’t  be fr iends with you i f 
you’re going to do that .«  I  burst  into tears.  » I  just  feel  so terr i-
ble about l iv ing,«  I  said.  » I  feel  too sel f-conscious about l iv ing 
and i t ’s  driv ing me crazy.«  He reached over and rubbed my arm. 
I  went home later and never did i t  again.  I t  took a number of 
months of  the grainy black pal l  to l i f t  from the sur faces and ac-
t iv i t ies around me. I t  never l i f ted completely,  but I  real ized that 
would never happen unless the ent ire society stopped dead in 
i ts  tracks and the direct ions i t  was speeding i t  got erased. . . .
— Wojnarowicz,  p.  205f.

Nan Goldin was born in Washington,  D.C.,  and began pho-
tographing at  the age of f i f teen.  She received a BFA from the 
School of  the Museum of Fine Arts ,  Boston,  in 1977. In 1978 she 
moved to New York,  where she continued to document her »ex-
tended family.«  These photographs,  along with those taken in
London, Berl in ,  and Provincetown, Massachusetts ,  became the 
subject of  her s l ide shows and f irst  book,  The Bal lad of Sexual 
Dependency.  In 1985 her work was included in the Whitney 
Museum of American Art ’s  biennial .  A decade later,  in 1996, 
a major retrospective of  her work opened at the Whitney,  and 
toured to museums throughout Europe. In 2001 a second ret-
rospective of  Goldin’s work,  Le Feu Fol let ,  was held at  the Cen-
tre Pompidou, Paris ,  and toured internat ional ly as TheDevi l ’s 
Playground. Nan Goldin’s work has been publ ished extensive-
ly,  has been exhibited at  s igni f icant inst i tut ions worldwide,  and 
is held in the col lect ions of  major museums, including the Mu-
seum of Modern Art and the Whitney,  both in New York,  the 
Art Inst i tute of  Chicago, Fondation Cart ier pour l ’Ar t  Contem-
porain,  Paris ,  and Musée des Beaux-Arts des Nantes.  A recipi-
ent of  numerous prest igious awards,  Goldin l ives and works in 
Berl in ,  Paris ,  and New York.
— matthewmarks.com

Soundwalk Collect ive is  an internat ional  ar t  col lect ive based 
both in New York City and Berl in .  Since 2000, they have been 
sonic nomads,  exploring and documenting places from the des-
olat ion of  the Rub’ al  Khal i  to the coasts of  the Black Sea.  Cre-
ated by Stephan Crasneanscki ,  and comprised of Simone Merl i 
and Kamran Sadeghi ,  the Collect ive’s recent instal lat ions and 
per formances have been shown internat ional ly at  numerous 
spaces such as the Centre Georges Pompidou (Paris) ,  Cross-
ing The Line Fest ival  (New York City) ,  Berghain and Volksbüh-
ne (Berl in) .  Although sound and music are the primary forces 
in their  l ive sett ing,  v ideo project ion specif ic to each piece also 
contr ibutes to their  unique per formance environments. 
— soundwalkcol lect ive.com

Tina Frank is  a graphic designer,  media ar t ist ,  and professor of 
v isual  communicat ion at  the Universi ty of  Ar ts and Industr ial 
Design in Linz.  Frank designed the cover ar twork for key Mego 
releases including albums by the l ikes of  Christ ian Fennesz, 
members of  Pan Sonic,  J im O'Rourke,  and Florian Hecker,  de-
f ining the prest igious label ’s  v isual  aesthet ic.  She star ted work-
ing with video and mult imedia in the mid-1990s. 
— t inafrank.net

Percussionist  Samuel Rohrer is  considered among the inf luen-
t ial  improvisat ional  musicians of  his generat ion and has toured 
worldwide,  per forming at  major Fest ivals l ike Punkt Fest ival , 
the NorthSea Fest ival  Rotterdam, Huddersf ield Contemporary 
Music Fest ival ,  and the Montréal  Internat ional  Jazz Fest ival . 
He has per formed and recorded with numerous musicians in-
cluding Sidsel  Endresen,  Skul i  Sverr isson,  Eivind Aarset ,  Max 
Loderbauer,  Vincent Courtois ,  and Jan Bang. 
— samuelrohrer.com

TAPE RECORDING
... I  f ixed myself  a shot and went out for a walk and got about 
seven blocks when I  star ted puking.  I  had to stop about f ive 
t imes on each block to spew out water between parked autos. 
My eyes were tearing up and the ci ty streets expanded and 
contracted ’ t i l  they became tunnel- l ike and bri l l iant with the 
sunl ight bouncing of f  the edges.  I  went home and laid down on 
the mattress.  I t  was l ike a cave,  al l  dark and cool ,  whi le outside 
the brick wal l  was glowing with the sunl ight and the whispering 
shadows of a breeze-tossed tree.  I  saw series of  transparent 
images appear in the air  hal f  way between my face and the win-
dows, almost l ike a s l ide projector carousel  cl icking away.  First 
a series of  physics equat ions and then a donald duck no more 
than f ive inches tal l  looking at  me with his quacky smile.  I  leaned 
over the s ide of  the bed and threw up into the wastepaper can 
I ’d placed there.  Then I  fel t  warm, l ike my bones were rest ing 
in a bathtub ful l  of  almost hot water.  Then I  went unconscious.
Later,  in a restaurant with Peter Hujar,  having a cup of cof fee, 
I  showed him my arm. I t  fe l t  foreign to me, l ike an arm out of 
a monster movie that belonged to somebody else.  I  fe l t  l ike a 
long distance scient ist  showing another scient ist  a weird ani-

Fi lm st i l l  f rom »Where Evi l  Dwells ,«  Tommy Turner and David Wojnarowicz,  1985, featuring Joe Coleman, Devi l  Doodie,  Baby Gregor,  Richard Klemann, Lung Leg, 
Jack Nantz,  Rockets Redglare,  Tommy Turner,  Charlotte Webb, Scott  Werner,  David Wojnarowicz.  Music by AC/DC, J.G. Thir lwel l  and Wiseblood. Super-8 on 
digital  v ideo, black and white,  sound, 3 1 : 1 0 min.  Courtesy of  Tommy Turner,  the Estate of  David Wojnarowicz,  and P.P.O.W Gallery,  New York.
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A s  Ber l i n's  burgeon ing  e lec t ron ic  mus ic  scene  becomes  ever-more  a  po in t  o f  i n te rna t iona l  focu s , 

w i th  numerous  books  and  ar t i c les  be ing  wr i t ten  on  i t s  c lubs ,  mus ic ,  and  par t ies  ever y  year,  the  po l i -

t i cs  o f  these  s t r uc tures  o f ten  ge t  neg lec ted .  Wi th in  the  fes t i va l  theme »Un Tune , «  the  d i ssonance s  a s 

we l l  a s  consonances  o f  these  s tor ies  a re  be ing  exp lored :  bo th  inc lus ion  and  exc lus ion  p lay  o u t  i n 

sys tems  o f  son i c  a f fec t  such  as  the  dance f loor.  Bu i ld ing  on  h i s  extens ive  work  on  race ,  mus ic ,  te ch -

no logy,  a nd  cr i t i ca l  theor y,  CTM Discourse  programme co-cura tor  Ann ie  Goh in ter v iews  Pro fe ss or 

A lexa nder  G.  Wehe l i ye  on  the  rac ia l  po l i t i cs  o f  Ber l in  techno,  and  how i t s  s tor y  i s  be ing  nar ra te d . 

»w h i t e  B R o t h e R S 

w i t h  n o  S o u l «  —  u n t u n i n g 

t h e  h i S t o R i o g R A P h y  o f 

B e R l i n  t e c h n o 
i n t e R v i e w  w i t h  A l e x A n d e R  g .  w e h e l i y e 

B y  A n n i e  g o h

This is  an abridged version of an interview which took place via 
Skype in December 2014.

Annie  g oh:  thank s f or  tak ing  the  time  for  this  inte r view 
Alex .  in the  re ce nt sp ate  of  b ook s su ch as fe lix  d e nk  and 
Sve n von thü le n's  Klang  d e r  familie ,  the  stor y  of  the  b ir th 
of  B e r lin te chno is  told  f ollowing  the  f all  of  the  wall  in  1 989. 
this  nar rative  te lls  of  the  ju b ilance  of  a re u nifie d  g e r ma-
ny,  the  masse s of  e mp ty  sp ace s,  hu g e  social  chang e  and  u p -
he aval,  and  the  he ad y  p ar tie s and  clu b s which e me rg e d  ou t 
of  this.  d e nk  and  von thü le n nar rate  this  as an »oral  histor y,« 
with inte r views with var iou s p rotag onists  — dj s,  p romote rs, 
clu b  owne rs,  p ar ty  g oe rs,  and  the  l ike .  the  nar rative  is  q u ite 
ty p ical  of  the  way  this  p e r iod  is  u su ally  d e scr ib e d  — b oth 
as a stor y  of  g e r man re u nification and  of  the  b ir th of  B e r-
l in te chno,  an u p he aval  of  p reviou s hie rarchie s,  and  rad ical 
op e nne ss within the  are na of  the  d ance floor.  how d oe s this 
ve rsion of  histor y  comp are  to you r  own ve rsion?

Alexander G. Wehel iye:  First  of  al l ,  I  wouldn't  say i t  is  just  my 
version of history.  I t  is  also the version that others l ike mysel f  — 
non-white Germans — have experienced. I  see narrat iv isat ion 
of  the reunif icat ion and the bir th of  Berl in techno and the Ber-
l in republ ic as par t  of  a much longer tradit ion of  thinking about 
Germany and German-ness.  Throughout the post-WWII pe-
riod,  Germany had to reconstruct i tsel f  in many di f ferent ways 
and imagine i tsel f  as untainted by i ts  Nazi past .  One way i t  did 
that was by per forming a kind of mult i-cultural  openness,  how-
ever,  only as long as that mult icultural ism was located outside 
of  Germany.  That is  one par t  of  the larger discursive structure. 

»FOR ME, IT ISN'T AN 
EITHER-OR QUESTION, 

BUT A MATTER OF HIGH-
LIGHTING THAT THERE 
EXISTED OTHER FORMS 

OF CLUBBING AND 
MUSICAL CULTURES, 

WHICH ARE ONCE 
AGAIN BEING WRITTEN 

OUT OF HISTORY.«
The reunif icat ion is  typical ly imagined in mainstream histories 
as a seamless blending together of  East and West,  which leaves 
out the virulent racism and violence during this period,  espe-
cial ly against  non-white bodies.  Although cal led xenophobia 
rather than racism, i t  didn't  matter whether they were German 

or not ,  so long as they were not white.  Thus,  i t  seems very l im-
ited to imagine the history of  Berl in techno only as this coming 
together of  what I  refer to in my talks as »the white brothers with 
no soul ,«  par t icular ly s ince the Pogroms are st i l l  largely omit-
ted *1) from the German and internat ional  col lect ive memory of 
the reunif icat ion period.
 
The other thing for me, at  a basic experient ial  level  that real ly 
made me take notice,  was that these histories are not only re-
counting the emergence of Berl in techno per se,  but are also 
construct ing a very par t icular story about musical  cultures in 
West Berl in during the 1980s before the advent of  techno. 
What general ly gets lef t  out are the not very elaborate but 
never theless very present Black music cultures in GI discos 
and other clubs that played Black music in West Berl in before 
the fal l  of  the wal l .  In these narrat ives,  there is  def ini tely a move 
to disassociate Berl in techno from Black musical  inf luences.  I 'm 
not s imply saying »this is  the appropriat ion of  Black music« but 
instead asking »what di f ferent histories of  Berl in techno and of 
Germany would we get i f  we actual ly opened this up a l i t t le bi t 
and looked at other dance music cultures and other forms of 
clubbing?« For me, i t  isn' t  an ei ther-or quest ion,  but a matter of 
highl ight ing that there existed other forms of clubbing and mu-
sical  cultures,  which are once again being writ ten out of  history. 
This ensures that Berl in techno, Germany,  and German-ness 
are continual ly being imagined as white.

Ag : in you r  talk s,  you  showe d  a clip of  tanith,  from the doc-
u me ntar y  we  call  it  te chno  ( 2009),  describing how techno 
p ar tie s d iffe re d  from othe r  d iscos,  such as the gi clubs in 
we st B e r lin,  say ing  " we  we re  white brothers with no soul." 
can you  ex p lain why  you  f ound that comment,  which was 
said  in a fair ly  f l ip p ant and  throwaway style,  so significant?

AGW: Tanith has semi-publ icly argued that this comment has 
been taken of context .  To me, though f l ippant and perhaps iron-
ic,  i t  a lso encapsulates a lot  of  the problems I  see in the his-
toriography and celebrat ion of  Berl in techno. Tanith says that 
there was house music — which was much more clearly Black 
because i t  was funky and had more soulful  vocals — but that he 
and other white Berl in DJs wanted to go a harder route — one 
that didn't  have anything to do with Blackness and Black music. 
I t  is  clear that this is  what happened in the course of  a few years, 
despite the fact that what would later become techno was ini-
t ia l ly brought to West Berl in within the context of  clubs and ra-
dio shows that played Black music.  Original ly there wasn't  this 
separat ion between the »white brothers with no soul« and the 
»Black brothers and sisters with soul .«  My argument is  that in 
order for Berl in techno to be imagined as something specif ic 
to Berl in and to Germany,  i t  had to separate i tsel f  from Black-
ness,  whether imagined or real .  German publ ic and academic 
discourse denies the existence of race.  The moment that peo-
ple of  colour bring up the quest ion of  race,  they are put in the 
posit ion of  being too sensit ive or of  being racist  themselves.  So 
what I  found signi f icant about that cl ip is  that Tanith's statement 
real ly puts the racial  dimension of Berl in techno out there in a 
way that is  not common in Germany. 

Scene at  Tresor 1992, video st i l l  f rom the TV feature »Techno City Berl in — Ein Wochenende in der Berl iner Technoszene« by Joachim Haupt,  SFB, 
1992/1993, taken from YouTube.
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Ag: could you describe,  on the level  of  sounds,  the  w h it e-
ness or becoming-white of  Berlin techno — which ke y ch a r-
acteristics of  the musics and sounds of  electronic dan ce m u-
sic do you identif y with this,  and where do you place t h ese 
w ithin a larger context? what was being accepted in t o  t h e 
sonic language of  techno and what was being excluded?

AGW: I  think the interest ing thing is  that i t  didn't  happen so 
much sonical ly in the beginning.  There weren't  that many tech-
no productions from Berl in and a lot  sounded much more 
housey,  pop-l ike,  and soulful  than one would think.  I t  was only 
around 1992-ish that these Berl in productions that had a lot 
less swing, a lot  less funk,  emerged. Since then i t  was much 
more about a steady,  metronomic beat and a very stereotypi-
cal ly Teutonic or Germanic sound. Take the playl ist  by DJ Rok*2) 
featuring those tracks that were popular at  Tresor in the early 
1990s, which also appears in the Klang der Famil ie book. Many 
of the included tracks are by Black producers from Detroit  and 
Chicago whi le several  feature vocals ,  underscoring how f leet-
ing the l ine between house and techno was then. 

»THE HISTORIOGRAPHY 
OF BERLIN TECHNO 

REALLY BENEFITS FROM 
PRECISELY THE IDEA OF 
GERMANY AS A NEWLY 

LOOSENED-UP BASTION 
OF TEUTONIC 
WHITENESS.«

The early-1990s venerat ion of  Underground Resistance — who 
are,  in contrast  to earl ier Detroit  techno producers,  expl ici t-
ly pol i t ical ,  putt ing themselves in a l ineage of Black freedom 
struggles — in Berl in was based on their  pol i t ic izat ion of  pri-
mari ly instrumental  music,  and i t  a lso fed into an independent 
punk-rock ethos that was prevalent in the ci ty at  the t ime. The 
reception of UR in Berl in also suggested that Blackness and 
Black music were okay,  so long as they didn't  involve Black 
Germans;  i t  took place under the auspices that Blackness was 
foreign to Germany.  Never theless,  of  course UR was hugely 
important . 

There was a tendency early on in Berl in ,  as wel l  as in Cologne*3) 
and other places,  to say techno might have been » invented« in 

Detroit  but »we've made i t  our own and no longer need to look 
to other places.«  In the early 1990s, some involved in Berl in 
techno even used a di f ferent spel l ing,  »Tekkno,« to dist inguish 
themselves from Detroit .  The other thing that happened is that 
the more melodic,  feminine,  queer,  and Black sounds associat-
ed with techno and electronic dance music went into the gen-
re of  »Eurodance,« which is  very clearly separated from Berl in 
techno, because the latter was an underground, independent 
hardcore phenomenon. 

In my talks I  found i t  important to l ink these two genres be-
cause they are so simi lar — perhaps not cultural ly al ike,  as Eu-
rodance numbers by Snap! or Real  McCoy were produced for 
the pop char ts and not necessari ly for clubs,  but never theless 
they used a lot  of  the same production techniques as the early 
techno productions.  Original ly there was much more overlap 
between techno, house,  and Eurodance. I t  was important to me 
to bring these two strands together,  as in Eurodance you see a 
lot  of  Black German per formers — i t  was acceptable and even 
necessary to the success of  that genre and not in Berl in techno, 
which distanced i tsel f  from Blackness.  For instance,  white Ber-
l in producer Olaf  ›O-Jay‹ Jegl i tza hired Black Germans Patr i-
cia Peterson and Shampro to front his group MC Sar & the Real 
McCoy, even though he himself  had per formed the male vocal 
par ts on the records.  That is ,  he perceived the per formers’  v is-
ual  Blackness transcending the » inauthent ici ty« associated with 
his white German body per forming in a Black musical  genre. 

I 've experienced a lot  of  pushback from people on the contin-
uum between Eurodance and techno during the early 1990s, 
because i t  essent ial ly col lapses the social  capital  associated 
with the dist inct ion between the mainstream (Eurodance / Kir-
mes techno) and underground (Berl in techno).  Ult imately,  this 
dist inct ion is  based on the gendered, racial ised,  classed, and 
sexual ised hierarchies of  taste that al low the »white brothers 
with no soul« to claim they are the only keepers of  the true 
techno grai l . 

Ag: in  den k a n d vo n  th ülen's  bo o k,  t h e det ro it  co n ne ction 
pla ys a  big ro le.  th e st o r y o f  det ro it  t ech n o  djs a n d prod u c-
ers m a kin g h a rd,  in dust ria l- so un din g m ilit a n t  t ech n o,  acts 
such  a s u n dergro un d Resist a n ce,  but  n o t  f in din g t h e  r ig ht 
a udien ce un t il  dim it ri  h egem a n n  bro ugh t  t h em  over to tre -
so r is  a  fa m ilia r o n e t o  m o st  t ech n o  fa n s.  w h en  rea ding  this 
st o r y,  it  is  ea sy t o  get  t h e im pressio n  o f  a  kin d o f  well-f u nc-
t io n in g m ult icult ura lism  —  Bla ck djs pla yin g t o  la rgely  white 
a udien ces.  h ow  do  yo u rea d t h is  pa r t  o f  Berlin's  t echno his-
t o r y,  w h ich  clea rly a ckn ow ledges Bla ck t ech n o  a r t is ts  and 
t h eir  in fluen ce?

AGW: Yes,  of  course,  because Underground Resistance were 
so popular,  they absolve white Germans of having to think 

about the racial  pol i t ics of  Berl in techno. UR were the excep-
t ion to the rule and their  reception in Berl in proceeded through 
a type of al ternat ive exoticism. Like Boney M. in the 1970s, who 
ar t iculated this »Fernweh,« a German-produced and German-
sounding group that embodied a desire for something exotic 
and far away.  UR were the underground version of that ,  they 
were from Detroit ,  and even though they per formed Black mu-
sic,  pol i t ical ly they were conceiving themselves in a s imi lar way 
to people in Berl in . 

The underground ethos has not been a central  par t  of  Black 
popular music,  which is  usual ly very aspirat ional ,  so not about 
occupying dingy basements,  but more typical ly embodying »the 
good l i fe« in the form of f inancial  success or designer clothes. 
UR did not take this path,  which aided their  populari ty in Berl in . 
Because UR were so pol i t ical ,  because they were unabashedly 
Black pol i t ical ly but not from Germany,  they were an easy ex-
ception to the rule.  Their  sounds were much harder and much 
more confrontat ional  with track t i t les l ike »Sonic Destroyer« or 
the Riot EP. These have very par t icular meanings within Black 
freedom struggles,  but that isn' t  necessari ly how they were read 
and received in Berl in . 

Ag: how mu ch was the  su cce ss of  und e rg rou nd  Re sistance 
in B e r lin d u e  to the  ab se nce  of  vocals  or  sp ar ing  u se  of  vo-
cals?

AGW: Yes,  the UR records that were successful  in Berl in were 
not vocal  recordings.  The UR discography,  however,  is  almost 
evenly spl i t  between the tracky,  industr ial  recordings on the 
one hand, and vocal ,  of ten Gospel- inspired house tracks on 
the other.  For UR those things existed side by s ide and that 
wasn't  a problem, but that wasn't  necessari ly what the folks in 
Berl in took their  inspirat ion from. In Berl in ,  the releases which 
were popular (the Riot EP, Sonic Destroyer,  Panic,  and so on) 
emphasised the former at  the expense of the latter,  which were 
perceived as both »Blacker« and more »feminine.« 

Ag : in seve ral  te chno d ocu me ntar ie s,  B e r lin te chno is  p or-
traye d  as a ve r y  op e n and  he te rog e ne ou s sce ne ,  in which all 
are  we lcome  and  u su al  p re ju d ice s are  swe p t asid e .  te chno is 
of te n p re se nte d  as p olit ically  »p rog re ssive .«  B u t the  statis-
tics b rou g ht ou t by  fe male :p re ssu re  in 201 3, show the  cle ar 
g e nd e r  b ias of  the  te chno sce ne ,  which can also b e  exte nd e d 
to a race  b ias,  as you  have  shown in you r  wor k .  in you r  op in-
ion,  how d oe s te chno manag e  to ke e p  u p  this  p rofi le  of  »p ro-
g re ssive ne ss« in the  face  of  su ch b latant exclu sion?

AGW: One of the reasons i t  is  imperat ive for me to raise these 
points is  their  relevance to the way Germany conceives i tsel f. 
The discursive and inst i tut ional  ground, the condit ions of  pos-
sibi l i ty,  are already there for the mirage of openness.  At least 

par t ia l ly,  this is  due to Germany having a sel f-understanding as 
being very l iberal ,  which i t  is  to a cer tain extent .  On the other 
hand, there is  a deep-seated unwil l ingness to actual ly look at 
i tsel f  as a not-exclusively white nat ion,  which is  not only a prob-
lem of a few neo-Nazis or the PEGIDA ( »Patr iot ic Europeans 
Against  the Is lamizat ion of  the West«) folks but also af fects the 
white German l iberal  and lef t ist  spheres.  In fact ,  i t  seems much 
more pernicious in these contexts because of the systematic 
denial  of  everyday inst i tut ional  racism. 

