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Abstract

This thesis, 'Broadcasting Modernity' is an account of sound technology, namely
wireless, as a feature of early twentieth century literature. If modernism is a
historical-specific movement, and language a repository of time, then the advent
of radio broadcasting cannot be 1gnored -- a medium which inscribed itself into
the pages of books. The present study is original, in that it establishes radio as a
portal through which to regard the wider cultural mentality, cross-cutting, or
'crashing' the written word, and thus producing the effect of two wires instantly
reacting to one another. Therefore, just as radio may be accessed through
literature, certain texts between 1900-1945 may be reinterpreted acoustically. To
qualify this argument, a select group of writers are discussed individually, and at
length -- figures who allowed radio to aftect their creative output, at various

levels, in a period of rapid technological change.
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Introduction

Gillian Beer contends that "[w]riters respond to current scientific thought in
many ways: as fugitive allusion, as narrative direction, as enigma. To do so, they
do not need to practice in the laboratory". Writing on Virginia Woolf's capacity
to "skein i1deas across time without embarrassment”, Beer rightly observes that
the "teleology of science and its constant search for the new explanation" is often
ancillary to the apprehending -- and re-imaging -- of an idea.' Elsewhere, she
suggests that the presentation of science through literature should be a process of
interchange, rather than perceiving two separate spheres, who occasionally

borrow from one another:

More is to be gained from analysing the transformations that occur when ideas change creative
context and encounter fresh readers [...] Neither literature nor science is an entity, and what

constitutes literature or science 1s a matter for agreement in a particular historical period or

place.?

By nature, scientific language operates "to keep non-professionals out", as the
closed readership "enables precise conceptual exchange and continuance" -- a
view endorsed by Modernism, which as noted by Leon Surette "legitimised [its]
cognitive elitism by an implied, and occasionally an explicit analogy with

: 3
modern science'.

o

' Gillian Beer, Wave, Atom, Dinosaur: Woolf’s Science (spec. ed. for the Virginia Woolf Society
of Great Britain, London, 2000), pp. 3-15, at 10.

* Beer, 'Translation or Transformation? The Relations of Literature and Science' in Openfields:
Science in Cultural Encounter (Oxford: Oxford University Press, 1996), pp. 173-195, at 173.



However, it seems that in aligning one's doctrine with similarly exclusive
traditions and incorporating the language of those traditions into areas of artistic

expression, modernist writers would naturally produce a jarring epistemology.

Many individuals disregarded their non-specialism -- indeed, Surette applies the
label "scientifically illiterate", adding that Mme Curie's radiation, Einsteinian
relativity and Planck's quantum theory were "interchangeable [and] no more
mystical" than Freud or other, more esoteric, tendencies (150). "Scientific
rhetoric -- internalised, cogitated over and lastly written about -- was often
inaccurate, overtly expressive, personalised and elegaic, demonstrating how, as

Beer notes, concepts can "change their import when posed within different

genres" (173).

This thesis attempts to chart a single phenomenon: that of wireless technology,
through literature and upon literature of the early 20" century -- a process reliant

on textual and historical evidence which is vastly interpretive:

Every age is a kaleidoscope of conflicting elements, rationalised and categorised into shapes
according to the sensibility, taste and fashion of the day [...] These operations are necessarily

both of ephemeral value and unreliable, since they are carried out by subjectivities which are part

of the very flux they describe.’

Historical texts of a particular time fade when viewed from a distance, especially

if the author in question has drafted a piece of work assuming his/her reader's

3 Ibid., p. 183; Leon Surette, The Birth of Modernism: Ezra Pound, T.S. Eliot, W.B. Yeats and the
Occult (Montreal & London: McGill-Queen's University Press, 1993, p. 120.
4 Joseph Chiari, The Aesthetics of Modernism (London: Vision Press, Ltd. 1970), pp. 16-17.



familiarity with certain material. This becomes an overriding factor in any

approach to technology read through, or amidst, literature.

Therefore, it i1s preferable to locate a specific mindset peculiar to the era 1n
question; for example, the way in which our contemporary, commonplace,
medium of wireless was aligned to other influential factors in society nearly a
hundred years ago. Michael Whitworth has noted the problem inherent to studies
in arts and science, that is, the compilation of these conflicting themes and
instances, which are nevertheless associated.” The present enquiry careers
through spiritualism, music, time travel, politics, fantasy, madness, death, speech
and thought, all of which are examined within the framework of a defining

cultural moment.

