-rhe Tin Pan Alley songs that have become
what we know as “standards” typically de-
rived from a specific songwriting process: the
composer, responsible for the music, settled
first on a melody and second on a harmonic
accompaniment, consisting at this stage of
usually no more than instructions regarding
the chords that would inflect the vocal line
in a particular way. The lyricist, presented
with the completed music, would then set
words to it, and the result would be some-
thing like “My Romance” (Rogers and Hart),
“Someone to Watch over Me” (George and Ira
Gershwin), or “Stardust” (Hoagy Carmichael
and Mitchell Parish). Occasionally, of course,
these jobs might be performed by the same
person: George M. Cohan, Irving Berlin, and
Cole Porter wrote their own lyrics, although
Berlin relied on professional harmonizers to
write down chord progressions he could only
hear. At times, the order of this process was
reversed: while Larry Hart always required
Richard Rogers’s music to get started, Oscar
Hammerstein preferred going first, writing

The South Atlantic Quarterly 90:4, Fall 1991.
Copyright © 1991 by Duke University Press.
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mation, while keeping open the purpose to which it might 1
be put. I hope that as in rap, while the contents of the i |
tracks may sometimes sound familiar, the final mix may be less i

This essay is composed of six different tracks (two more tha
Beatles had at their disposal), conceived at different occasions (i
corded parts might be), and brought together only in the final i
which you are reading. Just as any modern mixing board allowy |
to “solo” any given track (to hear it alone, isolated from the o
and just as such soloing is typically the first step in mixing,
begin here by running down the contents of my individual t1a

so that you can see (or hear) the parts before they dissolve (il
the blend.

Track One. During the past two years, a group at the University il

Florida has participated in something called the Institute for Ly
pean and Comparative Studies (recently renamed the Florida e
search Ensemble, to suggest our interest in music and collaliifi

the increasingly widespread desire for interdisciplinary approa s
to subjects perhaps not comprehended by traditional departinents
subjects, for example, like rock & roll. Our institute organizcd Il
around a single topic, the orality/literacy opposition described hy
Walter Ong, Jack Goody, Jacques Derrida, and others. What has intef:
ested us is the notion of writing as a technology whose advent and de
velopment have dramatically altered human consciousness. As haotl)
Ong and Goody demonstrate, a person surrounded by writing thinks
differently from someone without it, and he will do so even il he
himself cannot write.'® Abstract definitions, critical analysis, partici
lar logics of ordering—these things that we take for granted in fa¢l
depend on the presence of writing and its various apparati: lists, i1
dexes, alphabetization, charts, paragraphs. Without writing, the kil
of thinking dependent on those categories does not exist.

Here is an example, first described by A.R. Luria, and summarizeil
by Ong: given a set of drawings of four objects (a hammer, a saw, 4
log, and a hatchet), subjects were asked to point to the one dissinilai
from the rest. While literate subjects will inevitably exclude log, the

tive work), one of many such institutes whose cropping up sugjienis
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jpptualization of the recording proce
Jussible only since 1877, when Edison 1
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ence com-
und: a turn of the head filmed one Monday mo.ﬂ a mm@;.ﬁ: C e
_- . ;
ted 2 month later, a drum beat sampled for n:x_:maé_mgoa o
y ! . . i
uncement. In 1967, situationist leader ch Oo._uQ Vot
A )
| i itions of production pr ,
isocieties where modern conditio pr o B pvery.-
resents itself as an immense accumulation o1 sp o
i that was directly lived has moved away 1nto a ao?mm.wm,\o_‘ ing
_ m.: nd music, we can amend this last sentence: w "ing
. : i nstruction,
ay into a co
i formed has moved aw
t was directly per : va ons
| rding composed of performance’s surviving fragme
)

Recording, by contrast, almost certainly because of writing's ¢xIs
tence, has developed more quickly. Nevertheless, most of the nuafil
changes have occurred in the last twenty-five years. Before the nilil
1960s, most engineers and producers, especially those working witly
jazz and classical artists, regarded their job as capturing a live s
as simply recording (reproducing) the sound the musicians 1
while playing together in a room built for its ideal acoustic pr
ties. Again and again, we hear producers like John Hammond lament
ing the difficulties of catching something like the sound of the s
Count Basie Band in full flight. In the 1960s, Glenn Gould scandalize
the classical community by openly acknowledging that his recorded
performances consisted of multiple takes joined by inaudible splic ¢4
The Beatles made such things famous, with “Strawberry Fields” re
sulting from two takes, played at different tempos and in different
keys, spliced together and matched by speeding up one and slowiny
down the other. Simon and Garfunkle’s “Bridge over Troubled Water"
made the punch-in respectable with the revelation that Garfunkle's
vocal had been pieced together from dozens of takes, often of a single
word or phrase.