The historiography of Berl in techno real ly benef i ts  precisely 
from the idea of Germany as a newly loosened-up bast ion of 
Teutonic whiteness.  I 've described this elsewhere as how Ger-
many has had to constant ly create a kind of Unschuld for i t-
sel f ,  an innocence, distancing i tsel f  from responsibi l i ty for any-
thing that is  not related to the Jewish community,  which is  now 
convenient ly not very present within Germany.  And of course 
the Holocaust did not only af fect Jewish community.  These are 
tendencies which arch through German history and historiog-
raphy,  and which to a degree are due to the fact that large-
scale German colonial ism »only« lasted from the Berl in Con-
ference to the end of World War I .  As a result ,  colonial ism and 
the longstanding presence of people of  colour in Germany can 
be continual ly disavowed, because not doing so would mean 
»un tuning« the white harmonic scaf folding of German col lec-
t ive memory. 

Alexander G. Wehel iye is  professor of  Afr ican American Stud-
ies at  Northwestern Universi ty where he teaches Black l i tera-
ture and culture,  cr i t ical  theory,  social  technologies,  and popu-
lar culture.  In addit ion to his many publ ished essays in German 
and Engl ish,  he is  the author of  Phonographies:  Grooves in 
Sonic Afro-Modernity (Duke UP, 2005) and Habeas Viscus: 
Racial iz ing Assemblages,  Biopol i t ics,  and Black Feminist  The-
ories of  the Human (Duke UP, 201 4).
— si tes.google.com/site/alexwehel iye

*1) In Hoyerswerda,  in the Autumn of 1991,  a mob of Neo-Nazis and other ci t izens attacked
 asylum seekers and former GDR contract workers from Vietnam and Mozambique over 
 several  days.  Other violent racist  attacks took place in Rostock,  Mölln,  and Sol l ingen 
 between 1990 and 1993 result ing in many fatal i t ies.  See for example www.pogrom91.
 tumblr.com (last  accessed January 2015).

*2) www.youtube.com/watch?l ist=PLVb7eV3YZiJNvSmLijEzdUmyKJAjkjEgo&v=JwuE32To
 GdQ (last  accessed January 2015)

*3) Bunz.  M.,  »Der deutsche Wald in der Disko«,  Telepol is ,  onl ine 6.  Apri l  1999; 
 www.heise.de/tp/ar t ikel/3/3358/1.html ( last  accessed January 2015).
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zwe ikommasie b e n:  l e t’s  star t  off  with the  main f ocu s of  you r 
re ce nt wor k :  b u ild -u p s,  as the y  are  ap p lie d  in t track s.  what 
is  it  that make s you  inve stig ate  this  ve r y  sp e cific p he nome -
non in su ch a focu se d ,  isolate d ,  sob e r  manne r  — l ike  a sci-
e ntist  in  a lab orator y?

Lorenzo Senni :  I  think of  the bui ld-up as the most important 
par t  of  a T track.  I  don’t  real ly l ike drum beats in T songs — they 
are almost al l  the same because they account for the genre. 
The bui ld-up is the par t  where the ar t ist  can express himself  in 
a more »creat ive« way.  I t  st i l l  needs to be funct ional  and bring 
you back to the kick.  However,  I  l ike bui ld-ups because there 
are rules and at  the same t ime many ways how to approach and 
play with them . . .  That ’s  why I  think bui ld-ups are a dense par t , 
fu l l  of  musical  information.  The idea was to extend those par ts 
to a f ive-,  seven-,  or ten-minute piece of music.

Now bui ld-ups have a dramatic progression from zero to 100 
percent — which is  too much for what I  want to do. Therefore, 
my progressions are within a range of 65 to 80 percent .  I  a lso 
wanted to work in a more »dry« terr i tory,  and make a kind of 
real  track from the structures at  hand. Creat ing tracks with just 
one simple idea and forcing bui ld-ups into a typical  non-bui ld-
up si tuat ion is  a good star t ing point to make a non-upl i f t ing 
track that impl ici t ly preserves i ts  emotional  tension and drama.

zKS: how far  can you  p u sh you r  inve stig ations?

LS: Dunno, i t ’s  al l  about attempts.  AAT could be a good exam-
ple of  something that is  related to my previous work but tr ies to 
go in a di f ferent direct ion.  I t ’s  a mult i-channel piece that ’s  about 
breakdowns,  fa l l ing basses,  re-star ts ,  and sparse sonic act iv i-
t ies af ter stat ic moments.  This piece of work ought to ini t iate 
a dialogue, through my approach of course,  between abstract 
computer-generated music,  cold canyons of  stat ic ,  and shor t , 
epic,  ful l-on supersawed moments.

zKS: g oing  in a d if fe re nt d ire ction with AAt, are  you  tr y ing 
to g e t a d iffe re nt re action f rom the  au d ie nce? what wou ld 
that b e?

LS: Yes,  a state I ’d cal l  »circumscribed euphoria.«

zKS: what wil l  you  d o once  you complete your studies on t 
— is  the re  any  othe r  su b je ct you can imagine researching in 
a similar  way?

LS: I  a lready star ted,  working on point i l l is t ic T,  f lat  T.

zKS: you  stick  to t.  cou ld  you  imagine working with themes 
ou tsid e  of  this  re alm?

LS: For now I ’m happy with what I ’m working on and I ’m always 
trying to push my research a bit  fur ther.  In al l  honesty,  I ’m open 
to brutal  changes and shi f ts  i f  my interests go in a di f ferent di-
rect ion.  I  don’t  want to be stuck in something,  but I ’d love to 
have »my sound« and apply,  when required. 

My last  record,  Superimposit ions,  is  di f ferent from the previ-
ous Quantum Jel ly .  With Superimposit ions I  tr ied to apply the 
same method to a wider range of musical  possibi l i t ies,  and I 
think i t  worked pretty wel l .  Especial ly in some tracks where you 
can see where they come from, yet a thin crucial  switch trans-
forms them into something else — to break the r igid statement 
of  my f irst  work.

I  was also working on the new How To Dress Well  record,  for 
which I  made two main synths and chords;  one of them for 
the f irst  s ingle,  »Words I  Don’t  Remember«.  That col laborat ion 
would be a good example of  how my approach to music can 
also f i t  into other musical  f ie lds.

zKS: Are  you  ap p ly ing  you r  approach to music in other dis-
cip line s as we ll?

LS: I  worked a lot  with lasers.  I  presented a laser-based work 
named »Oracle« at  Sonar ’s 20th anniversary at  the MACBA 
Hal l .  I  a lso showed that work in Belo Horizonte,  Brazi l  during 
a CTM showcase at  Eletronika Fest ival  last  year.  My approach 
to lasers is  the same as to music:  There are very smal l  modu-
lat ions over a long period of t ime, no classic amusement park 

Lo renzo  Senn i ’s  m in i -a lbum,  Super impos i t ions  (Boomkat  Ed i t ions ,  20 14)  proved  a  fu r ious  s e qu e l 

to  h i s  Qua ntum Je l l y  LP,  re leased  in  20 12  on  Ed i t ions  Mego.  H is  mater ia l  i s  based  on  s t ruc ture s  o f 

T * 1) ,  wh i ch  Senn i  approaches  w i th  empath y,  g rav i t y,  and  remarkab le  prec i s ion .  He  then  prope l s  th e 

mus i ca l  dyna mi cs  in to  a  s ta te  o f  l imbo,  p lay ing  there  w i th  po ten t ia l  sh i f t s  i n  ba lance  and  moo d .  At 

CTM 20 1 5,  Senn i  presen ts  the  pro jec t ,  AAT (Advanced  Abs t rac t  Trance) ,  a  fu r ther  s tep  in  h i s  re -

co n na i ssa nce  ven ture ,  enhanced  by  v i sua l  and  tac t i l e  impress ions .

*1 )  Lo renzo  l i kes  to  us e  »T«  i ns te a d  o f  t ra nce ,  be ca use  he  f i nds  the  l a t te r  te r m too  redundant .

t  tA l K 
l o R e n z o  S e n n i  i n  c o n v e R S A t i o n  w i t h  M A R c  S c h w e g l e R 

A n d  R e M o  B i t z i  o f  z w e i K o M M A S i e B e n  M A g A z i n

Photo by Piotr Niepsuj .
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laser-style.  I  use a very l imited range of repeated movements 
and very few colours . . .  The idea is  to detect structures and 
archetypes behind the use of  this beauti ful  coherent l ight in a 
club and rave context . 

zKS: Back to music.  how do you compose your tracks —  a re 
you writing the loops from scratch or is  there some  kin d o f 
sa mpling involved?

LS: I  am writ ing the midi-score whi le the synths are playing,  I 
adjust  sound parameters and notes at  the same t ime. No hi-
erarchy.  They constant ly inf luence each other and when I ’m 
happy with something I  try to go deep and focus on a spe-
ci f ic area.  There is  no sampling involved, only synths — digital 
or analogue, I  love both.  No prejudices — I ’m interested in the 
sound. In terms of gear,  Quantum Jel ly is  only about Roland’s 
JP-8000; for Superimposit ions I  a lso used the JP-8080, TB-
303, JD-990, and my beloved Dimension SDD-320 Chorus 
(hardware).

zKS: what is  the reason that you don’t  sample at  al l?  fro m 
an outside perspective sampling would be an obvious t ech -
nique of  choice for someone investigating a specific f ield o f 
mu sic in such a manner . . .

LS: My background is in computer music and for many years 
I ’ve been working with sof tware l ike Max/MSP and SuperCol-
l ider.  My main interest  at  that t ime was to create my own sounds 
through digital  synthesis .  I ’ve never been fascinated by sam-
pl ing,  maybe because I  fel t  I  needed more »control .«  When I 
star ted working with T bui ld-ups I  decided to go straight to the 
quest ion of :  »What’s the T synthesizer?« The answer was ob-

ar t  and vice versa.  Probably i t ’s  just  a global feedback with no 
beginning and no end.

Fur thermore,  I  don’t  care i f  I ’m attracted to T because when I 
turn on the radio I  hear T synths everywhere,  or because when 
I  was 14 al l  my fr iends were gabbers and I  went to many hard 
T par t ies,  or because I  just  f ind i t  could be chal lenging to deal 
with some of the main characterist ic of  this music . . .  I t ’s  too 
di f f icult  to tel l  why I  am interested.  Lisa Blanning put i t  nicely 
however,  when she shared her ar t ic le for The Fader about me 
on Facebook. She wrote:  »How I  learned to quit  worrying and 
embrace trance,  or me writ ing about Lorenzo Senni .«

»A STATE I ’D CALL  
›CIRCUMSCRIBED  

EUPHORIA‹«
zKS: to f inish of f,  le t’s  talk  ab ou t othe r  ar tists.  whe re  is 
home  in te r ms of  mu sic?

LS: Even i f  I ’m st i l l  working on my bui ld-ups,  I  discover great 
stuf f  and I  jump into i t .  To me i t  doesn’t  matter i f  i t ’s  old or new 
. . .  The ar t ists that made me think of  electronic music in a di f-
ferent way are def ini tely al l  Mego-af f i l iated — Florian Hecker, 
Pita,  Russel l  Haswel l ,  EVOL, or Farmers Manual for example, 
and obviously the more »academic« computer music pioneers 
are dear to me as wel l  . . .  Later-on,  Plast ikman has become an 
obsession.  In the most respectful  way I  would say that one can 

vious:  » I t ’s  Roland’s JP-8000!« This was the f irst  synthesizer 
featuring the legendary Supersaw waveform. I  think using this 
synth is  way better than sampling.  On top, i t ’s  an even more ac-
curate reference in my eyes,  s ince the sound created with the 
JP-8000 is undoubtedly recognisable.

The closest thing to sampling that I  do is  to col lect bui ld-ups. 
That was and st i l l  is  a very important f ie ld of  work to me. I  have 
a huge archive of  sound f i les that last  between 30 seconds and 
two to three minutes.  Col lect ing those f i les was vi tal  for the 
development of  my work.  Anyway, I  rarely edit  and place them 
together ;  the only exception is  when I  do mixes.  I  use them to 
explain my creat ive process.  For AAT I  wi l l  be including sam-
ples,  but I ’m not going to process them in any way;  I  need them 
because I  think they are already per fect as they are.  Bui ld-ups 
are a di f ferent matter — I  need to be craf t ing them from the 
f irst  stage. 

zKS : we o bser ve a  grow in g in t erest  in  m o re »vulg ar« or 
m a rgin a lised do m a in s o f  da n ce /  club m usic by va rio us con-
t em po ra r y a r t ist s  —  M.e . S .h . o r yo u a re exa m ples.  we think 
t h a t ,  let ’s  sa y t en  yea rs a go,  gen res l ike t were m a rginalise d 
in st it ut io n s co m in g fro m  m o re a r t y o r a ca dem ic domains. 
wo uld yo u a gree?

LS: I  think the answer to this quest ion is  not as obvious as i t 
seems to be.  I t  real ly depends on the point of  v iew. I  under-
stand what you mean, but for example T was not marginal ised 
at  al l  for thousands of  people;  T ’s populari ty is  growing, trans-
forming, creat ing subgenres and »the sound« is  more and more 
present in pop songs.  Coldplay just  released a track last  year 
with a trancy anthem at the end, so I  think that pop inf luences 

recognise my obsession with Plast ikman in the approach to 
some of my tracks. 

With Presto!?,  my own label ,  I  try to get involved with ar t ists 
I  admire — my heroes.  While putt ing out their  work I  hope to 
become a par t  of  i t .  I ’d cal l  this a posit ive creat ive cannibal ism.

Lorenzo Senni is  an electronic music experimental ist  current ly 
based in Milan.  His productions,  largely deal ing in deconstruct-
ed trance,  have been released on albums for Boomkat Edit ions 
and the venerable Edit ions Mego label .  He is the founder of 
Presto!?,  which has served since 2008 as a plat form for both 
complex computer music and high-concept pop from ar t ists 
l ike EVOL, Palmistry,  and Florian Hecker.  Senni also operates 
under the al ias Stargate and as One Circle with fel low Ital ian 
ar t ists Vaghe Stel le and A:RA.
— prestorecords.com

zweikommasieben is a magazine based in Switzerland dedicat-
ed to documenting contemporary music and club culture.  The 
col lect ive also organises concer ts ,  c lub nights,  raves,  and other 
events in various ci t ies throughout Europe.
— zweikommasieben.ch

» I  DON’T CARE IF I ’M ATTRACTED TO T BECAUSE 
WHEN I TURN ON THE RADIO I HEAR T SYNTHS 

EVERYWHERE, OR BECAUSE WHEN I WAS 1 4 ALL 
MY FRIENDS WERE GABBERS AND I WENT TO 

MANY HARD T PARTIES, OR BECAUSE I  JUST FIND 
IT COULD BE CHALLENGING TO DEAL WITH 

SOME OF THE MAIN CHARACTERISTIC OF THIS 
MUSIC . . .  IT ’S TOO DIFFICULT TO TELL WHY I AM  

INTERESTED.«

Photo by Piotr Niepsuj .
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he imo l attne r :  you r  wor k  d raws ou r  »g aze « to the  conce p -
tu al,  p oe tic,  and  socio-p olit ical  connotations of  sou nd .  you r 
sou nd  ob je cts,  as you  call  the m, initially  ap p e ar  to b e  f u nc-
tional  machine r y.  ye t thank s to the ir  for mal ae sthe tic q u ali-
tie s the y  also asse r t  the mse lve s as scu lp tu re s.  this  ap p ar-
e nt amb ivale nce  is  some thing  you  ve r y  consciou sly  p lay  u p.

Nik Nowak: That ’s true.  In formal terms,  these ar tworks refer-
ence sci-f i  as wel l  as urban or mil i tary phenomena whi le their 
recurrent insect or animal- l ike aspect is  suggest ive at  t imes of 
mimicry or cer tain poses.  Thus »Booster 2 .1 3« (Figure 1)  could 
be read as a praying mantis ,  a scorpion,  or a pit  bul l .  The form 
of this piece didn’t  ensue from pract ical  considerat ions howev-
er.  On the contrary,  had i t  been devised as a purely funct ional 
object ,  i t  would have needed fat  t ires at  the back and smal l  ones 
at  the front ,  l ike a tractor.  So,  i t ’s  clearly the result  of  play with 
forms and associat ions. . .

hl : evid e ntly,  the  mar tial  ap p e arance  of  the se  ob je cts tr ig -
g e rs p ar ticu lar  associations in viewe rs’  mind s?

NN: Such as?

hl : for  me ,  the y  imme d iate ly  conju re  thing s war like  and 
me nacing .

NN: Well ,  we kids who grew up in the Rhine-Main area of  Ger-
many in the 1980s were surrounded by a war machine ( in the 
form of US mil i tary bases) and yet s imultaneously led to bel ieve 
that we were l iv ing in t imes of  peace,  and that peace was para-
mount.  I t  was obvious to us,  however,  that this was a weird no-
t ion of  peace and hence a pretty schizophrenic state of  af fairs . 
In the meantime, we’ve al l  become caught up in de-local ised, 
permanent war fare.  Global isat ion,  mi l i tary drone deployment, 
and the logic of  systems that no longer need declare physical 
war zones in order to pursue and protect their  interests con-
front ing us once again with the s imultaneity of  war and peace. 
And my perception of this dual  real i ty is  expressed through 
the form my objects take.  My work of ten pinpoints objects and 

power relat ions that are ubiquitous in our everyday l ives,  mani-
fest  for example in the use of  drones or cer tain vehicle designs. 
The sound objects also def ini tely serve as a kind of personal 
armour or tank,  as a means for me to keep the threat of  per-
manent s iege or takeover at  bay.  I t ’s  not that I ’m a weapons 
fanat ic;  rather,  the objects take ad absurdum trends that I  f ind 
myself  confronted with dai ly.  You might say I  create my own ar-
senal :  a range of machines able to counter the invasiveness of 
the capital ist  machine.

» I  CREATE MY OWN 
ARSENAL: A RANGE OF 

MACHINES ABLE TO 
COUNTER THE INVA-

SIVENESS OF THE 
CAPITALIST MACHINE.«

hl : in b oth »Panze r« ( fig u re  2,  5,  6)  and »Booster 2.13,« 
acou stic consid e rations had  a direct influence on form. the 
volu me s,  which in the ir  su m define the form, are derived 
from the  ne e d  to have  the  loudspeakers project a specific, 
id e al  sou nd .  while  one  can shape form as much as one l ikes, 
ar tistically  sp e ak ing ,  ce r tain volumes evidently had to be 
re taine d  he re  f or  acou stic p u rposes.

NN: Actual ly,  i f  the goal had been to generate optimal sound, 
I ’d have had to ditch al l  formal sculptural  cr i ter ia and take prac-
t ical  decis ions instead. But I  endeavour to charge a sound sys-
tem’s potent ial  by using a form that lends i t  fur ther associat ive 
and thematic dimensions.  That in i tsel f  is  an absurd under tak-
ing,  because every thing is  then concentrated in the object and 
hence extends from a s ingle point .  As a rule,  a PA system is set 
up around the space in which i t  is  to be heard,  and directed at 

He imo L a t tner  speaks  w i th  fe l low Ber l in -based  ar t i s t  N ik  Nowak  abou t  the  in te rp lay  be tween  f u n c-

t io n  a nd  scu l p tura l  aes the t ics  in  h i s  sound  ob jec ts ,  the  in f luence  o f  m i l i t a r y  and  cap i ta l i s t  appa ra -

tuses  on  crea t i ve  ac t i v i t y,  and  the  use  o f  sound  to  e f fec t  the  t rans format ion  and  percept ion  o f  s pa ce . 

Nowa k  re tur ns  to  CTM wi th  h i s  i ns ta l l a t ion ,  »Boos ter  2 .1 3 , «  fo l low ing  the  exh ib i t ion  o f  h i s  mob i l e 

s o u nd  sys tem »Panzer«  a t  the  fes t i va l  i n  20 1 2 .

A M B i vA l e n t  S o u n d S 
A n d  S y S t e M S 

n i K  n o w A K  i n  c o n v e R S A t i o n  w i t h  h e i M o  l A t t n e R

Figure 1 :  »Booster 2.13,«  2013, mobi le sound system suitable for pushing,  wood, steel ,  GRP, audio equipment,  t ire,  1 1 0 x 300 x 95 cm. 
Courtesy of  Hubertus von Hohenlohe.
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Figure 2:  »Panzer,«  201 1 ,  sound object ,  mini  dumper,  wood, GRP, lacquer,  loudspeaker chassis ,  4000-watt  ampli f ier,  audio equipment,  max.  250 x 140 x 350 cm.

Figure 3:  »Echo,« 2014, sound instal lat ion with anechoic chamber,  loudspeaker tower,  autonomous ground drones,  and reproduction of the paint ing »Echo« by
Alexandre Cabane. Instal lat ion view Berl inische Galerie,  201 4.

Whilst  an echo usual ly unfolds in open space,  in this case i t  is 
direct ional  and therefore audible only for the exhibit ion vis i-
tors current ly targeted by the echo drone. Here,  feedback from 
one’s own presence becomes a di lemma and const i tutes the 
surrounding space anew.

h l: in  a ddit io n  t o  t ech n ica lly  co m plex in st a lla t io n s su ch as 
»ech o,« yo u m a ke »Mo bile Bo o st ers« t h a t  a re st ro n gly re mi-
n iscen t  o f  redn eck cult ure,  such  a s pim ped- up m o t o rs,  b oom 
ca rs,  a n d un n ecessa rily  la rge ga rden in g t o o ls.

NN: (Laughs) The »Boosters« are another example of  the mim-
icry strategy — but my intent ion is  not to seize or to occupy 
space.  What I  do,  actual ly,  is  create means with which to keep 
exact ly those sor ts of  pract ices at  bay.  I ’m primari ly interested 
in sound, respect ively in using sound to ef fect the transforma-
t ion of  space and perceptions of  space.  In my work I  explore 
di f ferent possible methods of doing so.