The thesis i1s largely in agreement with Whitworth, who argues for a scientific
language consisting of certain "models |...] metaphors [and] key images" which
recur in writing as a distinct response to the climate, to "reflect modernity, and to

compensate for 1t, according to the situation of individual subjects". Yet:

It 1s dangerously easy [to] assert that 'everyone' was talking about a science, and far more
difficult to uncover eyewitness accounts of such conversations |[...] We can glimpse fragments of
the mechanism- and author reading science in one place, an expository metaphor emerging in
their writing elsewhere- but never the full machine; an author who left a full archival record of

his creative processes would be suspect on other grounds.®

> Michael Whitworth, Einstein's Wake (Oxford: Oxford University Press, 2001), p. 234.
® Ibid.. pp. 234-236, 231.




The specific issue of radio as a correlative to literature 1s minimally debated; it
usually features in larger investigations of sound as an art form. Douglas Kahn
and Gregory Whitehead have provided an arena for critique of wireless in the
avant-garde, although Kahn's recent work 1s more extensive, charting
phonographic activity in the twentieth century from Filippo Marinetti's radio
'sintesi' to a concerted analysis of artists such as John Cage, another "practitioner
and purveyor of live goods". Kahn is able to define a "distinct radio art" after
"developments of microphony and amplification in telephony [and] radiophony"

allowed for, what Adelaide Morris terms as, "newly reorganized sense ratios of

secondary orality".’

There 1s little inclusion of literature in Kahn's new category, although he registers
"gregarious texts written alone" in the soundscape created by verbo-acoustic
technologies (42-44). If Cage wrote radio music "to pit disintegration against
disintegration, noise against noise", then, surely, lines of poetry or fragments of

written conversation might operate in the same way (194).

It is Friedrich A. Kittler who establishes a prototype for the recasting of literature

in the wake of new media. His formidable Discourse Networks 1800/1900 (1990)

and Gramophone, Film, Typewriter (1999) complement more accessible critics
such as Morris, who avoids weighty theoretical debate in order to assert direct

connections:

" Douglas Kahn and Gregory Whitehead, Wireless Imagination: Sound, Radio and the Avani-
Garde (Cambridge, Massachusetts, London: M.LT. Press, 1992); Douglas Kahn, Noise, Water,
Meat: A History of Sound in the Arts (Massachusetts, London: M.L.T. Press, 1999), pp. 176, 131;
Adelaide Morris, 'Sound Technologies and the Modernist Epic' in Sound States: Innovative

Poetics and Acoustical Technologies ed. Morris (Chapel Hill and London: University of North
Carolina Press, 1997), pp.32-55, at 37.




The modemist epic's glossolalia, echo-lalia, puns, transegmental shifts and drifts -- all the sound

effects, the sound defects, of a charged poetic phonotext -- are amphitied by their tendency to

converge at a moment in which everything else seems to rip apart. The technologies that allowed
a World War 11 speech delivered in Germany to resound simultaneously in the streets of Toronto,

Paris, London, and New York made the world once again to submit to a single story teller, a

politician or a poet able to weave a spell [...] (49).

Morris refers to an open-air address of October 1939, to which separate media
theorists such as Marshall McLuhan and Eric Havelock listened in separate unity,
generating similar theories on orality and literacy. This trope is used to
demonstrate the impact of "technologized listening" -- as experienced by writers

who henceforth imbued their texts with "aural opulence".

Crucially, Morris notes the lack of research into the relationship between "such
auditory technologies as telephones, radios and tape recorders and the
imaginations of [writers]", yet, in acknowledging that certain inventions
"decisively altered the nature of poetry and literature” she merely focuses on the
modernist epic. As a result, consideration of other factors is outwith the scope of
Morris's essay, namely, how the "phonotexts" she describes -- Pound's Cantos
(1950), Eliot's The Waste Land (1922) -- differ from one another in their

deployment of disembodied sound. Are they appreciative? Fearful? Is it deemed

to be a formative influence or an impediment to creativity? Perhaps both.

It becomes necessary to categorise the reverberations of radio in order to avoid

such generalisation; for example, its effect upon the structure of written words.



Guillaume Apollinaire's calligram 'Ocean Letter' (1914) imprints a view of the
modern world in a frieze of undulating lines suggestive of wireless waves. The
pulverised language of the poem evokes the jumbled voices and wires of half-
heard transmissions, circling in layers from two circular shapes on the page.’
Another topic is the generally agreed assumption that radio oftered the "ideal
medium for exploring the inner landscape of the soul"; it echoed the ambiguity of
language and leaps across time propounded by modernist fiction. This is implied
by Rudolph Arnheim, in Radio (1936), who commends the free nature of a
wireless monologue, "where no external action has to be indirectly represented".’
Moreover, the textual incorporation of wireless forged a vocabulary, as intimated
by later theorists, which, at one level, might "have no coherent purpose |...]
other than to assert topicality [and] modernity", but might also be a reflexive

response to new modes of expression.

Morris's compilation refrains from discussion of other writing concurrent to
modernism which might betray a #ype of literary reaction to acoustic
mechanisms. Furthermore, the question of patterning is avoided; that is, how
early doctrines and ideas espoused by certain writers often reached a logical
conclusion in their endorsement of, or revolt against, the wireless world. If sound
insinuated itself so vigorously into writers' aesthetic, then the issue of direct
contact with the media should be noted: writers employed for the purposes of

radio, or even over the radio as a speaker. This thesis endeavours to address these

* See Guillaume Apollinaire, Caligrammes: Poems of Peace and War (1913-1916) trans. Anne
Hyde Great (Berkeley: University of North Carolina Press, 1980), pp. 23-25.

’ Morris, p. 38; Rudolph Arnheim, Radio. An Art of Sound (London: Faber & F aber, 1936), p.
178.
' Whitworth, p. 211.



areas, while acknowledging that each one is deserving of more concerted

analysis.

In 1908, Hudson Maxim considered that "those in whom the faculties of hearing
predominate are called audils", adding that, m his opmion, Milton may be
considered "both visual and audil [...] having both sensual responses
"correspondingly developed".'' It seems appropriate then, that the principle of
my thesis should be encapsulated by a random comment heard at a party --
staged by Natalie Barney in Paris, October 19635, to mark Ezra Pound's eightieth
birthday. Wrapped 1n silence and old age, the poet seemed to emit a curious
quality, that of "an eloquent listener".'* Such an observation would typify the
collection of writers chosen to demonstrate the mrefutable connection between

radio and aspects of writing in the early twentieth century.

[t should be emphasised from the outset that wireless was not the most potent
influence upon their work, however, my thesis charts the ebb and flow of its
presence, whether as direct subject matter or a subliminal force operating
beneath a famihar veneer. Other writers are clearly deserving of selection;
notably, the work of T.S. Eliot mnspires great debate in this area, already ventured

into by recent critics.'”> This allows the present study to treat Eliot as a signal

flickering into focus as a support or comparison, ushered from the league of

'' Hudson Maxim, The Science of Poetry and the Philosophy of Language (New York and
London: Funk and Wagnalls Company, 1910), p. 208.

'2 Recorded in Humphrey Carpenter, 4 Serious Character: The Life of Ezra Pound (London:
Faber & Faber, 1988), pp. 889, 970in.

13 See Michael Coyle, 'T.S Eliot on the Air; 'Culture' and the Challenges of Mass Communication'
in 7.S. Eliot and Our Tu{ning World ed. Jewel Spears Brooker (London: MacMillan, 2001), pp.
140-54; also Christine S1zemore, "The Sweeney Allusion in John Cheever's 'Enormous Radio"” in

Notes on Contemporary Literature vol. 4 (1977): 9; William P. Keen, 'The American Waste Land




alternative -- and equally compelling -- case studies who will appear transitorily.
Every one is capable of producing "gregarious texts written alone” but the writers
discussed are significantly charged with 'eloquent listening', that 1s, the process
of hearing and cohering. When silent, they permitted the tluid, multi-faceted
nature of wireless to impact upon their consciousness; when voluble, therr words

betrayed how intently they became affected, or infected, by such a forcetul

medium.