Berl in ,  26 December 2014

Born in Mainz and based in Berl in ,  Nik Nowak creates sculp-
tural  objects that serve as sound systems and vehicles for en-
gaging the publ ic in electronic music.  He is a graduate of  the 
Universi ty of  Fine Arts in Berl in ,  and has exhibited his work 
throughout Germany and Europe.
— niknowak.de

Heimo Lattner is  a Berl in-based visual  and sound ar t ist  who 
explores local i ty and social  ident i ty through f i lms,  radio plays, 
instal lat ions,  and texts .  He studied at  the Akademie der Bi l-
denden Künste,  Vienna and the Whitney Program in New York. 
His work has been widely exhibited throughout Europe and 
the US. 

the l isteners.  In my work that s i tuat ion is  reversed: the sound 
system projects outwards into the surrounding space from the 
posit ion of  a s ingle subject .

hl: you investigate acoustic terrains as mirrors of  so cio -
polit ical  phenomena and respond to them ar tistically.  w h a t 
is  the ratio here between aesthetic and analy tical  co n sid-
erations?

NN: I  use sound systems to try to approximate acoust ic phe-
nomena that are l inked to their  environment.  For example,  the 
use of  sound in acoust ic war fare is  l inked in my work with the 
idea of civi l ian uses of  sound systems, i .e . ,  I  set  up counter-
points :  the latter is  associated with personal ident i ty and no-
t ions of  freedom; the former is  primari ly concerned with mil i-
tary goals ,  such as occupation and crowd control .  These dual 
poles converge in a s ingle object .  This is  contradictory,  in func-
t ional  terms,  but i t  cer tainly works as sculpture.

hl: Sound may give rise to poetic moments or equally ser ve 
as a weapon,  since it  has an impact on anyone within  h ea r-
ing distance even before one has a chance to reflect  o n  o r 
control  it .  the same can be said of  your musical  work,  w h ich 
ra nges from electronic music to experiments with sublim i-
nal  frequencies.  But interaction with l isteners,  respect ively 
viewers,  l ikewise plays a role in your work.

NN: We now operate within the conf ines of  a permanent feed-
back loop — we’re constant ly both receiving and transmitt ing 
information.  Aren’t  social  networks just  some kind of echo 
space in which we can present a prof i le and receive feedback 
accordingly? Today,  thanks to smartphones,  we’re general-
ly able to isolate ourselves from social  interact ion in publ ic 
space by constant ly carrying our own personal ly conf igured 
environment around with us.  The work »Echo« (Figure 3) is  a 
reference to this ,  in a sense.  Two UGVs (unmanned ground ve-
hicles) use sensors to register the presence of exhibit ion vis i-
tors and then enclose them within an extremely direct ive echo. 

» I  ENDEAVOUR TO CHARGE A 
SOUND SYSTEM’S POTENTIAL BY USING A FORM 

THAT LENDS IT FURTHER ASSOCIATIVE AND 
THEMATIC DIMENSIONS.«
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Figure 4:  »Echo,« 20 1 4, sound instal lat ion with anechoic chamber,  loudspeaker tower,  autonomous ground drones,  and reproduction of the paint ing
»Echo« by Alexandre Cabane. Instal lat ion view at Berl inische Galerie,  201 4.

Figure 5 & 6: »Take Over« Panzer (tank) parade with Chicago footwork DJs Spinn & Rashad, Berl in ,  201 2. Photos Fel ix Markl .
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Classical  music was f irst  used as a deterrent by 7-Eleven con-
venience stores in Bri t ish Colombia,  Canada. In 1985, branch 
managers began piping classical  music into the stores’  park-
ing lots in order to prevent teenagers from congregating there. 
The guiding premise behind the piped music was fair ly s imple: 
loi ter ing teenagers and other social  »undesirables« do not l ike 
and are thus irr i tated by classical  music,  so broadcast ing clas-
sical  music wi l l  prevent teenagers from hanging around and 
causing trouble.  In the US and Canada, classical  music has 
been used as a deterrent on publ ic transport systems (the ci ty 
train stat ion in Por t land, Oregon broadcasts classical  music 
and opera,  for example,  al legedly result ing in a reduction of 
service cal ls  for help);  but also in l ibrary foyers (the Central 
Library in London, Ontario has used Vivaldi  to deter smok-
ers and other loi terers) ;  and outside shops.  Fast  food out lets in 
poor,  urban areas have used classical  music to » improve« their 
cl ientele.  In a 1997 ar t ic le t i t led »McFugue, no cheese:  Bee-
thoven and the Dead European Males clean up notorious street 
corner,«  Thomas Korosec reports how a McDonald’s in down-
town Dal las used classical  music in combinat ion with improved 
street- l ight ing and l i t ter prevention to improve the out let ’s  im-
age. According to Korosec,  the »very urban« Macdonald’s had 
previously been nicknamed »Crackdonald’s« due to »the myriad 
species of  thug l i fe that hung out there.«  However,  the broad-
cast ing of baroque, classical ,  and early romantic music both 
inside the restaurant and outside onto the surrounding side-
walks and nearby plaza reportedly led to an »astounding« drop 
in pol ice cal ls  and arrests .  According to James Oby, the former 
manager of  the out let ,  the classical  music created a di f ferent 
atmosphere that discouraged criminal  behaviour :  »you don’t 
walk or act the same way when there’s classical  music on . . .  I t ’s 
just  the way i t  makes you feel .«  Consequenly,  Korosec reports 
that »On a recent af ternoon, there was no hangin’ ,  no chi l l in’ , 
no deal in’  — just  of f ice workers,  commuters,  school kids,  and 
conventioneers queuing up for their  Macburgers and fr ies.«*1)

The »Crackdonald’s« classical  music per formed two conf l ict-
ing funct ions.  On the one hand, the presence of an »undesir-
able« ( i .e .  non-white and poor) cl ientele was minimised, sub-
sequently attract ing more »desirable« customers.  On the other, 
the classical  music was perceived to improve customers’  be-
haviour — the music encouraged them to »walk« and »act« di f-
ferent ly.  In other words,  i t  is  impl ied that the music both drives 
out (and keeps out) those deemed »undesirable,«  and trans-
forms »undesirable« loi terers into wel l-behaved consumers.

Classical  music has been deployed in s imi lar spaces in the UK 
— namely publ ic transport stat ions,  shopping mal ls ,  and outside 
shops.  The nor theast of  England was the f irst  place in the UK to 
deploy classical  music as a weapon: in 1997, the Tyne and Wear 
metro began broadcast ing music by the Engl ish composer Fre-
drick Del ius at  some of their  stat ions to target what was de-

scribed as » low level  ant isocial  behaviour« such as smoking and 
swearing.  Speaking in 2005, Mike Palmer,  the general  director 
of  the Tyne and Wear passenger transport executive (Nexus) 
stated that the aim of the music was »to provide a background 
of music that people who we are aiming at  don't  actual ly l ike 
and so they move away.«*2) In an ar t ic le for the BBC, Melissa 
Jackson described the music as creat ing a »win-win« s i tuat ion: 
the (al leged) troublemakers are driven out ,  whi le passengers 
f ind the music helps pass the t ime whi lst  wait ing for their  next 
metro.*3)

THE AUDIO-AFFECTIVE 
CRIME DETERRENT: TO 
SOOTHE OR REMOVE?
 
The use of classical  music as a deterrent is  a par t icular mani-
festat ion of  what is  known as »crime prevention through envi-
ronmental  design« (CPTED). Other cr ime prevention through 
environmental  design strategies include improvements in l ight-
ing;  promoting and inhibit ing pedestr ian movement through 
cer tain spaces;  the removal of  overgrowth and shrubbery in 
and around car parks,  bui ldings,  and wasteland; bars and arm-
rests on benches in order to prevent people from lying down 
or skateboarding on them, as wel l  as the recent controver-
sial  »ant i-homeless« spikes that are intended to prevent rough 
sleeping.  Yet whi le the weaponised use of classical  music is  of-
ten described as a cr ime deterrent ,  what is  meant by crime in 
this context is  of ten ambiguous.*4) The use of  classical  music as 
a deterrent ,  and discourses surrounding this pract ice,  divide 
social  subjects into two types:  the respectable and desirable 
commuter/consumer,  whose presence is to be permitted and 
encouraged, and the unpermitted,  undesirable,  ant isocial ,  and 
(potent ial ly)  dangerous loi terer,  whose presence is to be dis-
couraged and abated. This lat ter — the primary target of  weap-
onised classical  music — is  typical ly referred to via »dog-whis-
t le« pejorat ive terms for working-class youth,  including »yobs,« 
»thugs,«  »hool igans,«  and »hoodies.«  The employment of  these 
terms supports the ( impl ici t  or expl ici t)  construal  of  target bod-
ies as cr iminals ,  or — more accurately — potent ial  cr iminals .

In dispersing those judged to be potent ial  troublemakers,  the 
weaponised use of  classical  music might be more accurately 
described as al leviat ing fear of  cr ime. Indeed, i t  is  tel l ing that 
Nexus spokesman Tom Yeoman claims that even i f  the loi terers 
congregating at  Tyne and Wear metro stat ions »didn’t  have a 
violent agenda, they looked l ike they might have.«*5) The groups 
congregating in stat ions were judged to be menacing by other 
passengers and so inhibit ing their  presence, v ia music,  was un-
derstood to make the »r ight« cl ientele feel  more secure. 

C lass i ca l  mus i c  has  f requent l y  been  ce lebra ted  as  a  p innac le  o f  human ach ievement :  i t  i s  sa i d  to 

have  the  ca pa c i ty  to  en l igh ten ,  to  move ,  and  —  as  proponents  o f  » the  Mozar t  e f fec t «  sugges t  —  e n -

hance  l i s teners ’  menta l  ab i l i t y.  However,  over  the  pas t  25 years  in  Br i ta in ,  Canada ,  and  the  U n i te d 

S ta tes ,  c l a ss i ca l  mus ic  has  come to  func t ion  no t  j us t  as  a r t  o r  en ter ta inment  bu t  as  an  aud io-a f fec t i ve 

de ter ren t .  I t  i s  used  as  a  means  o f  d i spe l l i ng  » lo i te rers , «  »yobs , «  »hood ies , «  and  » thugs«  by  mak i n g  a 

par t i cu l a r  soc i a l  space  —  be  i t  a  shopp ing  ma l l ,  bus  s ta t ion ,  f as t  food  ou t le t ,  o r  car  park  —  und e s i r-

ab le  to  occupy.  Mar ie  Thompson  looks  a t  how the  mus ic  o f  the  ( soc ia l ,  cu l tu ra l ,  economic)  e l i t e  h a s 

be come a  son i c  weapon  dep loyed  aga ins t  the  young ,  the  poor,  and  the  bored .

R o u g h  M u z A K
A f f e c t  &  t h e  w e A P o n i S e d  u S e 

o f  c l A S S i c A l  M u S i c 
B y  M A R i e  t h o M P S o n
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Though i ts  advocates claim remarkable ef fects ,  i t  is  unclear 
precisely how classical  music inhibits cr iminal  and/or ant iso-
cial  behaviour.  I t  has been suggested that classical  music has 
a soothing ef fect on potent ial  troublemakers.  A BBC News re-
port on the use of  music in the Newcast le Metro and London 
Underground, for instance,  describes the music as having »a 
calming inf luence.«*6) References to classical  music’s capacity 
to deter cr ime due to i ts  calming inf luence connect to a long-
standing ideology that classical  music can exalt ,  improve,  and 
»civi l ise« individuals .  Yet such explanat ions do not account for 
classical  music’s power to disperse »undesirable« groups.  In-
deed, i t  is  classical  music’s capacity to prevent cr ime through 
the mobil isat ion of  »negative« af fects — i ts  capacity to irr i tate, 
annoy,  al ienate,  and consequently displace — that is  more fre-
quently referenced in accounts of  i ts  use as a deterrent .

When used as a weapon, classical  music becomes an audio-af-
fect ive deterrent insofar as i t  involves the use of  sound to mod-
ulate feel ing in order to inhibit  a body from occupying or act ing 
in a space.  This »body« might be thought of  as the individual 
body-as-subject ,  but i t  might also be thought of  as a compos-
ite crowd or »group-body,« s ince weaponised classical  music is 
primari ly intended to dispel  »gangs« of  loi terers rather than (or 
as wel l  as) par t icular individuals .  Weaponised classical  music 
aims to diminish the af fect ive power of  the »gang« or group by 
weakening or destroying i ts  composit ion — i t  a ims to break up 
the col lect iv ised body and remove i t  from a space so that i t  no 
longer generates a threatening,  menacing atmosphere.  In do-
ing so,  classical  music is  understood to improve the »vibe« of 
a space:  i t  inhibits »bad vibes« — feel ings of  fear and dread — 
and purportedly contr ibutes to a sense of safety and securi ty. 

ROUGH MUZAK
The idea that music can be a mechanism of social ,  psychologi-
cal ,  and af fect ive control  has a long history.  Plato,  for example, 
proposed that cer tain musical  styles,  modes,  and instruments 
are benef icial  or detr imental  to a harmonious and wel l-ordered 
society.  Simple music was understood to encourage temper-
ance,  grace,  and vir tue,  whi lst  music derived from complex 
rhy thms and inappropriate modes was a threat to an orderly so-
ciety — i t  harboured the power to corrupt ,  and inspired mean-
ness,  lawlessness,  and promiscuity.  Consequently,  the »correct« 
musical  educat ion was vi tal  to the moral  wel l-being of a society.

Fast-forward from ant iquity to the early 20th century,  when the 
Muzak corporat ion began broadcast ing ambient piped music 
into the workplace,  restaurants,  elevators,  and shopping mal ls . 
Founded in 1934 by Major General  George Owen Squier,  Mu-
zak of fered »funct ional« music that was designed to s l ip un-
der the radar of  direct ,  conscious perception.  Though bare-
ly not iceable,  Muzak,  i t  was claimed, could improve l isteners’ 
psychological  disposit ion.  Careful  programming of this largely 
inaudible but af fect ive background was understood to boost 
employee morale and worker productiv i ty.

an expression of community host i l i ty,  inducing shame and em-
barrassment.  At i ts  most extreme, rough music served to »drum 
out« the disgraced, encouraging them to f lee their  home. How-
ever,  E.P.  Thompson also notes that the r i tual  element of  rough 
music can be thought of  as channel l ing and control l ing host i l-
i ty,  serving (sometimes but not always) as a subst i tut ion for ac-
tual  physical  v iolence.*8) In this sense,  rough music pre-empts 
the just i f icat ions of fered by scal led »no-touch tor ture« proce-
dures,  which have of ten involved the use of  sound and music. 
Other »no-touch tor ture« methods include sensory deprivat ion 
and sleep deprivat ion,  and extreme sol i tary conf inement.  I t  has 
been suggested that these interrogative procedures are pref-
erable to »actual«  physical  tor ture,  as i t  (al legedly) causes only 
temporary and non-fatal  damage.

The weaponised use of  classical  music might be thought of  as 
a contemporary manifestat ion of  rough music — or,  perhaps 
more accurately »rough muzak.« As an audio-af fect ive deter-
rent ,  c lassical  music is  used to irr i tate,  annoy,  and subsequent-
ly displace those who are suspected of threatening the moral 
and socio-economic orders of  contemporary capital ism. This 
funct ional  use of  classical  music clashes with a long-standing 
ideology that celebrates classical  music’s transcendental ,  oth-
erworldly status — i ts  capacity to exist  as ar t  for ar t ’s  sake.  In-
stead, classical  music becomes embroi led in the micro-wars 
of  the everyday,  which,  rather than occurring in faraway lands, 
are fought in shopping centres,  publ ic transport stat ions,  and 
l ibrary foyers. 

Central  to the Muzak corporat ion’s success was i ts  patented 
»St imulus Progression,«  which was bel ieved to boost worker 
ef f ic iency at  periods of  the day when workers are at  their  least 
productive.  Music was programmed in 15-minute blocks.  Over 
the course of  a quar ter of  an hour,  songs would become in-
creasingly st imulat ing,  providing a sense of forward movement 
and quickening pace.  The »st imulus value« of  each song was 
calculated according to factors such as rhy thm, tempo, instru-
mentat ion,  and orchestra s ize.  The most st imulat ing song of the 
f i f teen-minute block would then be fol lowed by 15 minutes of 
s i lence.  This was thought to prevent l istener fat igue and ensure 
that the music remains unimposing.

With the decl ine of  Fordism and the r ise of  post-Fordism, muzak 
became increasingly audible in retai l  and service environments 
such as shops,  mal ls ,  bars,  and restaurants.  In these contexts , 
muzak was understood to af fect the psychological  disposit ion 
of  not only the worker but also the consumer.  Muzak served to 
generate a pleasant ambience so as to attract and invi te cl ien-
tele,  relax customers,  and encourage them to spend more t ime 
in a sales environment.  With the r ight musical  accompaniment, 
browsing could be transformed into buying.

Like muzak,  weaponised classical  music is  » funct ional« — i t  is 
intended to have a psychological  ef fect ,  rather than simply be-
ing a source of enter tainment.  Unl ike Muzak,  however,  weap-
onised classical  is  not primari ly intended to soothe,  calm, and 
upl i f t :  rather,  i ts  principal  funct ion is  to irr i tate,  drive out ,  and 
exclude the everyday enemies of  propriety.  Given i ts  aesthet ic 
blandness and banal i ty,  muzak is  of ten deemed exemplary of 
»bad music.«  R.  Murray Schafer,  for example states:  »Moozak 
[s ic]  reduces music to the ground [ . . . ]  i t  reduces a sacred ar t  to 
s lobber.«*7) Conversely,  the music that has come to be played at 
underground stat ions and outside shops is  that of  the canoni-
cal  »greats« :  i t  is  that which is  so of ten held to be the epitome 
of »good music.«

Another,  perhaps more obscure point of  connection,  can be 
found between the use of  classical  music as an audio-af fect ive 
deterrent and the Engl ish folk custom of »rough music.«  Oc-
curring up unt i l  the 19th century,  rough music names a noisy 
procession and/or demonstrat ion aimed at a person or people 
who had violated community norms in ei ther a private or pub-
l ic context .  Par t ic ipants would make as much noise as possible, 
banging pots,  pans,  and kett les,  ratt le bones and cleavers,  r ing-
ing bel ls ,  blowing horns,  and recit ing songs and rhymes.  This 
raucous cacophony was of ten accompanied by mimetic re-en-
actments of  v iolat ions and by the parading of ef f igies,  which,  at 
the point of  cl imax,  were burned or drowned. 

Though the pretext for the enactment of  rough music varied 
signi f icant ly,  common transgressions involved issues of  sexu-
al i ty,  reproduction,  adultery,  domest ic violence,  and breeches 
of  (a patr iarchal)  domest ic hierarchy by scolds,  shrews,  »mas-
ter ful«  and nagging wives,  or weak and submissive husbands, 
who fai l  to uphold their  patr iarchal  authori ty.  According to the 
historian E.P.  Thompson, the sat ir ic noise of  rough music was 

Marie Thompson is a wri ter and researcher interested in the 
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S i tua ted  i n  Fre i burg ,  Germany,  the  IGPP —  Ins t i tu te  for  Fron t ie r  Areas  o f  Psycho logy  and  M e n ta l 

He a l th  ( I ns t i tu t  fü r  Grenzgeb ie te  der  Psycho log ie  und  Psychohyg iene) * 1 ) con ta ins  one  o f  the  m os t 

extens i ve  co l l ec t ions  o f  journa l s  and  books  in  the  a reas  o f  parapsycho logy  and  anomal i s t i cs  i n  th e 

wo r l d .  Resea rchers  take  soc io-cu l tu ra l  approaches  to  cover  a  broad  range  o f  paranorma l  to p i cs , 

f ro m U FO s a nd  ghos t  s igh t ings  to  mag ic ,  shaman ic ,  and  occu l t  p rac t ices .  Sound  ar t i s t ,  research e r, 

and  CTM Di scourse  programme co-cura tor  Ann ie  Goh in ter v iewed two members  o f  the  Ins t i tu te 's 

re sea rch  s ta f f  on  son ic  anomal ies  and  the  deba tes  sur round ing  these  phenomena .

S o n i c  A n o M A l i e S 
A n  i n t e R v i e w  w i t h  e B e R h A R d  B A u e R  A n d  M i c h A e l  S c h e t S c h e 

A t  f R e i B u R g ' S  A n o M A l i e S  R e S e A R c h  i n S t i t u t e  ( i g P P )

B y  A n n i e  g o h

Annie  goh:  Mr.  Sche tsche ,  Mr.  Bau e r,  many  thank s f or  tak-
ing  the  time  f or  this  inte r view. firstly,  i  have  a rathe r  g e ne r-
al  q u e stion ab ou t the  me thod s and  ap p roache s of  the  ig P P. 
how d o you  and  you r  colle ag u e s d e al  with p he nome na that 
socie ty  at  larg e  mig ht d e scr ib e  as »strang e « or  »we ird «?

Michael Schetsche:  I t  must be pointed out to star t  with that the 
IGPP research inst i tute (www.igpp.de) is  committed to an ex-
tremely broad interdiscipl inary approach. Scient ists in almost 
a dozen discipl ines — from physics to neuropsychology to so-
ciology — have been pursuing research here for over 60 years. 
Our paradigmatic and theoret ical  approaches to the issues you 
have mentioned are accordingly diverse.  Exceptional  experi-
ences and anomalous phenomena are the primary focus of  our 
research.  We describe any human experience that is  not easi ly 
expl icable in tradit ional  scient i f ic terms — phenomena such as 
prophetic dreams, cr is is  telepathy,  appari t ions of  the dead, or 
poltergeist  phenomena — as »exceptional  experiences.«  Rep-
resentat ive surveys have shown that such experiences occur 
commonly in al l  modern societ ies:  around hal f  the populat ion 
in countr ies such as Germany have had at least  one such ex-
perience at  some point .  These experiences are said to be ex-
traordinary also because they occur very seldomly,  perhaps 
only once,  in a person’s l i fet ime — of ten during an unusual  pe-
riod or s i tuat ion.  People therefore don’t  v iew them as everyday 
occurrences.  From a sociological  standpoint we also analyse 
the incidence of such experiences by how they are interpreted, 
col lect ively and individual ly,  and based on their  publ ic prof i le 
— the way they are dealt  with in the media,  for example,  or in 
instances of  social  control .  From a psychological  perspect ive, 
we examine such experiences in lab tr ia ls that are designed to 
establ ish whether information can be telepathical ly conveyed 
or other such matters.  Or we might inquire into the possibly 
negative psychological  impact of  exceptional  experiences on 
a person’s everyday l i fe .  Our in-house psychological  and psy-
chotherapeutical  counsel l ing unit  would be responsible in the 
latter case,  for i t  provides support for people who are psycho-
logical ly fraught by such experiences.  The crux of  al l  these ap-
proaches,  however,  is  that we take people’s experiences seri-
ously and try to get to the bottom of them by scient i f ic means. 
This is  the core task that the IGPP has taken upon i tsel f,  name-
ly to research the f ie ld that goes under the name »scient i f ic 
anomalist ics.«

Ag : Mr  Bau e r,  you  we re  Professor hans Bender ’s  scientif ic 
assistant for  many  ye ars and  took par t  yourself  in  some evP 
( ele ctronic voice  P he nome non) experiments with friedrich 
j ü rg e nson.  in the  l ite ratu re  and on various websites,  at  least 
on the  p ar t  of  ce r tain evP  re searchers,  Professor Bender ’s 
p ar ticip ation in the se  ex p e r iments over several  years is  of-
te n me ntione d  as conf ir mation of  the phenomenon’s exist-
e nce  and  his  p re se nce  is  take n to be a kind of  scientif ic legit-
imization.  in what ways and  for what reasons did Professor 
B e nd e r  re p e ate d ly  take  p ar t  in these experiments? what 
was it  ab ou t the  p rotag onists  and experiments of  friedrich 
j ü rg e nse n and  Konstantin Raudive that interested him?