It is suggested that James Joyce utilised radio as a leading principle of his final
novel, whereas Winifred Holtby incorporated its capacities into her personal
mythology. Virginia Woolf and Stephen Spender would discover how the
maximum expanses offered by wireless could intrude upon the smallest of
words, spoken or written. Ezra Pound is posited as a final, connective,
component, who nevertheless short-circuited his own artistic doctrine by

speaking over the radio.

Such themes may appear wilfully eclectic; however, the common denominator 1s
that each writer envisaged a potential in radio never reached in actuality. By that
maxim, the idea of experimentation i1s shown to‘ be a vital undercurrent. In the
first chapter, pioneers in science and spiritualism transcend those particular
boundaries, thus laying a foundation for that most extreme of psychic
investigators: the sleeper in Finnegans Wake. Winifred Holtby's attention to the
mechanism of wireless 1tself -- and the inventor who dispatches knowledge --

constitutes a phantom area of her work previously undiscussed. Her inclusion in

- Brought to You by John Cheever's Radio' in Notes on Modern American Literature vol. 6, no. 3
(Winter 1982): 20-21. Cheever's story 1s briefly discussed in the course of this thesis.



this work is deserved, in that radio occupied her creative output in a manner akin
to writers of a very different dispensation. Virginia Woolf refused to encounter
the medium with Holtby's solicitude, belonging to a category of writers in the
1930's who felt experimented upon by mass communications, often, as in the
case of Stephen Spender, to an extent that their work resounded with echoes of
wartime conflict. Nevertheless, it is not radio, but the voice of the poet lingering
In conclusion: Ezra Pound who assayed into an arena over which he had
speculated and thought to be manageable. Should a circular pattern be applied to
this thesis, it is significant that Pound can be recalled through the medium for
whose appropriation he was gagged. A dead voice, not merely restored through a
machine, but swirling in the ether, available for spirit scientists -- and other
audils -- to apprehend and interpret, much like certain texts approached during

research into this topic.



1. From Separate Stations: Wireless Preludes 1870 -

1930.

Insofar as writing is thought to succeed orality, writing assumes control of an
echo. Writing 1s, in effect, the ventriloquial means of transposing an acoustic

event onto an optic event, thereby pacifying the sensory incertitude of hearing by
substituting another sense as legislator. The proprioceptive and exteroceptive

ambiguities of sound are suspended as the voice 1s fixed by graphic interception.

Such a paradox makes poetry the phantom double of language.

Jed Rasula

death 1s primarily a radio topic.

Eric A. Havelock
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Broadcast ether/Writing other

During his enquiry into modes of communication, John Durham Peters defines
the initial, individual, response to the new medium of writing as one "haunted by
multiplication". In Plato's Phaedrus, whose anxieties about technology's eftects
on human interaction is the basis for Peters' argument, the poet Socrates
considers that writing disembodies thought; it allows for false couplings where
distant forms influence the present state, and where the multitude read what was

intended for the few. It is, in essence, a "dead discourse"':

If man learn this, it will implant forgetfulness in their souls: they will cease to exercise memory
because they rely on that which i1s written, calling things to remembrance no longer from within
themselves, but by means of external marks...And once a thing 1s in writing, the composition,
whatever it may be, drifts all over the place, getting into the hands not only of those who
understand it, but equally of those who have no business with it; it doesn't know how to address

the right people and not address the wrong.’

The notion of the written word as a transgressive signal, circulating at random
beyond the original context of its oral, interactive presence has been widely
assessed; theorists include Walter Ong, Marshall McLuhan and Friedrich Kittler.
A persistent image within the latter's Discourse Networks 1800-1900 (1990) 1s
"the deathly still room" where the pen scratches "without preliminary speech and
so without a soul”, blankly spewing an inarticulate tone, a white noise: "If only it

would speak as people speak!".> Conversely, to write is to prevail upon the mind

' John Durham Peters, Speaking Into the Air: A History of the Idea of Communication (Chicago
and London: Chicago University Press, 1999), p. 37.

* Plato's Phaedrus, trans. R. Hackforth (New York: Bobbs Merril Ltd, 1952), pp. 157-158.
* Friedrich Kittler, Discourse Networks 1800-1900 (California: Stanford University Press, 1990),
p. 183.
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and actions of the eventual reader, regardless of his/her impartial claim to the
pure text message. The act of receiving any written word 1s to succumb to a
peripheral entity who imagined a different audience: before, during and after the
words were dredged from memory, plucked from the air in a deathly still room
and then consigned to paper. Both sides of the exchange are marred and

unsatisfactory.