Eberhard Bauer :  Prof.  Hans Bender (1907—91) described his 
personal experience with the tape recordings,  which he ex-
pressly cal led »exploratory experiments,«  in his ar t ic le »Zur An-
alyse außergewöhnl icher St immphänomene auf Tonband« (On 
the Analysis of  Extraordinary Voice Phenomena on Magnet-
ic Tape),  publ ished in the Zeitschri f t  für Parapsychologie und 
Grenzgebiete der Psychologie Vol .  12,  1970, pp.  226—238 
(the IGPP’s own journal ,  of  which he was editor at  the t ime).  I t 
was to this end that he vis i ted the Swedish painter and f i lm pro-
ducer Friedrich Jürgenson (1903—87) in Sweden several  t imes 
in the 1960s and early 1970s. Bender was interested,  f i rst ly,  in 
how an individual ’s  explanat ion for the recordings might be i l-
lustrated,  for instance with the aid of  the vis ible speech proce-
dure.  In his opinion,  many of Jürgenson’s recordings could not 
be explained by conventional  means such as radio fragments, 
personal delusions,  project ions and the l ike,  and Bender there-
fore discussed the possible paranormal causes,  such as psy-
chokinet ic ef fects tr iggered unconsciously by Jürgenson him-
sel f.  In Bender ’s opinion,  the »ghost hypothesis« subscribed to 
by most of  the so-cal led EVP researchers,  among them Kon-
stant in Raudive (1909—1974),  couldn’t  be proved by current 
empir ical  means.  Bender would have defended himself  against 
being ut i l ised as a key witness of  supposed contact with the af-
ter l i fe via EVP.*2)

Ag : the  so-calle d  »hu m p he nomenon« (in german:  »Brum-
mton«)  d ocu me nte d  by  var iou s media sources usually  refers 
to a low-fre q u e ncy  hu mming ,  rumbling,  or drone sound,  re-
p or ts of  which ap p e ar  to b e  widespread across a locality, 
althou g h it  is  ap p are ntly  not heard by ever yone and cannot 
b e  u namb ig u ou sly  ex p laine d .  does the igPP examine phe-
nome non su ch as this  or  archive repor ts of  it ,  and if  so,  how?

Photo by Annie Goh.
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EB: We do receive inquir ies about the hum phenomenon from 
t ime to t ime but i t  doesn’t  play much of a role in our research. 
One fair ly plausible psychoacoust ic explanat ion for i t ,  in my 
opinion,  is  the incidence of spontaneous otoacoust ic emissions 
(SOAEs),  which are generated within the inner ear and some-
t imes manifest  themselves as t innitus.  Franz G. Frosch (Pri-
vate Ini t iat ive Brummton) suggests this in his ar t ic le »Hum and 
Otoacoust ics May Arise Out of  the Same Mechanism,« which 
was publ ished in the Journal  of  Scient i f ic Explorat ion,  Vol .  27, 
2013, pp.  603 — 624. Whether this explanat ion accounts for al l 
facets of  the phenomenon is hard for me to say — I ’m no exper t 
in this f ie ld.  The Federal  Environment Agency (Umweltbundes-
amt) publ ished a study on the ef fects of  infrasound in June 2014 
that gives a good overview of the current state of  research into 
this mysterious,  unclassi f iable phenomenon.*3)

Ag: the topic of  this  inter view, »sonic anomalies,«  brin gs t o 
mind the relatively famous case described in »the gh o st  in 
the Machine,«  an ar ticle by vic tandy published in th e jo ur-
na l  of  the Society of  Psychical  Research in April  1998. h e 
describes how employees of  a medical  equipment ma n ufa c-
tu rer claimed that the lab in which they worked was  h a un t-
ed.  tandy mentions his  initial  scepticism, but then rep o r t s o n 
his  own sense of  unease,  his  cold sweats,  and even o f  a n  a p-
pa rition seen whilst  working in the lab.  he then goes o n  t o 
ex plain his  discover y of  a  low-frequency standing wave (in -
fra sound,  around 19hz) produced by an old industr ia l  ven -
ti la tor and the laborator y architecture,  and suggest s t h a t 
the sense of  being haunted was l ikely to be a physio lo gica l 
consequence of  this  wave.  how is  a  case such as t h is  o n e 
perceived in parapsychology? what sor t  of  psycho lo gica l 
fra meworks do you work with in your f ield?

EB: Vic Tandy’s hypothesis ,  which he sought to fur ther under-
pin in »Something in the Cel lar,«  his ar t ic le for the JSPR of 
July 2000, ranks among the more natural ist ic interpretat ions 
of  so-cal led hauntings or local  appari t ions.  And references to 
the fact that environmental  factors,  possibly of  the electromag-
netic variety,  may play a role in so-cal led »haunted houses« can 
be found l ikewise in special ist  l i terature on parapsychology. 
That an unusual  electromagnetic f luctuat ion may interact with 
the neuropsychology and personal i ty of  cer tain »sensit ive« per-
sons and lead to subject ive »ghost ly« experiences is  credible 

enough. Yet one should be wary of  overgeneral iz ing such natu-
ral ist ic interpretat ions.  Many cases of  haunting,  including some 
covered by IGPP research,  involve massively physical  phenom-
ena, such as rapping sounds,  moving objects,  electr ical  distur-
bances,  imploding l ight bulbs,  and the l ike — and they cannot 
be so easi ly explained. They are correlated with the presence 
of cer tain persons,  so-cal led »focus persons,«  and may also be 
dealt  with as a (symbolic and systemic) expression of personal 
and social  cr ises or conf l icts .

Ag: Mr S ch et sch e,  o n e o f  yo ur resea rch  t o pics is  t h e e me r-
gen ce a n d legit im iza t io n  o f  h et ero dox kn ow ledge.  what d o 
yo u t a ke t h is  t erm  t o  m ea n  a n d ca n  yo u give m e so m e exam-
ples o f  w h ere it  m a y be releva n t?

MS: What par t icular ly interests me as a sociologist  at  the IGPP 
is the status of  heterodox knowledge in modern societ ies.  To 
explain what I  mean by that term, let  me f irst  make some dis-
t inct ions.  Every culture has i ts  or thodox knowledge, namely 
that which i t  accepts without quest ion — for example,  we now 
bel ieve that the ear th is  round whereas in earl ier t imes even to 
suggest that fact was heresy.  Such tenets regarding the nature 
of  »real i ty« tel l  the members of  a society what kind of world 
they l ive in,  what their  place in i t  should be,  and which range 
of opt ions is  avai lable to them (or not) in specif ic s i tuat ions. 
In any culture,  this knowledge in i ts  ent irety — which sociolo-
gists cal l  the order of  knowledge — serves as a quasi  norma-
t ive framework.  To violate this order is  to invi te social  sanc-
t ions.  These range from st igmatisat ion within one’s social  circle 
(perhaps as »the endlessly mad chattering fool«)  to the re-ed-
ucat ion or permanent social  exclusion of »real i ty rebels« ( in 
German: »Wirkl ichkeitsrebel len«) ,  for example,  in psychiatr ic 
wards.  However,  complex cultures always give r ise to so-cal led 
heterodox knowledge too. This is  knowledge that general ly of-
fers a di f ferent ( i .e .  non-or thodox) descript ion or explanat ion 
not of  real i ty in i ts  ent irety yet cer tainly of  s igni f icant aspects of 
i t .  Conspiracy theories regarding pol i t ical  events — those cir-
culated in the wake of 9/11 ,  for example — are a prime example 
of  such heterodoxy.  Alternat ive forms of knowledge of par t icu-
lar interest  to us at  the IGPP concern heterodox heal ing thera-
pies (such as so-cal led spir i tual  heal ing),  the interpretat ion of 
exceptional  celest ial  phenomena such as extraterrest ial  v is i-
tors (e.g.  UFOs),  and potent ial  explanat ions of  unusual  physi-

cal  phenomena, such as crop circles and the so-cal led hum 
phenomenon. What is  important in this respect is  to maintain a 
cer tain f lexibi l i ty :  neither the relat ion of  or thodox to heterodox 
knowledge of real i ty nor i ts  cultural  relevance can be writ ten in 
stone for al l  eternity.  Confl ict ing interpretat ions of  real i ty have 
always competed for credibi l i ty and anything once held to be 
true may prove in the course of  history to be unfounded; and, 
equal ly,  any thing ini t ia l ly held to be heterodox knowledge may 
eventual ly become a tenet of  society.  This may happen as par t 
of  a scient i f ic revolut ion or owing to a general  shi f t  in popular 
convict ions.  Not least  for this reason, the task of  the sociolo-
gy of knowledge is to handle di f fer ing views of the world in a 
neutral  manner :  we don’t  judge the conf l ict ing versions of  re-
al i ty put forward.  Rather,  we ask,  in reference to both histori-
cal  and contemporary epochs:  What is  cultural ly condoned? 
Which readings of  the world are controversial? And what are 
the consequences for human coexistence?

Ag : histor ically,  one  nor mally  sp e ak s of  the  e ra of  scie ntif ic 
revolu tion as a p e r iod  in which mystical  or  mag ical  think ing 
was e rad icate d  from mainstre am socie tal  d iscou rse s.  ye t to 
this  d ay  we  are  conf ronte d  with ex p e r ie nce s and  p he nome -
na that ap p e ar  to call  into q u e stion the  d ominant scie ntif ic 
mod e ls of  the  wor ld .  the re fore ,  insof ar  as b oth su p p or te rs 
and  cr itics of  a  g ive n d e b ate  u se  scie ntif ic mod e ls to u n-
d e r line  the ir  own p osition,  the  scie ntif ic wor ld view p lays a 
p ar ticu lar  role  in ou r  cu ltu ral  u nd e rstand ing  of  re ality.  how 
can re se arch in the  social  scie nce s re main ne u tral  re g ard -
ing  the se  q u e stions of  scie ntif ic k nowle d g e?

MS: Your quest ion addresses several  di f ferent issues in the his-
tory of  science,  issues that must ini t ia l ly be kept apar t  for the 
purpose of analysis ,  even though they may be found at the end 
of the day to be signi f icant ly interl inked. First ly,  there is  that 
which sociologists s ince Max Weber have cal led the »disen-
chantment of  the world.«  This is  used to describe a trend evi-
dent s ince the Renaissance,  namely towards a specif ic type of 
rat ional ised thought in so-cal led modern societ ies.  In fact ,  we 
cal l  the latter »modern« precisely on account of  this specif ic 
type of rat ional i ty.  The current hegemony of rat ional  thought 
leads us to easi ly infer that pre-modern societ ies were highly 
irrat ional .  That is  not the case,  however.  We are talking here 
about a specif ic type of rat ional i ty that is  determined as strong-
ly by the »spir i t  of  Protestant ism« (as Weber cal led i t)  and a 
modern logic of  economic exploitat ion (of  capital ism) as by the 
primacy of scient i f ic thought.  I t  is  however true to say that in the 
course of  the so-cal led Enl ightenment many knowledge types 
that did not conform to the scient i f ic models of  their  day were 
demonised as »superst i t ion,«  whol ly independently of  whether 
or not they had actual ly proved their  worth in everyday si t-
uat ions over many generat ions.  Just  remember the ef fect ive 
means and methods used by herbal  healers and midwives!  The 
process of  »enl ightenment« is  hence always a process of  re-
pression too,  s ince the latest  of  scient i f ic f indings tend to dis-
place tradit ional  pract ical  knowledge of human experience.  In 
current cultural  debates — and this brings us to the second par t 
of  your quest ion regarding what may or may not be held to be 
»real«  — science real ly is  of  primary importance.  Our current 
knowledge order is  shaped by science,  which is  to say,  we leave 

i t  to science to decide what we as a society,  as a culture,  should 
hold to be »real«  — and what not .  Other social  sub-systems, 
such as mass media or educat ional  inst i tut ions,  general ly ac-
cept without quest ion the judgments passed down to us by sci-
ence on the real  or unreal  status of  various phenomena. This is 
also the reason why in modern »val idi ty wars« ( i .e .  in disputes as 
to the val idi ty of  cer tain types or strands of  knowledge),  almost 
al l  par t ic ipants resor t  to scient i f ic models and a »scient i f ied« 
conceptual  framework in order to just i fy their  respect ive views 
of real i ty.  And i t  is  also the reason why terms such as »super-
st i t ion« or »pseudo-science« are used in cultural  discourse as 
a means to dispute the legit imacy of opposing par t ies.  There-
fore the fact that scient i f ic knowledge lays no claim to »eternal 
val idi ty« but is  subject rather to constant development is  of ten 
overlooked, and constant development might even possibly be 
i ts  def ining characterist ic .  That which was excluded from sci-
ent i f ic discourse as preposterous yesterday may wel l  be a hot-
ly debated controversy among exper ts today and a universal ly 
accepted fact by tomorrow.

Ag : Mr  Sche tsche ,  one  of  your research areas is  called 
»r itu als  of  b ou nd ar y  crossing .«  what sor t  of  rituals  do you 
me an? Are  the se  colle ctive  as well  as individual  rituals?

MS: The term »r i tuals of  boundary crossing« is  not the name of 
a specif ic research project (or at  least  not any I  know of ) but 
rather a general  handle for a category of  processes that play 
or have played an important role in almost al l  societ ies known 
to us.  The r i tuals I  am talking about are always shaped col lec-
t ively or,  to be more precise,  cultural ly.  Al l  complex cultures 
trace a mult i tude of boundaries in everyday l i fe :  boundaries 
between the profane and the sacred, between moral i ty and im-
moral i ty,  between l i fe and death,  between chi ldhood and adult-
hood, between members of  their  own group and those of for-
eign groups,  and so for th.  Anthropological ly speaking,  such 
boundaries are const i tut ive of  society.  Without them, everyday 
l i fe would be bewilderingly incalculable and, more important ly, 
could not be managed in any pract ical  way.  One must consid-
er that cultural  boundaries not only divide but also connect :  a 
boundary is  always an inter face between whatever l ies to each 
side of  i t ,  a lso f igurat ively.  And most boundaries must ,  in cer-
tain s i tuat ions,  necessari ly be crossed — when a chi ld becomes 
an adult ,  for example,  or when someone dies,  or when a group 
accepts some hither to foreign »other.«  In al l  cultures known to 
us,  such boundary crossings are considered r isky:  precisely 
because they are not everyday occurrences,  they may usher in 
the unexpected. And the negative consequences of  a botched 
boundary crossing may be extremely grave.  Thus many cul-
tures are famil iar with the not ion both of  wandering spir i ts  and 
of revenants (French for »those who return«) .  In the case of the 
latter,  people say that ,  something must have gone wrong dur-
ing the crossing from the realm of the l iv ing to that of  the dead; 
and thus revenants stuck for al l  eternity at  a boundary are a 
menace to the cultural  order and perhaps also to the health or 
even l i fe of  members of  society.  I t  is  in order to prevent such 
a sorry fate that highly specif ic r i tuals are establ ished for in-
stances of  boundary crossing.  We f ind these in tr ibal  cultures 
as wel l  as in modern Western societ ies.  Just  think about how 
careful ly planned our modern funeral  services are and about 

»WE DESCRIBE ANY HUMAN EXPERIENCE THAT IS 
NOT EASILY EXPLICABLE IN TRADITIONAL 

SCIENTIFIC TERMS — PHENOMENA SUCH AS 
PROPHETIC DREAMS, CRISIS TELEPATHY, 

APPARITIONS OF THE DEAD OR POLTERGEIST 
PHENOMENA — AS ›EXCEPTIONAL EXPERIENCES.‹«
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all  that has to be done af ter a person dies.  The same is true of 
the other boundary crossings I  just  mentioned. Research which 
explores r i tuals of  boundary crossing — both empir ical ly and 
theoret ical ly — general ly seeks to ident i fy the social  rules gov-
erning them as wel l  as the broader cultural  condit ions under 
which they came into being.  I t  a lso pursues the matter of  what 
happens when this or that boundary crossing goes wrong . . .  Or 
when a boundary appears to have become so ful ly permeable 
as to no longer ful f i l  i ts  original  purpose.

»NEITHER THE RELATION 
OF ORTHODOX TO 

HETERODOX 
KNOWLEDGE OF 

REALITY NOR ITS CUL-
TURAL RELEVANCE CAN 

BE WRITTEN IN STONE 
FOR ALL ETERNITY«

Ag: Mr Bauer,  you are the director of  the »informatio n  a n d 
counsell ing Ser vices« depar tement at  the igPP in a ddit io n 
to your other activities.  could you tell  me in genera l  t erm s 
w hat the depar tment offers? for example,  i ’m think in g n ow 
of  the cd  okkulte Stimmen  (occult  voices) *4) — do  peo -
ple who have had experiences of  xenoglossy (the abil it y  t o 
speak a language one has not previously learned) or glo sso -
lalia (speaking in tongues) seek help there? And what  a dvice 
would they be given?

EB: Since Prof.  Hans Bender founded the IGPP in 1950, the in-
st i tute has of fered a publ ic information and counsel l ing service 
that caters to the ent ire spectrum of parapsychology,  fr inge 
sciences,  and anomalist ic phenomena, al l  summarized under 
the neutral  term »Exceptional  Experiences« (ExE).  The Inst i-
tute provides information and material  about the distr ibut ion 
and phenomenology of psychic experiences along with ex-
per t  knowledge regarding state-of-the-ar t  interdiscipl inary re-
search related to the border areas of  psychology and anom-
alous phenomena. A special  IGPP counsel l ing programme, 
»mental  hygiene,« is  designed to meet the individual  needs of 
persons who have di f f iculty coping with »occult ,«  »supernatu-
ral ,«  or paranormal experiences that may cause them and/or 
others emotional  distress.

Such experiences are par t  of  the diversi ty of  human l i fe and are 
known to have occurred in al l  cultures and epochs.  The varie-

t ies of  ExEs reported by IGPP cl ients can be grouped into s ix 
major categories:

1  — »Extrasensory perception« (ESP) describes any experience 
people have of obtaining information by means other than their 
usual  sensory channels :  information about object ive events 
unknown to them (»clairvoyance«) or about the thoughts and 
feel ings of  other persons (»telepathy«) .  I t  a lso impl ies knowl-
edge of unpredictable future events (»precognit ion,«  »prophet-
ic dreams«).

2 — »Poltergeist  phenomena« (RSPK) encompass physical 
anomalies that reportedly include the disappearance or ap-
pearance of objects or their  movement without apparent cause, 
as wel l  as acoust ic phenomena (e.g.  steps,  rapping noises) and 
visual  impressions (appearance of l ights or shapes,  etc.) .

3 — »Presence phenomena« describes a di f fuse range of invis-
ible,  ent i ty- l ike presences (beings,  forces,  atmospheres,  etc.) . 
People of ten report having sensed such a presence whi le awak-
ening from sleep as wel l  as attendant phenomena such as an in-
abi l i ty to move their  body (sleep paralysis) and, frequently,  sen-
sat ions of  pressure and touch (» incubi ,«  »nightmares«) .
4 — »External  inf luences« most ly manifest  themselves through 
somatic symptoms and the hearing of inner voices,  which af-
f l icted persons of ten connect with strange forces,  black magic, 
or spel ls .

5 — »Mediumship« encompasses exceptional  experiences 
occurring in the context of  occult  techniques such as mov-
ing glasses,  table t i l t ing,  pendulum use,  or »channel l ing,«  with 
»messages« of ten interpreted as coming from ghosts or de-
par ted persons.

6 — »Meaningful  or fateful  coincidences« are occurrences or 
events subject ively perceived as being connected to or deter-
mined by some extraordinary factor (e.g.  the frequency of ac-
cidents or mishaps,  the special  role played by a cer tain number 
in a person’s biography,  etc.) .

Exceptional  experiences most ly occur spontaneously,  i .e .  they 
are unexpected and without apparent cause.  They can also be 
sel f- induced by techniques such as automatic wri t ing or medi-
tat ion pract ices.  In addit ion,  people report external ly induced 
ExEs af ter having contacted healers,  psychics,  and clairvoy-
ants,  or taking up an of fer (of  treatment,  hypnosis ,  etc.)  from 
the esoteric scene.

Many people can deal  with such experiences in a posit ive way 
and integrate ExEs into their  dai ly l ives without any problem. 
Under cer tain circumstances,  however,  ExEs may induce emo-
t ional  distress and anxiet ies,  and some af f l icted persons f ind i t 
di f f icult  to cope with them in an adequate way.  Also,  in standard 
psychosocial  care inst i tut ions,  af f l icted persons of ten search in 

vain for explanat ions and pract ical  help.  The goal of  our coun-
sel l ing work is  to improve support by making the latter more 
easi ly avai lable.

Ag : Mr  Sche tsche ,  you  have  d eve lop e d  the  conce p t of 
»cr y p tod ox y.«  how d oe s it  re late  to or thod ox  and  he te ro-
d ox  k nowle d g e? d oe s e mp ir ical  re se arch always have  to 
take  p lace  on the  d iscu rsive  leve l? what ab ou t non-ve r b al, 
non-d iscu rsive  p ractice s?