Using the Phaedrus as a benchmark, Durham Peters notes that from the outset,
an author 'Lysias' exerts "remote control" over a reader's body and voice,
consequently, his words are apprehended by "unintended ears", those of
Socrates. The rhetorical exercise, on the subject of love, is eventually recited in
complete form by Phaedrus, for he has not yet committed it to memory; in so
doing, he relinquishes his physical being to the eloquence of another's material,
quite literally a parchment script previously concealed beneath a tunic.
Registered as an object to be hidden and thus unleashed, the written word
transcends Phaedrus's halting version and  becomes "Lysias himself",

disembodied (228e).

The response from Socrates i1s tantamount to any contemporary debate on
modern communications, stressing that no orator can transmit successfully
"unless he acquires the ability to enumerate the sorts of characters to be found in
any audience, to divide everything according to its kinds" (273d-e). It follows
that his theory on rhetoric has been instilled and rigorously documented; for
these purposes, however, the view of faulty communication circuits is

paramount. Ideally, any expression must align to its recipient with no leakage or

12



dissemination. This kind of mutual engagement, a soul-to-soul address, would

prevent any misinterpretation, pollutants or eavesdroppers.

In a Socratic sense, writing produces a negative effect, scattering, rolling and
throwing voices in a pretence of mutuality, mouthing imperfect dialogue and
distributing itself randomly. Media is the means by which interaction continues
unimpeded and unconditionally, a fact specitied in the Phaedrus which i1s vital to
any assessment of our technologies. The atorementioned charges of inauthentic
discourse were levelled at the printing press, cinema, phonograph, and the gamut
of communication tools, all of which attempt to reclaim personal fidelity. With
the advent of writing on papyrus as opposed to 'sowing' intellectual knowledge in
the mind of another who may generate further thought, modern media becomes
oddly sterile. Wafting in the air and taking root indiscriminately, words are

broadcast rather than fertilised.

The origin of the verb 'to broadcast' 1s assumed to lie in the Synoptic Gospels
(Matthew 13, Mark 4, Luke 8), where Christ delivers the parable of the sower to
a vast audience by the sea, "impressing upon all that if the vitalising seed were
the imparted word, it was their part to receive and treasure 1t. And this seed, the
Word of God is sown broadcast, as all our opportunities are given" (Mark 4, 1-
20).* There are degrees of listener, those who attend with "the outward ear

without coming under deeper impression"; the second type who "receive the

e

*'The Gospel According to Mark’, ed. W. Robertson Nicholl (London: Hodder and Stoughton,
1947, pp. 109-111.
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Word with superficial enthusiasm" and those who have "other loyalties", that is,

deaf ears. (Luke 8, 4-15).

The emphasis here is on broadcasting as a liberating concept, one which allows
the recipient to interpret the signs at will, although the type of message cannot be
programmed to reach the various levels of a given audience. An indirect mode of
communication which exposes the chasm between speaker/writer and passive
decoder. Significantly, the Greek term parabole implies something puzzling or
inconclusive, a barrier which requires surmounting. This style of doctrinal
dissemination in the synoptic gospels is the one-way transit offered not merely in

the Christian tradition, but by modern media, as a method infinitely superior to

co-operative dialogue.

It is necessary, before evaluating the nature of 'broad/casting' as an ordered
cultural practice, to take cognizance of its meaning and henceforth to maintain
awareness. The agency of broadcasting encompasses all technologies, including
the written word; it 1s an abstract term which implies 'free character', often

employed in nineteenth century literature to describe the arbitrariness of nature.’

>'The Gospel According to Luke', ed. Marshall Morgan Scott (Edinburgh: Norval Geldenhuys,
1950), pp. 241-245.