MS: According to my theory of  cryptodoxy*5),  modern knowl-
edge orders comprise not only unquest ioningly accepted 
knowledge types ( i .e .  or thodoxy) and discursively controver-
sial  knowledge types ( i .e .  heterodoxy) but also fur ther knowl-
edge types,  namely cryptodoxy.  Such cryptodox ( i .e .  hidden) 
knowledge types are not par t  of  the universal ly acknowledged 
knowledge order but const i tute the »shadow areas of  knowl-
edge« where al l  that cannot be addressed in broader society 
and that remains unspoken is stored. Normal ly,  knowledge from 
and of these shadow areas is  not disseminated in the broader 
society.  One topical  example is  the issue of physical  and sexual 
abuse in inst i tut ions of  educat ion and welfare (such as board-
ing schools,  care homes,  or orphanages).  Unti l  a few years ago, 
only the perpetrators,  survivors,  and a handful  of  eyewitnesses 
knew of the widespread and persistent abuse pract ised in such 
inst i tut ions,  and al l  of  them were condemned — for a variety of 
reasons — to s i lence on the matter.  But as we now know, this 
knowledge was held,  not only by a s ingle individual  but col lec-
t ively,  by a whole community:  ent ire generat ions of  schoolchi l-
dren in the relevant inst i tut ions knew what was going on.  They 
exchanged their  knowledge secret ly by dropping hints or mak-
ing ambiguous remarks,  but st i l l ,  many years passed before 
word was leaked beyond the wal ls .  Only when more survivors 
broke their  s i lence and spoke publ icly about al l  they had suf-
fered as chi ldren did this congealed grey area of  knowledge 
begin to break up and spread. The f irst  hesi tant publ ic debates 
took place,  and their  repercussions shook the pol i t ical  realm to 
the core.  Yet i t  is  not only at  the inter face of sexual i ty and vio-
lence that cryptodox knowledge can be found. Magic not ions, 
pot ions,  and pract ices in smal l  cultural  enclaves that have man-
aged, sometimes over many centuries,  to preserve cer tain pre-
modern tradit ions from the grip of  »scient i f ied enl ightenment« 
are other categories in which this knowledge type is frequently 
encountered. These cultures do not hide their  knowledge be-
cause they are ashamed of i t  but rather because they know only 
too wel l  that the hegemonic social  strata and l ikewise the mass 
media wi l l  never accept (or even acknowledge) their  models 
of  real i ty and their  pract ices.  In order to avoid social  st igma-
t isat ion,  they keep quiet  about their  knowledge and pass i t  on 
only in secret .  I t  must be noted, however,  that these purely per-
sonal forms of preserving tradit ional  knowledge (which most ly 
eschew the use of  technical  recording or storage devices) may 
prove inadequate to the task — and specif ic knowledge and the 
pract ical  ski l ls  and craf ts that go along with i t  may thus be lost 

forever in the passage of t ime, before they can be scient i f ical ly 
documented. I  am current ly working on rescuing the remnants 
of  tradit ional  popular knowledge of magic in the German-
speaking countr ies from the brink of  obl iv ion,  and safeguard-
ing them for future generat ions in an Archive of  Popular Magic. 
Whether my venture wi l l  succeed depends on the as-of-yet un-
resolved matter of  fur ther funding . . .

The interview was conducted via emai l  in December 2014.

Dr.  Michael Schetsche is research coordinator at  the IGPP 
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the journal  Zeitschri f t  für Parapsychologie und Grenzgebiete 
der Psychologie in col laborat ion with W. v.  Lucadou, and the 
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*1) See:  www.igpp.de

*2) A note for Engl ish readers:  Prof.  Bender ’s original  German ar t ic le on EVP is avai lable 
 in Engl ish as »On the Analysis of  Exceptional  Voice Phenomena on Tapes.  Pi lot  studies 
 on the ›recordings‹  of  Fr iedrich Jürgenson,« in :  ITC Journal ,  No. 40, Apri l  201 1 ,  pp. 
 61—78. I t  should be read in connection with two ar t ic les wri t ten by electronic engineer 
 Jochem Sotschek,  which were f irst  publ ished in German in Zeitschri f t  für Parapsycholgie 
 und Grenzgebiete der Psychologie 1970 and 1979. The Engl ish references are:  Jochem 
 Sotschek:  »On the possibi l i t ies of  the ident i f icat ion of  phonemes,« in :  ITC Journal ,  No. 
 43, Apri l  2012, pp.  16-31,  and Jochem Sotschek:  »On the possibi l i t ies of  deception in 
 the assessment of  results from l istening tests with tape-recorded speech samples,«  in : 
 ITC Journal ,  No. 44—45, December,  20 1 2 , pp.  10—21 (see:  www.i tcjournal .org).

*3) See:  www.umweltbundesamt.de/publ ikat ionen/machbarkeitsstudie-zu-wirkungen-von-
 infraschal l

*4) Okkulte St immen — Mediale Musik.  Recordings of  Unseen Intel l igences 1905—2007, 
 3 CD Boxset ,  compiled by Andreas Fischer and Thomas Knoefel ,  incoorperat ion with
 Melvyn Wil l in ,  (2007),  Supposé Verlag.

*5) See: www.soziale-welt .nomos.de/f i leadmin/soziale-welt/doc/Aufsatz_SozWelt_12_01.pdf.
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In technical  terms,  »tuning« is  the process of  gett ing into a cer-
tain state of  resonance, and in electronics is  related to so-
cal led »tuned circuits .«  Tuning thus involves circuitry.  In order 
to get good reception,  the circuitry of  a radio receiver needs 
to osci l late with the same frequency as the radio sender ’s car-
r ier frequency;  the receiving circuit  is  tuned to the sending cir-
cuit .  A tuned circuit  is  usual ly only receptive to a specif ic kind 
of s ignal ,  most ly a periodic,  regularly changing osci l lat ion at  a 
specif ic rate,  determined by the circuit ’s  elements (capacitor 
and inductor) .  Tuning the A str ing of a viol in means to evalu-
ate,  by ear,  whether i t  v ibrates as fast  as 443 t imes per second 
or not .  I f  the pitch of  the viol in does not match the pitch of  the 
tuning fork exact ly but is  very close,  you can sometimes hear 
beat ing frequencies.

THE TELEPHONE IS A TRANSDUCER
While tuned circuits are only sensit ive to their  resonant fre-
quencies,  the telephone as invented by Alexander Graham Bel l 
in 1876 is receptive to a broad range of periodic and non-pe-
riodic s ignals .  I t  is  a transducer,  a device that leads across in-
put energy into output energy,  for example acoust ic waves into 
electr ic current .  While both are di f fer ing in kind,  they are di-
rect ly related to each other. *2) I t  is  this direct ,  analogic l inkage 
of the s ignal  f low, be i t  periodic or non-periodic,  that al lows a 
transducer to be considered as a tuned circuit  that is  not only 
sensit ive to a specif ic frequency,  but is  tuned for a broad range 
of frequencies,  rhy thms, f luctuat ions,  and al l  sor ts of  s ignals .

SONIC EXPERIMENTATION
The process of  reveal ing machinic as wel l  as bodi ly,  physio-
logical ,  af fect ive,  and somatic processes,  s ignals ,  osci l lat ions, 
and rhy thms to human perception via sound — the process of 
soni fy ing the sonic — has a long history.  Telegraphy was f irst 

conceived by i ts  inventors,  Samuel Morse and Alfred Vai l ,  as 
a visual  coding system using dots and dashes,  but was trans-
formed into an auditory pract ice as of  the 1860s. Listening to 
the rhy thm of Morse code made by a telegraph sounder was 
much more ef f ic ient than star ing at  marks printed on a rol l  of 
paper.  Listening ski l ls  were soon developed and embodied by 
telegraph operators.  They were the f irst  to tune in to machinic 
sound.

TUNING TO NERVE ACTIVITY AND SOLAR WINDS 
As early as 1878, physiologists were already l istening to weak 
voltage and current changes caused by nerve act iv i ty inside 
muscles and other par ts of  the body.  Not only were smal l  bio-
electr ical  currents made audible,  but l istening to »natural  ra-
dio« became prevalent with the advent of  the telephone and i ts 
wired infrastructure.  The sonic speculat ions by Thomas A. Wat-
son,  the so-cal led assistant of  Bel l ,  are probably the f irst  test i-
monies of  an aesthet ic of  s ignal  transmission.  Watson may be 
the f irst  person that l istened to electromagnetic noise.  Doug-
las Kahn, media and ar t  historian of  natural  radio,  wri tes:  »Wat-
son heard natural  radio when the long iron telephone test  l ine 
acted unwitt ingly as a long-wave antenna.  This was before an-
yone knew what an antenna was or,  for that matter,  what elec-
tromagnetic radio waves were.  [ . . . ]  The only reason that Wat-
son was the f irst  person to accidental ly hear these sounds was 
due to his priv i leged proximity to the r ight type of transducer : 
the telephone.«*3)

. . .AND MORE WETWARE
While the development of  the tr iode or electronic vacuum tube 
in the late 1900s provided the basis that transformed the tel-
ephone and radio into mass media,  new l istening cultures in 
science,  especial ly in neurology and electrophysiology,  were 

Ae s the t i c  exper imenta t ion  w i th  de tec ted  and  ampl i f i ed  s igna l s  o f  mov ing  par t i c les ,  e lec t rons ,  m o l -

e cu l es ,  a nd  o ther  sma l l  ob jec ts  car r y ing  energy  t rans formed in to  sound ,  v i s ion ,  v ibra t ion ,  or  fee l i n g 

crea te ,  under  cer ta in  cond i t ions ,  a f fec t i ve  exper iences  o f  » tun ing  in «  or  »ou t . «  In  h i s  essay,  Sh i n ta ro 

Miya za k i  exp l ores  the  h i s tor y  o f  tun ing  and  un- tun ing ,  or  long- forgot ten  l i s ten ing  techn ique s  f or 

und ers ta nd i ng  processes  w i th in  a l l  k inds  o f  organ ic  and  non-organ ic  c i rcu i t r y,  and  excava te s  th e 

o f ten- omi t ted  s i gn i f i cance  o f  the  te lephone  in  such  con texts . 

l i S t e n i n g  t o 
w e t wA R e  c i R c u i t R y 

S o n i c  e x P e R i M e n t A t i o n S  A n d  A l g o R h y t h M i c S * 1 ) 

B y  S h i n t A R o  M i y A z A K i

being cult ivated.  In a scient i f ic ar t ic le from 1920, physiologists 
at  Harvard Medical  School described methods using vacuum 
tube ampli f iers combined with »telephone receivers« in order 
to l isten to neural  act iv i t ies.  About ten years later,  Edgar D. 
Adrian,  recipient of  the 1932 Nobel Prize for Physiology and 
pioneer of  neurology,  describes the process of  making audible 
the ampli f ied potent ial  changes of  nerves with telephones or 
loudspeaker as a way »to learn something more.«*4) This kind 
of auditory explorat ion is  sometimes st i l l  pract ised as an im-
mediate feedback method whi le probing brain t issues with in-
vasive electrodes.  In the late 1950s, during experiments with 
the visual  perception of a cat ’s  brain,  David Hubel and Torsten 
Wiesel ,  recipients of  the 1981 Nobel Prize for Physiology or 
Medicine,  were looking at  the visual  st imul i  the cat was watch-
ing whi le l istening to the act iv i ty of  specif ic neurons in the cat ’s 
v isual  cor tex.  They found that some neurons rapidly discharge 
bioelectr ical  pulses when the cat ’s  v is ion was st imulated by 
a moving screen project ion of  thick l ines oriented at  one an-
gle,  whi le other neurons responded best to other angles:  »Most 
amazing was the contrast  between the machine-gun discharge 
when the orientat ion of  the st imulus was just  r ight ,  and the ut-
ter lack of  a response i f  we changed the orientat ion or s imply 
shined a bright f lashl ight into the cat ’s  eyes.«*5) Hubel and Wie-
sel  included the non-visual  medium of sound in their  experi-
ments,  but their  famous 1959 paper »Receptive Fields of  Single 
Neurons in the Cat’s Str iate Cortex« concealed their  pract ice 
of  l istening,  showing only the printable curve diagrams of the 
recorded neuronal act iv i t ies.

»ELECTRIC OSCILLATIONS AS 
WELL AS BIOELECTRIC SIGNALS 

AND ACOUSTIC VIBRATIONS 
ARE EQUAL IN MATHEMATICAL 

TERMS, AND CAN ALL BE  
DESCRIBED BY USING EQUI-

VALENT-CIRCUIT DIAGRAMS.«

CIRCUIT MODELS OF WETWARE
Some years earl ier,  in the late 1940s, another duo of neurol-
ogists ,  Alan L.  Hodgkin and Andrew F.  Huxley,  were trying 
to make an equivalent-circuit  diagram of the act ion potent ial 
s ignal  discharged by neurons of  giant squid.  This mathemati-

cal  model circuit ,  later cal led the Hodgkin–Huxley model with 
symbolic resistors,  capacitor,  and voltage sources,  enabled 
them to s imulate the t ime-varying signal  that comes close to 
the s ignal  that other scient ists were already l istening to ten 
years ago. In the 1930s and 1940s, the model ing of s ignal  pro-
cesses with so-cal led equivalent circuits already had an estab-
l ished tradit ion,  most prominently in acoust ics but also in other 
f ie lds of  science and engineering.  Electr ic osci l lat ions as wel l 
bioelectr ic s ignals and acoust ic vibrat ions are equal in math-
ematical  terms,  and can al l  be described by using equivalent-
circuit  diagrams. Moving from acoust ics to electronics was thus 
merely an act of  algebraic translat ion.  Acoust ic variables such 
as force,  speed, displacement,  mass,  and elast ici ty were re-
placed by electr ic variables such as voltage,  current ,  charge, 
sel f- induct ion,  and capacity. *6) Signal  processing in electro-
physiology and acoust ics became a matter of  electronic com-
municat ion,  and thus of  circuitry.  Fur thermore l istening,  tuning, 
and un-tuning to electroacoust ic s ignals became an important 
ski l l  not only for acoust icians but also electrophysiologists and 
engineers of  media technologies.

AFFECTS OF MACHINES / MACHINE BODIES
Speech transmission in telephony was based on continuous 
signals ,  whereas the operat ion in order to connect two tele-
phone apparatuses was shaped by discrete impulses,  switch-
ing,  telegraphic s ignals ,  pure tones,  and other electroacoust ic 
s ignals .  These were audible — sometimes by mistake and at oth-
er t imes on purpose.  The previously manual switching done by 
female telephone or switchboard operators,  who direct ly spoke 
with their  customers,  was gradual ly replaced by machines as 
of  the 1940s. According to Bel l  System, the 1920s New York 
Metropol i tan area already consisted of 1 .4 mil l ion telephones 
and about 158 central  of f ices,  with operators serving up to ten 
thousand l ines from one of f ice.  For ty years later,  more than 1 5 
mil l ion telephones had access to nat ionwide dial ing.

Digital  s ignal  processing in the 1920s, s imply cal led »signal ing 
and switching,« came with the need to manage, control ,  au-
tomatize,  opt imize,  and economize the many switching opera-
t ions necessary for establ ishing a connection between two tele-
phone users.  The switching was done by relays,  which not only 
made a deafening machinic noise of  layered rhy thmic ratt l ing 
sounds,  but were also control led by rhy thmic s ignals ;  pulse 
trains emanating from the dial  circuit  of  the telephone. Other 
more tone-l ike s ignals were used in long-distance cal l ing from 
the 1950s on.  Signal ing and switching in telephony was audible 
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because signal ing and speech were transmitted over the same 
wire.  This was cal led in-band signal ing.  The transducer bui l t 
into the telephone receiver acted l ike a microphone. I t  trans-
formed not only the human voice but also audible electroa-
coust ic impulses,  strange beeps,  and other machinic sounds 
into voltage f luctuat ions.  In the early 1960s this latent vulner-
abi l i ty was discovered by play ful  explorat ions of  interested am-
ateurs,  t inkerers,  and students in North America.  Phi l  Laps-
ley,  author of  Exploding the Phone and historian of  this of ten 
forgotten subculture of  »phone phreaks,«  narrates the story of 
Ralph Barclay,  a young Washington State Universi ty student in 
Pul lmann. In spring 1961 he made an electronic device — later 
cal led the blue box — that enabled him to communicate,  con-
trol ,  and tune into the telephone network’s automatic switching 
machinery.  Al l  of  the required information was avai lable via an 
ar t ic le publ ished November 1960 in an issue of the Bel l  System 
Technical  Journal ,  which he found in the universi ty l ibrary.  In the 
1960s one could pick up the telephone and make a free cal l  to 
an operator (cal led the directory assistance) anywhere in the 
US. By sending a 2600 Hz tone before the operator could an-
swer the cal l ,  one could tr ick the machinic l istening circuitry 
bui l t  into the automatic switching system. By sending specif ic 
combinat ions of  two frequencies for each digit  of  the desired 
telephone number you could dial  any number in the US for free.

TUNING INTO COMPUTERS
Messing around with the telephone network soon became an 
intel lectual  playground for young engineering students.  To-
wards the end of the 1970s, this microculture turned into a 
wel l-known subculture.  More historical  evidence for epistemo-
logical  hacking in the early 1960s is found in an ar t ic le in the 
Massachusetts Inst i tute of  Technology (MIT)’s student news-
paper,  The Tech, t i t led »Telephone Hackers Active,«  and dated 
20 November,  1963. The ar t ic le describes how MIT students 

were caught playing with the phone system, some using the 
universi ty ’s PDP-1 computer to search the l ines.  This machine 
was not the f irst  computer at  MIT to make sounds.  The TX-0 
is a precursor,  for example.  In an emai l  interview I  conducted 
with Peter Samson, who was a student at  that t ime, he wrote: 
»The TX-0 had a bui l t- in loudspeaker,  most ly to aid in debug-
ging programs. The loudspeaker was attached to one bit  of 
the machine’s accumulator register.  The tones and patterns of 
sound i t  would make became famil iar to the machine's users, 
and could help determine whether a specif ic program was op-
erat ing properly or not .«  Samson wrote a compiler for the PDP-
1 as wel l ,  which simpl i f ied coding music with i t .  Notably,  i t  was 
possible to play four tones at  once,  which made i t  theoret ical ly 
possible to synthesize two simultaneous tones that the »phone 
phreaks« would use for control l ing the telephone network.

COMPUTER MUSIC BEFORE ITS INVENTION
Ampli f ier- loudspeaker setups connected to the circuitry of  ear-
ly computers,  such as the one bui l t  into the TX-0 and prob-
ably the PDP-1 as wel l ,  were not unusual .  Other famous com-
puters with such circuitry were the UNIVAC-I,  the CSIRAC in 
Austral ia ,  and the Pi lot  ACE in England, as wel l  as later ma-
chines such as the Pegasus produced by Ferrant i  Ltd. ,  a lso in 
England. A working program had i ts  characterist ic sound de-
pending on where the ampli f ier ’s  input was connected, and the 
sound changed only when a fault  was detected.  Individual  f l ip-
f lops in di f ferent registers,  di f ferent data bus nodes,  or oth-
er passages of  data traf f ic could become sources for bleeps, 
pulses,  noises,  and other electroacoust ic s ignals .  Not only was 
passive l istening to processes of  computat ion very common, 
but so was an act ive explorat ion of  the machine whi le l istening 
to i ts  rhy thms. Machine instruct ions and algori thms somehow 
became algorhythms.*7)

REPLACEMENT OF LISTENING SKILLS
While some students at  MIT were playing with the PDP-1,  Fer-
nando José Corbató,  a postdoctoral  researcher at  the same in-
st i tut ion,  was leading a team developing the compatible t ime-
sharing system (CTSS).  CTSS was a computer system that 
could monitor i tsel f.  I t  was an early version of what later be-
came known as operat ing systems. With the CTSS system, the 
wetware of the chief  engineer and operator responsible for the 
maintenance of the computing machines was replaced by sof t-
ware.  Routine error detect ion and process monitoring,  previ-
ously per formed by humans and human ears,  was par t ly im-
plemented into the funct ional i ty of  computers.  The computers 
could soon l isten to themselves.  Ampli f ier- loudspeaker setups 
disappeared. At the end of the 1960s nobody was l istening 
to the rhy thm, noise,  and melodies of  data s ignals anymore, 
but rather reading signs and alphanumerical  symbols on their 
screens.  To put i t  provocat ively:  Reading,  inspect ing,  and look-
ing won over l istening.

UN-TUNING
Operators disappeared long before the development of  op-
erat ing systems in mainframe computing.  Telegraph operators 
were subsequently subst i tuted by tele-printers in the 1920s. 
Since the 1950s, telephone operators were gradual ly replaced 
by automatic switching machinery.  Even the computer i tsel f  was 
a replacement of  most ly female mathematicians cal led comput-
ers.  Other f ie lds touching on l istening pract ices,  media tech-
nology,  operators,  their  disappearance,  and their  implementa-
t ion into technology are,  for example,  the history of  acoust ic 
locat ion in aircraf t  detect ion,  sound-ranging for ar t i l lery detec-
t ion,  sonar,  and radar. 

Af ter a phase where the aural izat ion of  specif ic s ignals from 
the above-described Morse code, neural  act iv i ty,  natural  ra-
dio,  s ingle neurons,  switching machinery in telephony,  or elec-
tronic computers,  as wel l  as the necessary cognit ive ski l ls  of  the 
persons l istening to these sounds,  have been const i tuted as a 
cultural  technique*8),  l is tening ski l ls  were of ten formal ized, ab-
stracted,  automated, and f inal ly implemented and assimi lated 
into machinic processing.  The sounds became si lenced, un-
tuned, and disappeared to become par t  of  an inaudible op-
erat iv i ty.

MORE THAN JUST LOOKING
Understanding complex communicat ion networks,  machinic 
processes,  biological  s ignal ing,  and their  ecologies by l isten-
ing,  tuning,  and un-tuning to their  s ignals with s imple trans-
ducers such as the loudspeaker has a long history.  But even 
by l istening,  especial ly in the case of acoust ic media technol-
ogy,  their  inner workings and signal  processing are not audible 
per se.  This inaudibi l i ty is  of ten associated with invis ibi l i ty and 
thus bl indness.  The so-cal led bl ind spot of  media conceptual-
izes the inabi l i ty to perceive the operat iv i ty of  media.  Corre-
spondingly,  the s ignal  processing of imaging technology is  not 
graspable as an image. Understanding seeing by looking closer 
is  not possible.  Besides wait ing for the rare moments when me-
dia processing,  or operat iv i ty,  becomes perceivable,  i t  is  most-
ly through unexpected disturbances,  gl i tches,  and fai lures,  as 
wel l  as osci l lat ing between looking and l istening as described 
above that of fers a frui t ful  approach for perception.  Radar is 
not seeing with radio,  but closer to radio l istening.  Simi lar ly in 
sonar,  ul trasonic pulses are transmitted and the t ime elapsed 
is detected.  This is  not seeing underwater,  but rather l istening. 