° For instance, Walt Whitman in Leaves of Grass praises man's natural instincts, which
correspond with the "broadcast doings of day and night". Durham Peters provides further
examples (pp. 206-208). Of course, these parallels were appreciated by employees of radio in the
1920's and 30's:

"[T]he B.B.C. was under the direction of John Reith who took a very biblical view [of] how
culture would stride forward distributing the good seed. Some would fall on stony ground (not
even heard because 'crystal sets' were unpredictable); some would fall by the wayside and be
trodden down (by Marconi and his commercial traffic of Morse code); some among thorns (of
oscillation and atmospherics); but 1t was all good work, done to do good to the community",
James Forsyth in Proceedings of the Radio-Literature Conference 1978, ed. Peter Lewis
(Durham: University of Durham, 1978), p. 125.
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This current section of the chapter does not aspire to paraphrase The Gutenberg
Galaxy in arguing for mutations of literacy; however, it 1s useful to recall
Marshall McLuhan's binding of the primitive past and electronic present in
relation to the fragile wiring of acoustical space, written words and fatal
utterances. He argues that "[if] a technology is introduced from within or from
without a culture and if 1t gives ascendancy to one or another of our senses, the
ratio among all our senses is altered".” To hear a word spoken via an unfamiliar
medium prompts concentration on the mechanics of speech, the mouth, teeth and
tongue positions required to produce a particular phoneme, the vibrant sound of
one's own vocal cords, timbre and efiect. Similarly, the visualising of marks on a
page would invite the same response; consider Stuart Gilbert's review of

Finnegans Wake, that "the mere sound and look of the prose, its verbal antics, are

a delight in themselves"

In his comprehensive study of ancient and contemporary non-literate societies,
McLuhan posits writing as an interiorised world 1n depth, a "visual enclosure of
non-visual spaces and senses"”, whereas "speech 1s an outering of all our senses at
once" (43). A return to what Conrad called the "Africa within" 1s achieved
"simply because we have recreated it electronically within our own culture [...]
the non-visual resonating interplay by which electricity and radio especially were
to regenerate” (43, 55). Similarly, Wyndham Lewis, throughout 7Time and
Western Man (1927) often alludes to the reintroduction of auditory space into

twentieth century culture; as evinced by his disparaging review of Gertrude

” Marshall McLuhan, The Gutenberg Galaxy (Toronto: 1962), p. 24

® Stuart Gilbert, 'The Growth of A Titan', Saturday Review of Literature vii, 2 August 1930
(London: Chapman & Hall): 17-19.
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Stein, whose "thick, monotonous prose-song" brutalises the "poor, worried, hard-

worked tongue -- inside the reader's head".’

To an extent, McLuhan's critique defends the progress of communication, that is,
until citing the Roman practice of 'collecting' an audience, 1n order for an author's

voice to be heard:

The concept of literature as something to be listened to in public rather than scanned silently in

private itself makes the notion of literary property more difficult to grasp [...] public recitation

continued to be the regular method of publication even after books and the art of reading had
become common [...] here we may pause to notice the effect of oral presentation on the character

of the literature itself (85).

Hudson Maxim, in tracking the birth of verse following primitive man's mastery
of utterance, wrote on how the sound of words "marshalled in a sentence" were
rehant on the mind of the hearer being "adjusted and attuned [to] the thought
esprest".'” The "important standpoint" of a listener was similarly noted by Allen
Upward; one who has to derive "the gist" of an emotion "because it i1s for his
sake that the speech 1s made". However, during any exchange, "what the one

tries to tell is truth and what the other yearns to hear is verihood"."’

Broadcast words may have a determined address, although when publicly
disseminated, they become a dilution of the original intent. They belong to no-
one, yet become imbued with personal wishes to transmit and interpret. It

appears that every new medium, in addition to reconfiguring the order of senses,

> Wyndham Lewis, Time and Western Man (Santa Rosa: Black Sparrow Press, 1993), p. 59.
' Maxim, p. 35

16



is by nature disruptive; it fails to complete the loop, or to cement the age-old

address gap.

It 1s told that Edison's phonograph, "notebook of the soul" evolved after an
incident with a needle attached to the diaphragm of a telephone receiver.'
Scarified flesh prompted the deaf inventor to consider the effects of magnetism,
and how the function of his ear could be transferred, and partially restored, by
another sense.”” At the laboratory in Menlo Park, New Jersey, 1877, a new
vehicle of writing -- the phono-graph-- was duly constructed. Seemingly, an
artificial ear already existed in the coil of the telephone, an object already
"beyond fiction's most self-declaring fiction", which, writes Avital Ronell,

notoriously contains the unknown "voice coming from me and beyond me |...}

performing and inducing fraud".'*

In practice, the phonograph harnessed distant roars into a more verifiable
murmur, etching the modulations by way of a stylus which formed grooves in a
metal disc, thus repeating what was already uttered. It wrote, it heard, it restored
and registered the mortal and forgotten, thus commandeering the human ability
to memorise. Charles Grivel observes how the phonograph not only impacted

upon society, it seemed to work in tandem with other modes of expression:

'' Allen Upward, The New Word (London: A.C. Fifield, 1908), p. 42.
'2 Jean Marie Guyau, 'Memory and Phonograph' (1880) Revue philosophique de la France et de
l'etranger 5: 319-22. Quoted in Kittler, Gramophone, Film , Typewriter, (California: Stanford
University Press, 1999), p. 30.

'3 Edison was so deaf he had to use an ear trumpet jammed against the phonograph homn itself to
hear any semblance of the recording. For detailed analysis see Walter L.Welch and Leah

Brodbeck Burt, From Tinfoil to Stereo: The Acoustic Years of the Recording Industry, 1877-1929
(Gainsville: University of Florida Press, 1994), chapters 1-5.
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At the time [...] Rimbaud was writing that "je est un autre”, Mallarme that a blank volume is his
expression, Lautreamont that poetry is made up of everything and by everyone, and Nietzsche, of
course, that since God is dead, the voice, without reservation, dissolves, [a] machine arrives
the nick of time to capture all this and give it an appearance. It is reproduced, and one can see
that it is reproduced: a box with wheels tells us so [...] A voice comes from a voice comes from a

voice. Generic transmission. An infinite sense bursts forth from an organ given a body outside the

bOdy.ls

He adds that such recording devices are simply the machine inside poetry which
compensate for a lack of perception; the individual does not hear sufficiently, yet
never tires of listening to oneself. The phonograph is an "adventitious ear”
affixed to a deficient corpus, a medium pre-empted by "sculpting, painting and
photographing", all of which attempt to "bring back an appearance". Therefore,
"if [one writes], it's by consolation", certifying existence by distribution of one's

words, and emanating 'in person' even though the body 1s omitted.

In observing that "literature is overflowing with phonographs”, Grivel cites
examples from the work of Villiers de L'Isle Adam and Alfred Jarry, who briefly
feature in larger case studies of this thesis; they support a theme that literature
often 'calls forth' acoustical technologies in the desire to capture and preserve the
voice, even whilst acknowledging the near-futility of duplication. Words circling
beyond reach in the Phaedrus are bloodlessly scratched on papyrus, thus
contracting an impossibly high standard to which our machines must attain, that

is, the transmission and reception of identity, of meaning.

14 Avital Ronell, The Telephone Book: Technology, Schizophrenia, Electric Speech (Lincoln:
University of Nebraska Press, 1989), p. 87.
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Grivel observes this as a logical step, the technical "accession to being |...] what
I invent 1s also what I am". By this maxim, "technology cannot be set against
literature, [for] what I write brings the apparatus [...] unfailingly back to its
proper ends". However, all technologies are imperfect in that they never
reproduce accurately, "not enough, not what 1s called for, not in the right way,

never well, never more".

The absent body in the act of written speech recurs in the monotone, metallic,
nasal whisperings of the phonograph, whose records, schallplatte (literally,
'sound-plate' in German) eventually stored, as Adorno claims " a music deprived
of its best dimensions, a music, namely, that was already in existence."'® Later,
the atmospheric chaos of wireless communications would produce a medley of
layered voices, distorted and constantly fluctuating. Both mediums act out their

designated roles, yet they subvert the data.

For instance, George Bernard Shaw, in a rather macabre radio broadcast of 1927,
objected to a gramophone transforming the "melodious" tones of Ramsay
MacDonald into a "high-pitched yapping”, and begs his own listeners to

persevere:

What you are hearing now 1s not my voice, unless your gramophone 1s turning at exactly the right
speed...But what do you do if you have never heard me?...well I can give you a hint. If what you
hear is very disappointing and you feel instinctively, 'that must be a horrid man', you may be

quite sure the speed is wrong...slow it down until you hear an amiable old man with a rather
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