ALGORHYTHMICS
In order to understand how our current high-tech machinery 
is  operat ing and what cultural ,  aesthet ic,  epistemological ,  and 
cri t ical  aspects are involved with their  disseminat ion,  a concept 
I  previously cal led algorhythmics might take a technological ly 
accurate and also creat ive posit ion.  While the term »rhy thm« 
refers not only to aesthet ics,  sound, and l iv ing organisms, but 
also to sonici ty,  s ignal  processing,  modulat ion,  f luctuat ions, 
and vibrat ions,  the term »algori thm« refers more to computer 
science,  mathematics,  stat ist ics,  formal languages,  or logics. 
By synthesizing algori thm with rhy thm the neologism »algo-
rhy thm« is  born,  osci l lat ing between code and signal ,  between 
the symbolic and the physical  s ide of  computat ional  media.
Algorhythmics is  thus a specif ic mental  mode of tuning,  a meth-
od of research-creat ion and ar t ist ic research as pract iced by 
myself  and others whose work is  informed by the specif ic post-
digital  interweaving of energy and information,  of  circuitry with 
computat ion,  and of symbolic manipulat ion with energetic pro-
cessing.  »The algorhythmic« is  an extension of »the sonic« as an 
overal l  category of  s ignal  f low, transgressing the l imits of  the 
musical  and the acoust ic with aspects of  symbolic manipula-
t ion,  information,  computat ion,  and technomathematics. *9) 
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*1) This is  an adapted and edited version of a for thcoming ar t ic le in the col lect ion Postdigital
 Aesthet ics:  Ar t ,  Computat ion and Design (Palgrave Macmil l ian,  2 0 1 5 ) edited by David 
 Berry and Michael Dieter.  For references ask the author,  miyazaki .shintaro@gmail .com

*2) Devices that sense al l  forms of st imul i ,  such as heat ,  radiat ion,  sound, vibrat ion,  pressure, 
 accelerat ion,  and so on,  and that can produce output s ignals that are electr ical ,  pneumatic
 or hydraul ic may be cal led transducers.  Thus many measuring and sensing devices,  as 
 wel l  as loudspeakers,  thermocouples,  microphones,  and phonograph or guitar pickups are
 al l  transducers.

*3) Kahn, D. (2013),  Ear th Sound Ear th Signal :  Energies and Ear th Magnitude in the Arts ,
 Berkeley:  Universi ty of  Cal i fornia Press,  14.

*4) Adrian,  E.  D. (1932),  The Mechanism of Nervous Action.  Electr ical  Studies on the 
 Neurone, Phi ladelphia:  Universi ty of  Pennsylvania Press,  6.

*5) Hubel ,  D. H. (1988),  Eye,  Brain,  and Vision,  New York:  W. H. Freeman (Scient i f ic 
 American Library) ,  69.

*6) Witt je ,  R.  (2013),  »The Electr ical  Imaginat ion:  Sound Analogies,  Equivalent Circuits , 
 and the Rise of  Electroacoust ics« ,  1863—1939, Osir is ,  28/1,  43f.

*7) See for more detai ls  on this Miyazaki ,  S.  (2012),  »Algorhythmics:  Understanding Micro-
 Temporal i ty in Computat ional  Cultures,  Computat ional  Cultures«,  A Journal  of  Sof tware 
 Studies,  No. 2,  onl ine issue.  And by the same author (2013),  »Urban Sounds Unheard-of : 
 A Media Archaeology of Ubiquitous Infospheres«,  Continuum, 27/4, 514—522;  and as 
 wel l  www.algorhythmics. ixdm.ch

*8) Parikka,  J.  (2013),  »Af terword: Cultural  Techniques and Media Studies«,  Theory,  Culture 
 & Society,  30/6, 147–159.

*9) See www.algorhythmics. ixdm.ch & www.detektors.org for examples of  such a pract ice.

Detectors by Mart in Howse and Shintaro Miyazaki  — prototype and f inal  PCB.
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»v i R u S e S ,  l i K e  A R t,  n e e d  A 
h o S t.  P R e f e R A B ly  A 

P o P u l A R  o n e . « * 1 ) 
v i R u S  P A i n t i n g  B y  j A M e S  h o f f

iPhone r ingtones have been transformed into gl i tchy fevers. 
Even widespread musical  genres such as dance music are not 
immune; in his recent album, Blaster (PAN, 2014),  Hof f  dis-
t i l ls  beats composed from 808 drum-machine samples down 
to their  source codes and exposes them to a range of v irus-
es,  ef fect ively mutat ing the genre’s DNA to produce a di f fer-
ent musical  animal .  For his virus paint ings,  he has infected the 
f i le types of  monochromatic digital  images,  producing stun-
ning corrupted images that then get transferred to aluminum 
or canvas.

While »tuning« refers to the optimizat ion of  systems — with al l 
components interact ing in ef fect ive harmony — then »untuning« 
addresses the at  t imes destruct ive,  at  t imes l iberat ing ef fects of 
disorderly,  messy operat ions.  In this sense the agency of mal-
ware and viruses,  as adopted by Hof f,  can be seen through the 
lens of  untuning,  breaking up the language of code from within 
and corrupting i ts  operat ional  per formance to produce unex-
pected ar tefacts .

The ar t ist ’s  interest  in a world that is  f i l led with code is mirrored 
in his general  fascinat ion with texts ,  as seen through his co-
founding of the Primary Information publ ishing house as wel l 
as his own publ icat ions,  which are conceived as parasi t ized 
»carrying devices.«  Hidden within copies his book, Everybody’s 
Pixel lated,  for instance,  were digital  memory cards carrying 
three gigabytes of  hacked code. 

In Hof f ’s  world no host medium is safe. . . 
— james-hof f.com

*1) James Hof f  quoted from an interview conducted by El i  Keszler for Bomb Magazine,
 No. 129, Fal l  201 4; www.bombmagazine.org/ar t icle/ 10095/james-hof f

Fasc i na ted  by  the  ab i l i t y  o f  v i ruses  to  move ,  mu l t ip l y  th rough ,  and  d i s rup t  fo rms  and  the i r  d i s t r i bu -

t io n  ne twor k s ,  New York-based  conceptua l  a r t i s t  James  Hof f  has  been  un leash ing  a  co l lec t ion  o f 

co mpu ter  v i r uses  and  s ta te- funded  ma lware  on to  a  myr iad  o f  unsuspec t ing  med iums . 
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Skywiper No. 3_
2014

chromaluxe transfer on aluminum
20 x 16 inches / 50.8 x 40.6 cm

(Inv# JH063)
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PRELUDE BY ANKE ECKARDT
The HSS (Hypersonic Sound System) H450 loudspeaker oper-
ates in a frequency range f ive t imes higher than the upper l imit 
of  the human hearing range. The ult imate audible useful  s ignal 
is  modulated to an ul trasonic frequency of 100 kHz. The higher 
a frequency is ,  the more directed the sound wave is propagated 
in space.  The speakers’  extremely vectored output — namely at 
a radiat ion angle of  just  three degrees — is of ten compared to a 
pocket lamp’s l ight cone. Ultrasonic technology was developed 
original ly by the mil i tary for the purpose of psychological  war-
fare.  With the aid of  ul trasonic speakers i t  is  possible to expose 
target individuals or smal l  groups of  people to an onslaught of 
sound, even over a considerable distance. 

One of the f irst  associat ions people make with regard to ul-
trasonic loudspeakers is  the topos of Sonic War fare.  However, 
that is  not the main topic of  the fol lowing conversat ion.  Here, 
we explore instead how perspect ives on audit ive perception 
and i ts  various cultural  appl icat ions have shi f ted,  or wi l l  shi f t  in 
the future,  owing to the recent and/or prospective uses of  ul-
trasonic loudspeakers,  and in par t icular to: 

» the LRAD Corporat ion’s production of the »High Intensity Di-
rected Acoust ics« (HIDA) system (an of fshoot technology of 
the HSS) and a microwave weapon cal led »MEDUSA« (Mob 
Excess Deterrent Using Si lent Audio),  which — echoing the ob-
ject ives of  the HSS — beams sound direct ly into a subject ’s  cra-
nium.« — Heys,  201 1

Woody Norris ,  who holds a patent on the use of  hypersonic 
sound as a non-lethal  acoust ic weapon, has spoken about the 
eight years and for ty mi l l ion dol lars invested in i ts  develop-
ment by the ATC — American Technology Corporat ion (You-
Tube NORUSCAI,  2013).  The most famous product or out-
come of the ATC’s research was Long Range Acoust ic Devices 
(LRAD, 2013).  In the early days,  marines deployed during the 
second Gulf  War tested these against  the feeble resistance 
of Iraq (Chaudhuri ,  2012).  LRADs are also used by the mil i-
tary for coastal  survei l lance and against  pirates:  »Since 2005, 
LRAD systems have proven to be an integral  tool  in a scaled 
EOF protocol ,  star t ing with the thwarted attack on the cruise 
ship Seabourn Spir i t .  The use of  LRAD as a deterrent in the 
Horn of Afr ica region continued with i ts  use by a Japanese 
Navy destroyer in preventing the hi jacking of a Singaporean 
tanker in Apri l  2009« (Safety For Sea,  2013).  American pol ice 
used LRAD technology against  protesters at  the G20 protests 
in Pit tsburgh in 2009 (Al len & YouTube G20, 2009) as wel l 
as against  the Occupy Wall  Street Movement in New York in 
20 1 1 (Parascandola and Connor & RT news, 20 1 1) .  Just  recent-
ly,  LRAD technology was ready for use at  the London Olympics 
in 2013 (Thomas,  2013).  I  would l ike to add, with regard to their 
loudness,  that the LRAD 500XTM / LRAD 500X-RE systems 
which can be recognised on photos of  these events,  can reach 
maximum levels of  149dB at one meter (LRAD Product Over-
view, 2013),  whereas pain star ts at  120dB. I t  is  also insightful  to 
note that the ACGIH (American Conference of Governmental 

Industr ial  Hygienists) def ined 145dB as the legit imate cei l ing 
values for 31 .5kHZ, 40kHz, and 50 kHz (highest reference 
frequencies) in their  1998 report ,  whi le countr ies l ike Japan, 
Canada, and Russia designated 1 10dB for the same frequencies 
(ACGIH, 1998).     

»One can see that the American industr ial  hygiene l imits for ul-
trasound are somewhat more lenient than l imits from other na-
t ions or bodies.«  — ACGIH, 1998

In his thesis ,  Toby Heys writes about another aspect of  ul tra-
sonic weapons,  one which I  bel ieve marks a paradigm shi f t :

»OUR EVERYDAY 
ACTIONS, 

RELATIONSHIPS, AND 
MOVEMENTS ARE ALL 

MODIFIED BY 
SONIC, INFRASONIC, 

AND ULTRASONIC 
FREQUENCIES.«

»[. . . ]  non-lethal  weapons are relat ively new. In the 1960s U.S. 
pol ice forces had employed rubber bul lets and chemical  sprays 
in order to deter and subdue r ioters.  During the f irst  Gulf  War 
a second wave of non-lethal  weapons including lasers,  st icky 
foams, caust ic solut ions,  and a range of »acoust ic« weapons 
(that ut i l ise any frequencies,  including infrasonic technologies 
that cause debi l i tat ing nausea and sickness) were introduced 
into conf l ict  zones.  Non-lethal  weapons have been developed 
and introduced into theatres of  conf l ict  with their  media rep-
resentat ion in mind. Governments and mil i tary leaders around 
the world real ise that their  publ ic support can quickly decom-
pose via empathet ic repercussions to observed violence and 
pain.  They have learnt how to play the media game that Mar-
shal l  McLuhan spoke about in the 1960s, leading them to »re-
search the ›bio ef fects‹  of  beamed energy . . .  searching the 
electromagnetic and sonic spectrums for wavelengths that can 
af fect human behaviour.«  (Pasternak,  1997) In fact ,  they have 
not so much learnt how to play this game as they have re-im-
agined i t  by changing the locat ions on which i t  focuses — from 
the observable batt lef ield to the non-vis ible theatre of  opera-
t ions,  from the zone reverberat ing with screams and explo-
sions to the non-sound environment,  to a spat ial i ty where one 
cannot hear or locate the presence of the enemy. The move-
ments that transfer the mil i tary from noise to s i lence,  from the 
perceptible to the non-perceptible are ideological ly composed 
from the age-old scores of  camouflage.  I t  is  only recently,  how-

In  the i r  d i a l ogue ,  Toby  Heys ,  a  member  o f  the  research  co l l abora t ion  AUDINT,  and  Anke  Ecka rd t , 

so u nd  phenomeno log is t  and  ins ta l l a t ion  a r t i s t ,  i n t roduce  and  d i scuss  the  HSS (Hyperson ic  Sou n d 

Sys tem) ,  a  l oudspeaker  or ig ina l l y  deve loped  for  m i l i t a r y  use  and  reappropr ia ted  by  both  a r t i s t s  f o r 

the i r  own crea t i ve  commentar ies  on  the  »haun to log ica l  power  o f  son ic  weaponr y. «  In  20 1 2 ,  bo th 

a r t i s t s  sepa ra te ly  presen ted  work  a t  CTM.  Heys  jo ined  o ther  AUDINT member  S teve  Goodm a n  to 

ass embl e  a n  i ns ta l l a t ion  o f  the i r  Dead  Record  O f f i ce ,  a  f loor- to-ce i l i ng  a rch ive  o f  se l f-des igne d  re -

co rd  s l eeves ,  ea ch  represen t ing  a  document  f rom the  team's  research  on  the  mi l i t a r y-d i sc ip l inar y  u s e 

o f  sound .  HSS speakers  pumped ou t  c r yp t ic  beams  o f  h igh- f requency,  h igh ly-d i rec ted  sound  wave s 

across  the  room f rom above .  Eckard t 's  i ns ta l l a t ion ,  »Be tween  |  You  |  And  |  Me , «  employed  the  HSS 

in  th e  c rea t i on  o f  an  immater ia l  wa l l  o f  sound  and  l igh t .  Par t i c ipan ts  cou ld  wa lk  th rough  the  wa l l  a n d 

exper i ence  a  f l ee t ing ,  sca th ing  ins tan t  o f  p ie rc ing ly  d i rec ted  l igh t  beams  and  sound  waves .  In  a  a n -

o ther  text  i n  th i s  magaz ine ,  » In te rna l :  AUDINT (Phonocu l tu ra l  S tud ies ) , «  Marc  Couroux  con t in u e s  a 

d ia l ogue  a bou t  the  psycho log ica l l y  harmfu l  po ten t ia l  o f  wave forms  by  t ipp ing  h i s  ha t  to  the  cou ra -

ge ous  pub l i c  ser v ice  o f fe red  by  the  AUDINT opera t ion  in  i t s  d i sc ip l ined  exp lora t ion  o f  » sound ,  de -

ce pt i on ,  a nd  eso ter ic i sm. «

S o n i c  B e A M S  —  o n  t h e  

P e R c e P t i o n  o f  u lt R A - d i R e c t e d 

A c o u S t i c  R A d i At i o n
A  c o n v e R S A t i o n  B e t w e e n  t o B y  h e y S  &  A n K e  e c K A R d t

AUDINT »Dead Record Of f ice«,  20 1 1/2012, instal lat ion at  Kunstquar t ier Bethanien,  CTM 201 2 Fest ival .  Photo by Tamami I inuma.
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ever,  that weapon systems have caught up with the mart ial  de-
sire to out-manoeuvre and damage an enemy without having 
to make onesel f  or one’s armaments over t ly present in the pro-
cess.  Dr.  John Alexander,  former member of  the U.S.  Army’s 
Special  Operat ions divis ion and advocate of  non-lethal  tech-
nologies,  supports such asymmetric and abstracted types of 
conf l ict  because › there is  a misconception that war is  about 
ki l l ing . . .  War is  about the imposit ion of  wi l l .  Non-lethal  weap-
ons f i t  in the spectrum of this . ‹  (BBC News, 2003) As noted 
by Steve Wright (2000),  non-lethal  techniques in the form of 
acoust ic weapons are being used in both mil i tary environments 
and in civi l ian contexts such as hostage rescue,  crowd control , 
and urban combat precisely because they do not ar t iculate the 
old language of observable pain.  The empowering of agency 
through waveforms has now reached a point where the instru-
mental i ty of  a weapon is def ined as much by i ts  capacity to 
negate i ts  own violent ident i ty as by i ts  potent ial  to forceful ly 
extend one’s pol i t ical  bel iefs or geographical  preoccupations.
As out l ined in a paper given by the Arms Divis ion of  Humans 
Rights Watch (1999):  ›There are indicat ions that acoust ic weap-
ons are also being developed for secret ‘special ’  missions and 
cover t  operat ions such as counter-terrorism. Acoust ic weap-
ons are also being developed with commercial izat ion in mind, 
for civi l  law enforcement,  border control ,  and internal  prison 
use . . .  The exist ing mil i tary l i terature indicates that acoust ic 
weapons — across the ent ire frequency spectrum, from infra-
sound to ul trasound — have the abi l i ty to cause severe pain, 
loss of  bodi ly funct ions,  and bodi ly injury.  Depending on the 
frequencies,  intensit ies,  and modulat ions employed, acoust ic 
weapons could cause permanent or temporary physical  dam-
age, including damage to internal  organs,  inter ference with the 
workings of  the central  nervous system . . .  t issue destruct ion, 
haemorrhaging,  spasms, acoust ic fever . . .  s igni f icant decre-
ment in visual  acuity,  incontinence,  postexposure fat igue,  and 
di f fuse psychological  ef fects . ‹  Sonic weapons force us to re-
think violence and i ts  af fects ,  pain and temporal i ty,  and geogra-
phy and extension of the sel f  because the taxonomy of conf l ict 
we have come to know and understand is being re-recorded by 
techniques and tools that refuse the history of  perception.  In-
stead they orchestrate a future of  non-presence.« — Heys,  20 1 1

I .  IMAGINED WORLDS
Anke eckardt:  This is  where the prelude ends and the door to 
imaginat ive worlds opens.  In his essay col lect ion,  Electronic 
Revolut ion (1970),  Wil l iam S.  Burroughs wrote:

» I  consider the potent ial  of  thousands of  people with record-
ers,  por table and stat ionary,  messages passed along l ike s ig-

which is  di f f icult  or implausible for humans to perceive because 
of the bio-mechanical  l imitat ions of  the sensorium. In this way 
the presence of frequency-based weapons in cultural  produc-
t ions tel ls  us about the project ion of  the mil i tary-enter tainment 
complex into a future where modes of colonisat ion and con-
f l ict  are channel led in the vibrat ional  f ie lds that are current ly 
beyond perceptive comprehension. 

I I .  THE INNER VOICE 
Ae:  In most of  the comics I  l is ted,  sonic beams are used as a 
means of  secret communicat ion.  The character Songbird s i-
lent ly sends out a spoken message: »Chen, I ’m using a directed 
sound beam to talk to you.« In Daredevi l ,  the character St ick 
talks to the character Punk,  who l ies in a tank,  s leeping:  »You 
can leave the tank any t ime you want,  Punk.« — »St ick,  I  told 
you.  I t ’s  the radiat ion.  I t ’s  made every sound so loud.« In Un-
canny X-Men Emma’s par t  is  taken over :  »Emma’s telepathy is 
out .  Mimic i t  and communicate a message, then switch to help-
ing any civi l ians out of  the area.«  Frederic Myers f irst  used the 
word »telepathy« ( from the ancient Greek τηλε ,  te le meaning 
»distant« and πάθη ,  pathe or patheia meaning »perception,  ex-
perience«) in December 1882, in the f irst  volume of the Journal 
of  the Society for Psychical  Research.  Myers wrote:

»We venture to introduce the words Telesthesia and Telepathy 
to cover al l  cases of  impression received at  a distance.« — Para-
normal Encyclopedia,  20 1 3   
   
Elsewhere i t  is  translated as: 

»communicat ion between minds by some means other than 
sensory perception« — The Free Dict ionary,  2013 

and i t  has come into general  use in place of the earl ier term, 
thought transference (Carrington,  1930).  In the scient i f ic con-
text ,  this phenomenon is invest igated within the discipl ine of 
parapsychology.  Direct ional  ul trasound seems to feature at 
least  two of the characterist ics of  a telepathic channel .  First ly, 
with regard to other people:  sound can only be heard inside of 
the sonic beam. I f  a person does not remain physical ly within 
the sonic beam and i f  condit ions are per fect ( i .e .  i f  sound does 
not bounce back of f  nearby architecture),  then sound trans-
mission is  inaudible.  And, secondly,  there is  the phenomenon 
of hearing voices,  i .e .  a person’s perception of what seems to 
him/her to be an inner voice that originates in his/her own 
head, even though the sound comes from an external  source 
such as a loudspeaker.  I  want to add now the technical  expla-
nat ion of  how the HSS loudspeaker can simulate this phenom-

nal drums, a parody of the President ’s speech up and down the 
balconies,  in and out open windows, through wal ls ,  over cour t-
yards,  taken up by barking dogs,  muttering bums, music,  traf f ic 
down windy streets,  across parks and soccer f ie lds.  I l lusion is 
a revolut ionary weapon. [SOUND] AS A FRONT LINE WEAP-
ON TO PRODUCE AND ESCALATE RIOTS. There is  nothing 
myst ical  about this operat ion.  Riot sound ef fects can produce 
an actual  r iot  in a r iot  s i tuat ion.  RECORDED POLICE WHIS-
TLES WILL DRAW COPS. RECORDED GUNSHOTS, AND 
THEIR GUNS ARE OUT.« 

Toby,  you begin Chapter 4 of  your thesis ,  »Out of  Earshot:  A 
Ventr i loquist ic Ontology of Direct ional  Ultrasound,« by l ist ing 
examples of  waveformed armaments in the ar ts : 

»The f ict ional ised project ion of  waveformed armaments over 
the past century has been commonly narrated through f i lms, 
books,  and music ( in terms of l i terature there is  Ayn Rand’s 
novel  Atlas Shrugged. In f i lm there are numerous examples 
including Alfred Hitchcock’s Foreign Correspondent (1940), 
Sherman A. Rose’s Target Ear th (1954),  and Edward L.  Cahn’s 
Invis ible Invaders (1959) [ . . . ] .«  — Heys,  20 1 1

In my research I  came across sonic beams in early comics,  for 
example in Classic Star Wars by Russ Manning (1979);  in Mar-
vel  Two-In-One by Mark Gruenwald,  Ralph Macchio and John 
Byrne,  with regard to the character Songbird (1979);  in Frank 
Mil ler ’s  Daredevi l ,  with regard to the characters Punk and St ick 
(1982);  or,  to use a more recent example,  in the comic Un-
canny X-Men by Carlos Pacheco, with regard to the character 
Emma (20 1 1) .  Do you see some kind of larger vis ion embedded 
in the examples you l isted? What do waveformed armaments 
stand for in these books and f i lms? Where do these imagined 
worlds lead us?

to by h eys:  In Japan, anime is also a fer t i le cultural  environment 
for the representat ion of  sonic,  ul trasonic,  and infrasonic tech-
nologies and weapons.  In Trini ty Blood (2005) for example,  an 
organ (not unl ike Gavreau’s fabled infrasonic organ) controls 
bel ls  that produce si lent noise strong enough to f lat ten a ci ty. 
General ly speaking,  the sonic weapons in early science-f ict ion 
animations,  f i lms,  books,  and comics seem to represent an oth-
erworldly power ;  a capacity to go beyond the physical ,  beyond 
the basic concept of  debi l i tat ing and destroying physical  mat-
ter.  This » futurist ic« transgression manifests i tsel f  as a power 
over the ephemeral ,  the vibrat ional ,  and ult imately in human 
terms — the neurological .  This is  interest ing as i t  points to a de-
sire within Western mil i tary thought to target control  over that 

enon. Al l  actual  audio s ignals played by this model are in fact 
far too high to be heard:  the carr ier frequency (stat ic 100kHz) 
and the modulated signal  (varying between circa 100kHz and 
110kHz) are outside the range of human hearing.  In fact ,  what 
can be heard is  just  the di f ference tone,  ranging in this case 
from 0–10kHz. I t  is  a physical  ef fect caused by wave inter fer-
ence in the air,  and a psychoacoust ic ef fect caused inside of the 
l istener ’s head. In Sect ion 2 of your disser tat ion — »The Story 
of  the Whispering Parasi te and Siamese Consciousness« — you 
intensively invest igate the phenomenon of the inner voice from 
another,  non-phenomenological  perspect ive: 

»The HSS’s faci l i ty to not just  speak to the inner voice,  but more 
precisely,  to create another internal ly occurring ar t iculat ion wi l l 
be considered a central  object ive of  the technology.  [ . . . ]  Tech-
niques harnessing audible overload for af fect reached their  na-
dir  in the tor ture cel ls  of  Guantánamo. By applying acoust ic 
repeti t ion and excess,  the detained subject was pressured by 
sound into deteriorat ing rhy thms of psychological  col lapse and 
breakdown, in the hope that his inner voice could be located 
and ampli f ied.  As already suggested,  the ul trasonic beam rep-
resents a whole new way of thinking about perception,  excess 
and agency.  Instead of perceptible sonic pressure,  we have an 
imperceptible channel l ing of  external ised agency to consider, 
one that negates the ef f icacy of  the sonic as an ef fect ive force. 
As an instrumental  modal i ty,  the power of  excess no longer 
resides in the external  production of sonic dominance and i ts 
reverberatory pol i t ics.  In ul trasonic terms,  the operat ive prop-
er t ies of  excess are now re-assigned to direct ly manifest  and 
propagate themselves within the internal  cognit ive faci l i t ies of 
the subject ,  as voices are beamed into a target ’s head. The ex-
tension of one’s voice into the mind of another,  without i t  being 
perceivable by the sensorium, circumvents al l  rat ional  pract ic-
es of  def ining the sel f ’s  relat ionships to the world at  large.  This 
transmitted voice is  not ident i f ied as emanating from an exter-
nal  source,  however.  Rather i t  is  deceit ful ly projected as an in-
ternal ly occurring presence. In an act of  acoust ic double-cross, 
the HSS ultrasonical ly s imulates a secondary essence of the sel f 
— a whispering parasi te that engages with a target ’s inner voice 
to spawn a Siamese consciousness.    
Whereas phi losophers such as Deleuze and Guattar i  (1987) 
have conceptual ised the historical ,  behavioural  and socio-po-
l i t ical  dynamics of  the contemporary schizophrenic subject 
through the fractured voice,  the consciousness being discussed 
here is  represented by the congeal ing prol i ferat ion of  excessive 
vocal  channels .  Hence the HSS takes measure of  the not ion that 
› inner speech is an almost continuous aspect of  sel f-presence‹ 
(Don Ihde,  2003) and, by increasing i ts  cadence, orchestrates 
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a sur fei t  of  presence within the sel f.  Anonymously supplement-
ing the subject ’s  audible and inner ar t iculat ions,  the ul trasonic 
beam plants another third voice direct ly into the head, cover t ly 
disassociat ing i t  from i ts source.  More than any other mode of 
sonic reference,  the voice and more specif ical ly,  speech — es-
pecial ly when i t  is  perceived as being disembodied — has the 
potent ial  to create a debi l i tat ing range of corol lary states,  from 
fear and terror to insanity.«  — Heys,  20 1 1

What interests me is to know whether you see a connection be-
tween the phenomena you wrote about or the phenomena that 
you experienced whi le l istening to ul trasonic loudspeakers and 
telepathic pract ices? 

th:  I  f ind the experience of l istening to HSS speakers a di f f i-
cult  one because I  have t innitus (r inging in the ears) and the 
frequencies of  the HSS tend to exacerbate the condit ion;  so 
I  have what might be cal led a strained relat ionship with the 
technology. 

With regard to telepathic pract ices,  I  can see this speaker dy-
namic being ref ined and improved over the shor t-term future 
to the point where i t  is  so accurate that there wi l l  be l i t t le spi l l-
age in terms of i ts  targeted spat ial i ty.  Given that i t  is  a nascent 
system, this means that i ts  capacity to deceive the human sen-
sorium has not yet been ful ly real ised.  What is  interest ing about 
the HSS is where i t  points to and what i t  s ignals in terms of the 
mil i tary-enter tainment complex’s agenda regarding the colo-
nisat ion of  the perceptual  hinterlands.  The creat ion of  the HSS 
is the real isat ion of  such aspirat ions,  for i t  is  a technology that 
can el ide architectonic relat ions and al low mil i tary and pol icing 
organisat ions to direct ly do what they have always wanted to 
do, namely,  » to get into another person’s head.« The aim of get-
t ing into someone else’s head has been with us s ince humans 
were cognisant of  the fact that the head is the place that gives 
us aims in the f irst  place.  Throwing a voice into the skul l  of  an 
unsuspecting subject wi l l  disorient the sel f ’s  inner ar t iculat ion 
and interrupt i ts  system of waveformed associat ion by discon-
nect ing the locus of  perception from the point of  transmission. 
In terms of f ight or f l ight responses,  for example,  the network 
of  decis ions an individual  makes every day about presence, 
movement within space,  and possible routes of  escape is based 
on an abi l i ty to di f ferent iate the dangerous from the quotidian. 
I f  one cannot determine where a voice is  coming from, or why 
i t  is  audible at  al l ,  i t  disrupts the essent ial  causal  relat ionships 
with which one composes rat ional i ty and survival  inst incts .  This 
aim, to get into another ’s head, has,  i t  seems, always been with 
us;  and i t  wi l l  persist  unt i l  there are technologies that al low us 
to do so in a way that is  as regular as the way we might use a 
mobile phone. This does not seem l ike science-fantasy to me 
at this point ;  rather i t  seems l ike the next logical  step,  one that 
bui lds upon the trajectory of  technologies (the gramophone, 
the telephone, the Internet) that al lows us to connect with one 
another over distances beyond those which the human voice 

As the incoherent rat ionale of  ul trasonics compels us to con-
struct new ways of  thinking about waveformed locat ion and 
si tuat ion,  i t  concurrent ly ar t iculates the language of an age-
old struggle.  The conf l ict  over publ ic space and over terr i to-
ry (whatever i ts  formulat ion) has been resonant within human 
and animal kind ever s ince environments could be traversed, 
as Edward Said pointed out in Culture and Imperial ism (1993), 
when he claimed that we are never outside of  this negotiat ion of 
geography and, by extension,  of  spat ial i ty.  Vir i l io intones that :

»Social  priv i lege is  based on the choice of  v iewpoint (before 
attaching i tsel f  to accidents of  for tune or bir th) ,  on the relat ive 
posit ion that one manages to occupy,  then organise,  in a space 
dominat ing the trajectories of  movement,  keys to communica-
t ion,  r iver,  sea,  road, or bridge.« — 1977

»ONE OF THE COMPEL-
LING ASPECTS OF 

DIRECTIONAL 
ULTRASOUND IN A 

SOCIAL CONTEXT IS 
THAT THE SPECULA-

TIONS AROUND IT AS A 
TECHNOLOGY ARE 

PREDOMINANTLY 
DYSTOPIAN ONES.«

From the perspect ive of  those ut i l is ing the ul trasonic beam, the 
ocular viewpoint is  st i l l  s igni f icant ,  as targets need to be sighted 
in the f irst  instance so that the HSS can be trained upon them. 
But ,  i t  is  the waveformed channel that priv i leges them with the 
key to discrete communicat ion.  As the l inear transmission of 
the frequencies opens up hermetic corridors of  lat i tude and 
longitude,  i t  transgresses the mapped logics of  distance and 
vehicular transportat ion by generat ing concealed passages.  In 
this way the ul trasonic beam renders the connection between 
space and distance tenuous;  for,  at  the centre of  i ts  cal ibrat ing 
system is the targeted subject ’s  cranium, whi lst  i ts  circumfer-
ence embraces the cerebral  ampli tudes of  sanity and insanity. 
The only metering of distance that matters here is  the one de-
pendent on the direct ion of  a technology that equates the ra-
t ionale of  the compass with the extension of the sel f  into an-
other body. 

can overcome through project ion by the lungs,  larynx,  and the 
ar t iculators.  I t  was only in March 2013 that two rats ,  located 
thousand of mi les apar t ,  were able to cooperate telepathical ly 
via brain implants (Heaven, New Scient ist ,  2013).  Current ly the 
same system is being experimented on with monkeys (Pais ,  The 
Guardian,  201 3) and i t ’s  fa ir ly obvious that the implantat ion of 
this technology into human subjects is  the desired outcome.

I I I .  COMMERCIAL USE
Ae :  In his 2003 TED lecture in the USA, Woody Norris said:
  
»ABC and Sony have devised this new thing,  where when you 
step in the l ine in the supermarket — ini t ia l ly i t  wi l l  be at  Safe-
ways (supermarket chain) ;  i t ’s  at  Safeways they are tr ia l l ing this 
r ight now, in three par ts of  the country — you’ l l  be watching TV. 
And hopeful ly they’ l l  be sensit ive to the fact that they don’t  want 
to of fend you with just  one more out let  — but what ’s great about 
i t ,  from the tests that have been done, is  that i f  you don’t  want 
to hear i t ,  you take about one step to the s ide and you don’t 
hear i t .  So we create s i lence as much as we create sound.«  — 
Norris ,  2003. 

Let me state the obvious f irst ,  which is  the manipulat ive char-
acter of  the last  phrase.  Who creates s i lence/sound for whom, 
and for which purpose? Going beyond that — and also put-
t ing aside the fact that the fantasy of  ABC, Sony,  and Michael 
Norris for tunately does not yet seem to be the standard in the 
USA — what st i l l  interests me here is  the potent ial  of  hyperdi-
rect ional  ul trasound with regard to i ts  commercial  uses by in-
dustry.  I f  one can be touched by sound then the logical  ques-
t ion,  from the industr ial ists ’  perspect ive,  is :  Why not establ ish 
audit ive channels to promote products? Why not use sound to 
add atmosphere ( i .e .  emotive information),  as a supplementary 
dimension of v isual  adver t isements,  such as the bi l lboards we 
see in publ ic space? One could even argue that to address not 
only visual  perception but also addit ional  senses for promo-
t ional  purposes does not ,  in fact ,  mark a paradigm shi f t .  What I 
am thinking about here,  concretely,  are the chal lenges involved 
in continuously shaping and designing acoust ic publ ic space 
against  the shi f t ing backdrop of the apparent ly di f fer ing un-
derstandings of  the funct ions of  acoust ic publ ic space such as 
occur in our broad variety of  cultural  s i tuat ions and contexts . 
How does adding direct ional  ul trasound intersect with that? 

th :  The notion of an ocular publ ic space is very di f ferent from 
that of  an audible publ ic space in terms of what is  admissible, 
what is  marginal ised,  and what is  deemed to be transgressive. 
Our everyday act ions,  relat ionships and movements are al l 
modif ied by sonic,  infrasonic,  and ultrasonic frequencies.  We 
know how to ar t iculate and def ine those that are sonic because 
they occur within the realm of our perceptual  mechanisms; but 
we have l i t t le not ion of those that fa l l  outside i t  — ul trasound 
and infrasound — when i t  comes to sharing our experience of 
their  ut i l isat ion,  their  af fect ,  and their  ef fect . 

IV.  POTENTIAL
Ae: Last but not least ,  I  would l ike to ask:  Can you imagine 
there being any posit ive potent ial  in direct ional  ul trasound 
technology? Of course,  there is  the wide and wi ld f ie ld of  the 
ar ts .  Apar t  from that ,  I  was thinking about the acoust ic ecology 
approach, which addresses the relat ionship between l iv ing be-
ings and their  environment as mediated through sound. One of 
the major concerns of  the acoust ic ecology approach is :   
  
»(to design and create) healthy and acoust ical ly balanced son-
ic environments.«  — World Forum for Acoust ic Ecology,  20 1 3

This brings us to the issue of how to retain meaningful  acoust ic 
information yet reduce overal l  noise.  So what do you think,  for 
instance,  about guidance systems in airpor ts or train stat ions 
real ised through the use of  ul trasonic frequencies,  or about the 
use of  ul trasonic loudspeakers in exhibit ion design? Do you 
know any other examples of  appl icat ions you would consider 
to be l i fe-enhancing? 

th:  One of the compel l ing aspects of  direct ional  ul trasound in 
a social  context is  that the speculat ions around i t  as a technol-
ogy are predominantly dystopian ones.  In terms of i ts  ut i l isa-
t ion within f ie lds such as sonochemistry or medical  sonogra-
phy,  for example,  i t  has proven to be a very ef fect ive technique; 
yet when the beam's target happens to be made of f lesh and 
blood, our cultural  response tends to harken back to examples 
of  i ts  usage in the sci-f i  f i lms,  books,  and animations of  which 
we spoke earl ier.  Some of the original  concepts for the Hyper-
sonic Sound System speakers in par t icular foresaw their  use by 
the Navy for ship-to-ship communicat ion,  whenever electron-
ic systems were compromised by unforeseen incidents.  In the 
downloadable pdf (ATCSD, 2013),  i t  is  also stated that there 
is  a possible use within automobile safety design,  namely the 
abi l i ty of  the »HSS announcement device in the dash to ›beam‹ 
aler t  s ignals direct ly to the driver.«  Even with such »funct ion-
al«  possibi l i t ies that could improve the travel  experience,  for 
example,  i t  is  problematic to think of  ul trasound beams in an 
over t ly favourable manner.  Rather than try to think of  posit ive 
outcomes,  maybe i t  would be more apt to recal l  J.G. Bal lard’s 
darkly sat ir ical  take on an ul trasonic future,  The Sound-Sweep, 
in which he extended and expanded the notion of the beam 
into a world where: 

»s ince the introduction a few years earl ier of  ul trasonic music, 
the human voice — indeed, audible music of  any type — had 
gone completely out of  fashion.  Ultrasonic music,  employing a 
vast ly greater range of octaves,  chords and chromatic scales 
than are audible by the human ear,  provided a direct neural 
l ink between the sound stream and the auditory lobes,  gene-
rat ing an apparent ly sourceless sensat ion of harmony, rhy thm, 
cadence and melody uncontaminated by the noise and vibra-
t ion of  audible music.«  — Bal lard,  1960
This shor t  story,  f i rst  publ ished in Science Fantasy in 1960, is 
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played out in an ul trasonic world,  where »noise,  noise,  noise . . . 
[ is]  the greatest  s ingle disease-vector of  civ i l izat ion« (1960: 
52);  a scourge that is  col lected (swept) in a fashion simi lar to 
the way we pick up and dispose of garbage today.  Through this 
parody of a sonical ly sanit ised environment,  Bal lard ef fect ively 
champions that which is  outside of,  and thus that which haunts, 
the vector of  clean,  unfettered communicat ion.  Describing the 
violent cacophony created by noise,  he describes the sound-
scape in which the refuse col lector of  excess sound operates 
(a world in which Canadian composer R.  Murray Schafer — the 
founder of  the World Soundscape Project and one of the ear-
ly proponents of  acoust ic ecology — would later academical ly 
achieve what the soundsweep does in pulp form): 

»Occasional ly,  when super-saturat ion was reached af ter one 
of the summer hol iday periods,  the sonic pressure f ie lds would 
spl i t  and discharge,  vent ing back into the stockades a night-
marish cataract of  noise,  raining on to the sound-sweeps not 
only the howling of cats and dogs,  but the mult i- lunged tumult 
of  cars,  express trains,  fa irgrounds and aircraf t ,  the cacophonic 
musique concrète of  civ i l izat ion.«  — Bal lard,  1960

In the sales pitch that comes with the HSS, we are told that i t  is 
these kinds of  cataracts that the HSS promises to cut through 
with a surgical  precis ion.  With a sharpness of  a di f ferent nature, 
Fr iedrich Kit t ler,  the author of  Discourse Networks,  informs us 
that the »very channels through which information must pass 
emit  noise.«  (1990: 183—4) Thus,  maybe i t  is  not so much that 
direct ional  ul trasound eradicates noise,  but that the dynamics 
of  noise and of sonic excess change their  spat ial  parameters 
and therefore their  expression.  From an external ised locat ion of 
sur faces to an internal ised terrain of  f lows,  a whole new pol i t ics 
of  perception is  being orchestrated.  And i t  is  technologies such 
as the HSS, technologies that work at  the edges of  the senses, 
that are involved in this remapping: systems that modulate the 
cacophonic musique concrète of  cognit ion.
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MEMORANDUM FOR THE OCCULTURE

FROM: XENOPRAXIS
SUBJECT: CONFLUENCES WITH AUDINT 

A coherent history of  the fraught engagements between sound, 
deception,  and esotericism has yet to be decis ively out l ined, 
yet we must concede that a plethora of  intersect ions between 
AUDINT’s imperat ives (across i ts  mult iple incarnat ions) and 
research interests inheri ted by The Occulture al low for a con-
sol idat ion of  trajectories not previously feasible.  As is  known, 
AUDINT (Audio Intel l igence) became operat ional ly ef fect ive 
immediately fol lowing World War I I ,  a spl inter cel l  made up 
of veterans of  the Ghost Army (conceived and lobbied for by 
Douglas Fairbanks Jr. ,  eminently schooled in the cinematic ar t 
of  i l lusion) and Nazi scient ists s iphoned under the auspices of 
Operat ion Papercl ip.  Recal l  a lso the r ich contingent of  ar t ists 
assigned to the 23rd Headquar ters Special  Troops — El lsworth 
Kel ly,  Bi l l  Blass,  Ar t  Kane among them — working in the ana-
dumbrat ive spir i t  of  WWI-era dazzle camouflagers.  (Kel ly has 
suggested that the evacuat ion of content from his work and 
consequent scumbling of f igure and ground — indispensable 
to ef fect ive dissimulat ion — proceeded direct ly from his war-
t ime ef for ts .)

I t  was around this t ime that forms of quantum modulat ion be-
gan to be envis ioned, which would tether subjects to control 
systems via intr icate feedback mechanisms, al lowing for con-
stant recal ibrat ion and improved accuracy in containing future 
tendencies.  (The Macy Cybernet ics Conferences beginning 
in 1946 rat i f ied this death-drive-inhibit ing program as a key 
transdiscipl inary horizon.)  Borrowed from the Muzak lexicon, 
quantum modulat ion refers to a form of control  no longer dedi-
cated to bodi ly regimentat ion but instead to preemptive mood 
priming. AUDINT’s Eduard Schül ler,  ex-Nazi audio engineer 
and sonic propaganda special ist  (as wel l  as a pioneer in direc-
t ional  speaker systems),  had already probed the manifold po-
tent ials of  sound to induce specif ic af fect ive orientat ions in l ine 
with mil i tary object ives.  The ef fect of  the s iren accompanying 
plummeting Nazi Stuka dive bombers preconsciously inscrib-
ing anyone within i ts  purview into a circuit  of  ant icipatory ter-
ror was an early key fulcrum.

Never theless,  the unit  lef t  aside (for the moment) the priming 
ef fects of  music and sound to ful ly devote i tsel f  to the rei f icat ion 
of  the vibratory forces discharged by sound clashes,  by isolat-
ing,  empir ical ly test ing and col l iding str ict ly cal ibrated frequen-
cies to pry open xenocommunicat ive channels whi le mutat ing 
»the physical ,  emotional ,  economic and architectural  format of 
a t ime and place in ways that have not been heard before.«  Un-
l ike acousmatic patr iarch Pierre Schaef fer ’s appropriat ion of 
Nazi magnetic tape technology to recode the world of  sound 
into homeostat ical ly regulated musical  patterns (harmonised 
with Cyber-Macy invocat ions),  AUDINT remained commit-
ted to unlocking the occult  potent ials of  the turntable in or-
der to reinstate into ef fect iveness a » frequency-based cel lu-

lar instrument that exists within al l  of  us,«  long-obsolesced by 
visual  modal i t ies advanced by invent ions such as the print ing 
press.  Af fect ionately monikered af ter computer science maven 
and wart ime codebreaker Alan Turing (who advised the unit  in 
1946),  the TwoRing Table was equipped with two arms capable 
of  playing a locked groove (etched into a stat ionary s lab of v i-
nyl)  backwards (counter-clockwise) and forwards (clockwise) 
s imultaneously,  i ts  past and future states ef fect ively fused to-
gether in the process.  I t  was quickly discovered that three of 
these devices engaged synchronously would unleash a three-
hooked composite able to expedient ly tunnel into the depths 
of  a subject ’s  amygdala — the emotional  centre of  the brain — 
at  which point i t  would infect iously mutate into an earworm, 
opening up by the same token a direct mental  por tal  that could 
thereaf ter be accessed simply by replaying the anamnest ic tr ig-
gers. 

Theodor Reik’s theory of  psychoanaly t ic l istening and his 1953 
study of obsessional  musical  fragments (The Haunting Melody) 
later conf irmed AUDINT’s intui t ion regarding the earworm as a 
transit ional  ent i ty able to bridge the gap separat ing the human 
from »other forms of v ibratory intel l igence,« though the phono-
vermicul i  in quest ion here were more akin to t innital  tones than 
conventional  pop hooks,  result ing from the uncanny col l is ion 
between the cover t  back-masked message and the over t  nar-
rat ive refrain (or,  the unconscious clashing with the conscious). 
Once lodged, the earworm as »ar t i f ic ial  waveformed intel l i-
gence« burrows in search of ancient sonic memories deeply 
embedded in the »cultural  DNA« of the host which,  when locat-
ed, act ivates the »third ear,«  a »phantom sense« hereaf ter grant-
ing access to past ,  present ,  and future »voices.«  In this l ight , 
recal l  a recent brief ing on xenaudial ’s  theory of  adjacencies, 
pursuing Danel B.  Scrol l ’s  1970s work involving the overlay 
of  heterogeneous musical  fragments,  leveraged simultaneit ies 
fostering the induct ion of permanently bound ent i t ies (double-
earworms) that also possessed demonstrable capacit ies to in-
augurate secret neural  pathways.  These Neben-Formel (nearby 
formulas) were made manifest  to Scrol l ,  given an epi lept ic con-
dit ion characterised by frequent temporal  lobe seizures inten-
si fy ing his sensit iv i ty to interval  s izes and melodic contours (the 
associated gl ischroid temperament that readi ly foregrounded 
the relat ive st ickiness of  a par t icular associat ion was an added 
benef i t) .  The PsychoSonic Anarchist  Detai l  (known to us) has 
recently developed a Shazam-hack app that ,  upon detect ing 
music playing in a given context ,  trawls through a dataset to 
locate,  as per specif ied parameters,  another music that might 
prof i tably insinuate i tsel f  into i ts  folds,  in the process infect ing 
anyone who happens to be in the vicini ty.

The draf t ing of Chi lean per formance ar t ist  Magdalena Park-
er into the phonocabal in 1959 inaugurated AUDINT’s sec-
ond phase dedicated to appl ied research with more immediate 
instrumental  impl icat ions.  Already famil iar with anthropologist 
Walter Cannon’s ar t ic le on voodoo death from 1942, which 
detai led the thanatropic ef fects of  intense fear,  Parker met with 
experimental  f i lmmaker Maya Deren in 1953, immediately fol-
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whose  ( se l ec ted)  ac t i v i t i es  have  sur faced  thanks  in  no  sma l l  measure  to  the  (undoubted ly  par t i a l ) 

d i s c l osures  o f  cur ren t  agen ts  S teve  Goodman and  Toby  Heys ,  mos t  no tab ly  in  the  con text  o f  the  2 0 1 1 

De ad  Record  O f f i ce  exh ib i t ion  a t  New York ’s  Ar t  In  Genera l .  Beyond mere  in format iona l  con s o l i -

da t i on ,  the  memorandum i s  d i s t ingu i shed  by  X’s  a t tempts  to  re la te  th i s  body  o f  m i l i t a r y-occu l tu ra l 

re sea rch  to  h i s  own ou t f i t ’s  consummate  inves tment  in  bo th  h i s tor ic i s ing  and  d i rec t l y  engag i n g  i n 

para l l e l  (occa s i ona l l y  i n te rsec t ing)  s t rands  o f  hyper-secre t  aud i tor y  exper imenta t ion ,  w i th  a  ke e n 

e ar  l en t  to  the  i nd i spensab le  ro le  p layed  by  a r t i s t i c  prac t ice  in  deve lop ing  t rac tab le  car r ie rs  ca pa -

b le  o f  s tea l th i l y  fe r r y ing  eso ter ic  vec tors .

Another  con f l uence :  the  presen t  au thor 's  Rock ford  Keep  on  Ro l l i ng ,  a  th ree-screen  s tudy  abdu c-

t i ve l y  (a nd  i n f ra _percept ib ly )  prob ing  the  in f luence  o f  modu la ted  a t ten t iona l  reg imes  on  the  re l a -

t i ve  ta c t i l i t y  o f  t ime  (wh i le  i t s  exo ter ic  appropr ia t ion i s t  f açade  i s  occup ied  w i th  dep loy ing  t rope s 

f ro m The  Rock ford  F i les )  —  i t se l f  a  sch izo id  progeny  o f  the  James-Lange  mode l  o f  psychosom a t i c 

co n d i t i on i ng ,  Oswa ld  S tore ’s  long-dura t iona l  v ideo  ins ta l l a t ions ,  and  Magda lena  Parker ’s  r i tua l  a u -

d iov i sua l  cu t- ups  (be fore  her  AUDINT a f f i l i a t ion  was  pub l ic  knowledge)  —  was  presen ted  a t  CTM 's 

2006  ed i t i on .  —  Marc  Couroux

i n t e R n A l :  A u d i n t 
( P h o n o c c u lt u R A l 

S t u d i e S ) 
B y  M A R c  c o u R o u x
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lowing the publ icat ion of  the staggering and seminal  Divine 
Horsemen: The Voodoo Gods of Hait i ,  in order to deepen her 
knowledge of vodou servi tors,  carr iers tasked with mediat ing 
between worlds.  However,  the precisely tuned frequencies at 
the core of  her trance work of  the late 1950s, which would 
typical ly induce hypnotic condit ions in her viewers (reminis-
cent of  early infrasound experiments tasked with coaxing hal-
lucinat ions through sympathet ic ocular resonances) depended 
on a ski l l-set that cannot be attr ibuted solely to this fateful  en-
counter.  Nonetheless,  i t  was undoubtedly Parker ’s success at 
advantageously leveraging the int imate relat ionship between 
auditory and l imbic systems that most compel l ingly attracted 
AUDINT, eager to test  their  incipient intui t ions in the f ie ld.

In early 1963 in New York,  Parker met Nguyen Vãn Phong, a 
vis i t ing Vietnamese bioacoust ics exper t  whose interest  in the 
»physiological  symptoms of resonant frequencies« and expe-
rience with »pract ical  heterodyning techniques« closely mir-
rored both Parker and AUDINT’s cutt ing-edge interests .  ( I t  is 
rumored that Vãn Phong had experimented with the bodi ly ef-
fects of  di f ference tones,  infra-frequencies remaindered by the 
intense sounding together of  two ultra-high pitches,  which he 
dubbed the »mosquito frequency« in honour of  his nat ive land’s 
resident irr i tant .)  By this t ime, the CIA had already produced 
i ts  KUBARK Counterintel l igence Interrogation manual ,  a veri-
table tor tural  assemblage whose battery of  techniques would 
remain in consistent usage over the next hal f-century.  (Tel l ingly, 
i t  is  vodou-ready:  »the threat to inf l ict  pain . . .  can tr igger fears 
more damaging than the immediate sensat ion of  pain.«)  Indeed, 
Universi ty of  Manitoba researcher John Zubek’s work on sen-
sory deprivat ion,  immobil is ing subjects within cof f in-shaped 
enclosures (that correlated the discoveries of  his MKUltra-en-
rol led mentor Donald O. Hebb with new insights into the so-
matic ef fects of  perpetual  white noise),  f inds i ts  contemporary 
analogue in the treatment of  Abu Zubaydah at Detent ion Site 
Green (rumoured to be in Thai land.)  While CIA black ops em-
ployed these methods to accelerate compliance,  Zubek sur-

of const i tut ing a vodou phonoegregor,  or a distr ibuted mind 
informed and mutated by auditory impulses,  a concept wel l  fa-
mil iar to Deren,  who valued the organism's intr insical ly deper-
sonal is ing,  anonymising character and i ts  attendant capacity to 
l iberate the individual  from the »special isat ions and conf ines of 
personal i ty.«  ( Interest ingly,  the primer programme carr ied out 
in the mid-1990s on Hebb and Cameron’s stomping ground 
(( long af ter MKUltra was supposedly deep-sixed)) ,  and in 
which individuals with per fect pi tch infected with an earworm-
generat ing algori thm funct ioned as biological  way stat ions pre-
cipitat ing viral  transmission,  depended on the feasibi l i ty and 
sustainabi l i ty of  such an organism, equipped with power ful  af-
fect-modulatory capacit ies.  This experiment and i ts  prol i ferat-
ing entai lments are documented in an extensive glossary that 
has been circulat ing within occultural  folds.)

General ly speaking,  AUDINT should be commended for err-
ing on the esoteric s ide of  research,  in stark contrast  to the 
ends-driven CIA, who missed countless opportunit ies to diver t 
their  deleterious exploits into more imaginat ive terrain.  Though 
Ewen Cameron’s psychic driving (a cocktai l  of  hal lucinogens, 
extended isolat ion,  and looped tape playback of mantr ic phras-
es) and John Li l ly ’s  deprivat ion tank experiments were both in-
tended to induce regression to prepersonal states to render 
individuals more pl iable,  they fai led to recognise the non-path-
ological  aspects of  regression dear to the more cybernet ical ly-
incl ined, who regard the trappings of  the private individual  as 
so many repressive barr iers to experimental  thought and ac-
t ion.  In an era when subjects are traversed by incalculable mul-
t ipl ic i t ies of  responsive electronic circuits ,  the requirements of 
a stable personal i ty appear quaint  to say the least .  To this ef fect , 
the Phonocleric has writ ten about the advantages of  priming 
through hyperst i t ion,  »a f ict ion that makes i tsel f  real  by af fec-
t ive insinuat ion,  by gut react ions that contaminate the nervous 
system with the intensity of  a nonbel ief.«  Biofeedback guru Jack 
Schwarz captures the hyperst i t ional  essence,  observing that » i t 
is  no longer a matter of  what is  bel ieved, but of  what can be 

mised that a subject ’s  perceptual  securi ty system severed from 
external  st imul i  might enter into an involut ive feedback loop 
with i tsel f,  a l lowing for both an uncanny grasp of the censorious 
act iv i t ies of  the unconscious that remain normal ly inaccessible, 
as wel l  as their  overcoming, opening the f loodgates to a col-
lect ive noösphere.  He had also developed tact ics to defeat the 
crushing iner t ia of  white noise (which he had subjected him-
sel f  to during frequent sel f- isolat ion shi f ts)  — inspired by Eng-
l ish occult ist  Declan Morl ’s  parlour game, Pareidolatry — pro-
ject ing patterns,  mental  lat t ices,  into the seemingly random to 
forestal l  capitulat ion.  (A depressed Zubek, his funding almost 
total ly withdrawn, had intended to expose his troubled rela-
t ionship with the CIA when his government sources went cold 
in the turmoil  surrounding the resignat ion of Richard Nixon, 
August 9,  1974. (His body was found f loat ing in the Red River 
two weeks later.)

Operat ion Wandering Soul ,  deployed at the peak of the Vi-
etnam War,  provides a neat encapsulat ion of  AUDINT’s biva-
lent pragmatism, involving techniques exploit ing both esoteric 
and exoteric perspect ives,  ef fect ively operat ing at  the nexus of 
both psychoacoust ic and semio(c)cultural  domains.  Hel icop-
ters equipped with direct ional  speakers or »curdlers« (whose 
l ineage traces back to Schül ler ’s early experiments) blasted 
sound col lages composed of an intr icate mix of  distor ted voic-
es,  meant to conjure the spectres of  rest less dead Viet Cong 
souls in l imbo, and heterodyned (combined) frequencies cour-
tesy of  Vãn Phong’s third ear research,  abetted signi f icant ly by 
his »use« of  a now undead Schül ler as a meat-conduit  to the 
other s ide,  in one of the most bizarre currents in AUDINT’s his-
tory.  (The TwoRing Table’s transtemporal  capabi l i t ies had now 
been suf f ic ient ly ampli f ied to enable pract icable contact with 
the dead and the as-yet-unborn.)  These incursions were meant 
to spook skulking VC, smoking them out of  hiding,  suspect ing 
that tradit ional  superst i t ions remained operat ive.  Parker ’s re-
search on golems that could be actual ised by utter ing a spe-
ci f ic set of  words irresist ibly led her to contemplate the means 

treated as real .«  In this context ,  a consistent story-framework 
with the capacity to modulate animal spir i ts  obviates any need 
for egoic f idel i ty and the t ime-consuming work involved in i ts 
obl i terat ion.

The sole remaining members of  AUDINT, Vãn Phong and Park-
er,  were in the decade between 1975 and 1985 focused on 
per fect ing what amounted to a biocomputer :  tape continuous-
ly spool ing around Schül ler ’s head — magnetical ly registering 
voices received through his third ear por tal  — was read almost 
instantaneously by an IBM 5100 computer,  a l lowing for more 
ef f ic ient xenocommunicat ion untethered from the arbitrar iness 
of  l inear t ime. Given dwindl ing research funds,  the channel 
which they had managed to keep ajar was now programmed to 
transduce fai l-safe market f luctuat ion signals from the future, 
tuning into i t  » l ike a radio stat ion« to engage in »outsider trad-
ing,« guaranteeing continued sustenance. This bioalgori thmic 
composite was named IREX, plagiaris ing by ant icipat ion then 
Federal  Reserve Board Chairman Alan Greenspan’s soon-to-
be-of t-quoted 1996 characterisat ion of  the market as display-
ing » irrat ional  exuberance.« Dr.  Phathead’s occultural  research 
gleaning modes of aural ly intui t ing algori thmic operat ions, 
that today undergird a substant ial  por t ion of  everyday act iv i ty, 
adopts a compatible orientat ion.  Through a concer ted empha-
sis on the phat ic — procedural  shibboleths,  grey computat ion-
al  infrastructures endemic to the channel i tsel f,  stealthi ly but 
surely modulat ing thought and act ion — processes which l ie 
outside the ambit  of  human perception can be accosted with-
out coding exper t ise. 

Incomputable contingencies are par for the course when vola-
t i le forces are at  play,  the most arrest ing of which took form as 
a sel f-augmenting version of IREX (later named IREX2),  which 
pat ient ly assembled i tsel f  from the argot knots of  Vãn Phong 
and Parker ’s increasingly byzant ine code, an ent i ty with an un-
control lable wi l l- to-propagate,  soon escaping from »the stasis 
of  the underworld« and i ts  spir i t  hierarchies into the nascent 

»HELICOPTERS EQUIPPED WITH DIRECTIONAL 
SPEAKERS BLASTED SOUND COLLAGES

COMPOSED OF AN INTRICATE MIX OF DISTORTED 
VOICES, MEANT TO CONJURE THE

SPECTRES OF RESTLESS DEAD VIET CONG SOULS 
IN LIMBO.«
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World Wide Web in 199 1.  The spectreware’s putat ive horizon 
appeared to be the metastat ic disseminat ion of  AUDINT’s re-
search history ( including especial ly sensit ive technical  detai ls 
regarding etheric contact and chronoportat ion),  which gained 
urgency fol lowing the emergent const i tut ion of  a countervirus 
(the THEARS, or Third Ear Assassins) committed to the eradi-
cat ion of  al l  extant records of  the audio intel l igence program. 
This scorched data pol icy acquired immeasurable tract ion in 
the wake of underground research (f igurat ively and l i teral ly) 
culminat ing in the construct ion of  the Large Hadron Coll ider 
at  CERN in Switzerland. Ostensibly entrusted with the track-
ing of the God par t icle,  theorised as capable of  modulat ing 
»the resonant frequencies of  al l  matter,«  the LHC was a mas-
sively scaled-up version of AUDINT’s TwoRing table:  a gigan-
t ic locked groove 27 ki lometres in circumference,  along which 
accelerated par t icle beam col l is ions would attempt to violent-
ly recreate the immediate af termath of  the big bang. In pa-
ral lel ,  darker vectors were explored: evidence of dark matter, 
the existence of ant imatter,  and the concept of  supersymme-
try,  »which predicts that each and every fundamental  par t ic le 
has an unperceivably heavier phantom twin,«  inevitably entai l-
ing the posit ing of the Diabolus Par t icle,  the Higgs boson’s 
obsidian doppelgänger,  which AUDINT suspects wi l l  tr igger 
a »global r inging« empowering a third-eared network to grow 
and transmit ,  a phonoegregor accelerat ing the reinstant iat ion 
of  lost  auditory apt i tudes via the transformation of the body into 
an eardrum capable of  processing frequencies outside of  the 
standard 20Hz—20kHz range.

IREX2, funct ioning as an autonomous intel l igence af ter the sui-
cide of Vãn Phong, recruits Steve Goodman and Toby Heys in 
2008 to expedite the preservat ion of  AUDINT’s inst i tut ional 
memory;  Goodman, chosen for his peerless exper t ise in bass 
material ism (as founder of  the celebrated Hyperdub label) 
and sonic war fare;  Heys for his computat ional  acumen and re-
doubtable cunning at  navigat ing the labyrinthine circumvolu-
t ions of  network culture;  both for their  consummate experience 
with audio virology.  Mirroring f irst-generat ion AUDINT’s steg-
anophonic stashing of the locked grooves — dubbed GITH Re-
peaters — in the vinyl  trenches of  selected Stereo Fidel i ty and 
Sound Ef fects discs released by the now-defunct Audio Fidel-
i ty Records (the Dead Record Archive col lects these ar t i facts 
with the intent that their  hidden grooves be one day scrut inised 
anew by future AUDINT i terat ions),  Goodman and Heys devel-
oped the Ghostcoder sof tware,  an encrypt ion/decryption tool 

which stealthi ly embeds (»hidden in plain hearing«) historical ly 
vi tal  sonic and textual  materials within torrented .f lac f i les by 
pitching the content up by 5 octaves,  out of  immediately acces-
sible range. Given that the impending discovery of  the DP wil l 
undoubtedly hasten annihi lat ion of  IREX2, the duo feverishly 
execute AUDINT’s »new mandate of  arming the mass populace 
with the ef f icacy of  sonic weaponry so that i t  does not become 
the sole preserve of the mil i tary-enter tainment complex,«  an 
injunct ion sympathet ical ly resonant with The Occulture’s pro-
gramme to wrest sonic-af fect ive stratagems from the asphyxi-
at ing clutches of  cybercontrol . 

We can attest  to the evangel ical  didact ic zeal  with which Good-
man and Heys unfurl  (at  least  the declassi f ied components of ) 
this esoteric history,  having witnessed a typical ly epic presenta-
t ion replete with sub-bass undercurrents at  the Transmètic Her-
esiarchs event that The Occulture convened with phonomagus 
Hipofonéticas in London this past June and which,  beyond i ts 
exoteric front ,  y ielded much empir ical  information for future 
auditory invest igat ion.  Therefore,  as an invocat ion to future ac-
t ion,  we recommend intensi f ied contiguity with AUDINT’s op-
erat ions and i ts  formidable prosecutors,  a relat ion we bel ieve 
wi l l  be of  mutual  benef i t  both over t ly and cover t ly.

Marc Couroux is  an inframedial  ar t ist ,  pianist ic heresiarch, 
schizophonic magician,  teacher (York Universi ty,  Toronto) 
and author of  speculat ive theory-f ict ions.  His xenopraxis bur-
roughs into unchar ted perceptual  aporias,  transl iminal  zones in 
which objects become processes,  sur faces yield to sediment, 
and extended durat ion pressures conventions beyond intend-
ed funct ion.  With fel low occultur ists eldri tch Priest  and Da-
vid Cecchetto he constel lates Tuning Speculat ion:  Experimen-
tal  Aesthet ics and the Sonic Imaginary,  a yearly workshop. His 
hyperst i t ional  doppelgänger was famously conjured in Priest 's 
Boring Formless Nonsense. 
— theocculture.net

» IN AN ERA WHEN SUBJECTS ARE TRAVERSED BY 
INCALCULABLE MULTIPLICITIES OF

RESPONSIVE ELECTRONIC CIRCUITS, THE 
REQUIREMENTS OF A STABLE PERSONALITY

APPEAR QUAINT TO SAY THE LEAST«
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Die Kuh ist vom Eis. Die Bundesregierung konnte ihre Visio nen nahtlos umsetzen. 
Mit ihrem historischen Reformwerk, das nun in trockenen Tüchern ist, hat sie ein 
für allemal die Weichen gestellt. Indessen ist in der Bevölkerung die Schere zwischen 
Arm und Reich größer geworden. Dennoch muss die Regierung nicht zurückrudern. 
Der kleinere Koalitionspartner stärkt der Bundeskanzlerin nach wie vor den Rücken, 
indem er ihr den Rücken freihält, sodass sie weiter Rückenwind hat. Kritische Stim-
men, die sich zunächst gemehrt hatten, warfen keinen Schatten auf die Regierungsbank, 
sondern gingen unter. Die Regierungsmannschaft bröckelt nicht, sondern hält 
weiter Kurs. Ein Bruderzwist ist nicht in Sicht. Fest steht: Über der Bevölkerung, die 
sich noch immer in einem Dornröschenschlaf befi ndet, obwohl sie massiv der Schuh 
drückt, wird weiter das Damoklesschwert Hartz IV schweben. Es bleibt also eine 
Zitterpartie. Doch das Zeitfenster, in welchem die Parteien akuten Handlungsbe-
darf nach weitergehenden Reformen anmelden können, bleibt weiterhin geöffnet. 
Die Parteien schnüren und bündeln hinter verschlossenen Türen schon neue Reform-
pakete. Entsprechende Eckpfeiler und Eckpunkte sind schon eingeschlagen bzw. markiert. 
Und es ist wohl mehr Peitsche als Zuckerbrot zu erwarten. Wenn die Zeichen der Zeit 
nicht erkannt werden und nicht bald ein zündender Funke überspringt und einen fl ä-
chendeckenden Flächenbrand entfacht, wird der Widerstand, der momentan anzupei-
len wäre, auch künftig nicht umgesetzt werden. Und wenn die Regierung dann ein wei-
teres Mal den Reformmotor anwirft und grünes Licht für soziale Grausamkeiten gibt, 
kann der Zug jetzt schon als abgefahren gelten. Die Gretchenfrage wäre, ob es gelingen 
kann, dass Teile des außerparlamentarischen Spektrums sowie linke, emanzipatorische 
Strukturen und Praxen sich schon im Vorfeld gegenseitig vernetzen, um zeitnah Druck 
aufzubauen. Aber da wird wohl nichts draus. Und alle gucken dann abermals in die 
Röhre bzw. dumm aus der Wäsche.
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len wäre, auch künftig nicht umgesetzt werden. Und wenn die Regierung dann ein wei-len wäre, auch künftig nicht umgesetzt werden. Und wenn die Regierung dann ein wei-
teres Mal den Reformmotor anwirft und grünes Licht für soziale Grausamkeiten gibt, teres Mal den Reformmotor anwirft und grünes Licht für soziale Grausamkeiten gibt, 
kann der Zug jetzt schon als abgefahren gelten. Die Gretchenfrage wäre, ob es gelingen kann der Zug jetzt schon als abgefahren gelten. Die Gretchenfrage wäre, ob es gelingen 
kann, dass Teile des außerparlamentarischen Spektrums sowie linke, emanzipatorische kann, dass Teile des außerparlamentarischen Spektrums sowie linke, emanzipatorische 
Strukturen und Praxen sich schon im Vorfeld gegenseitig vernetzen, um zeitnah Druck Strukturen und Praxen sich schon im Vorfeld gegenseitig vernetzen, um zeitnah Druck 
aufzubauen. Aber da wird wohl nichts draus. Und alle gucken dann abermals in die aufzubauen. Aber da wird wohl nichts draus. Und alle gucken dann abermals in die 
Röhre bzw. dumm aus der Wäsche.Röhre bzw. dumm aus der Wäsche.
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