In the 1980s, these procedures began to seem primitive. For th
musicians still playing in studios (many had been replaced by drum - immedi-
machines and synthesizers), the punch-in (or “drop”) becanie s . The microphone’s redefinition of @owc_m: SInging, Crosby’s
routine that songs were rarely played all the way through. Recond e the shift from Jolson’s stentorian bravura 8‘ rosby
ing came more and more to resemble cinematic acting, as mixin tely w:a._zm . is the first dramatic result of volo:d.m:nom. ma::m.
(the analogue to editing) constructed a performance out of fragmenty let 525»0%,: technology. This development mo::m:oa. in roc a
often played on different days (and even in different places: the phe lon Om. recording ad of the electric guitar and bass, then with moc:a
nomenon known as “flying in” a part became standard, whereby . lirst with the quMﬂo ms (P.A.'s), which by the late 19705 had mvmimw

musician is sent a multitrack take, to which he adds his part before .,.?moanwﬁwsﬁ :wm triggered by hitting the acoustic set. 1nevita W
returning it)." And then the explosion of computer-aided recording ___mnﬁ.ﬂ.os—n E:ma.oz: of the live by the recorded has resulted Ezﬁ e
MIDI (musical instrument digital interface, the linking together ol s 8:8-:: ment of the live, as Madonna, Janet Jackson, o<M
multiple instruments through a digital signal), sequencing, sampliny, tual _‘ow__m..nmm::: and almost every rap group perform to SMo .
The effect of this technology has been increasingly to remove record o_.n_m.ﬁ M \_ lin-s .:nr to prerecorded vocals. If we want to under
ing from performance, to create sounds that cannot be readily repio usic and/or 1p-s eople are upset about this trend, why .mm:o legis-
duced in live situations. In semiotic terms, a record, like a movie, h., jtand <.<:% > n.ﬂ:w\ﬁ W:a New Jersey have ?ovomoa regulating the cwm
become a sign without a referent: behind Casablanca or “Fight the ators in New YO at the next track.
_uoima::mm:omm:m_m...aom_._m<m:~<<§n:rmmrmosﬁm:mnavg.::_
anwaoa:nma._smﬁmma‘903mamo:_v;ﬂmmao:ﬁm%vmrmioﬁ‘m:m:‘_:...
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Track Four. If Ong’s observations about orality and literacy accounl
for recording’s increasing power to shape performance in its owij
image, it is Derrida’s demonstration of Western culture’s historicul
preference for speech over writing that explains why this process has
been so resisted. For, surely, recording amounts to simply anothes
means of writing, and thus it becomes regarded as secondary i
supplemental to performance. Indeed, many of the objections r.
to the new recording technologies (especially to sampling) reitcrae
precisely the Platonic objections to writing made in the Phaedrin,
the dialogue so carefully remarked upon by Derrida.'® Writing, Plati
argued, by providing mankind with an artificial method of storing
knowledge, eroded our real powers of memory. Sampling and e
quencing, go the current complaints, make musicians unnecessary|
you can make records now entirely by recombining bits and picces

sampled from other records; you don’t have to play a musical instri
ment at all.”

We can detect here the historical complaint against every new
technology and every avant-garde movement that embraces it: the
new technology makes things too easy. What previously was pos
sible for only a few (storing large amounts of information, producing
a figurative representation of a person or object, making a record)
becomes possible for many with, respectively, writing, photography,
and sampling. Plato dismissed writing as artificial memory. This cha
acterization issued from his own anxious, prescient intuition of all
technology’s fundamental automatism, its potential to continue pro
ducing long after the control exacted by human consciousness has
been relinquished. For Plato, the ghost in the machine was language
that survived not only its author, but also every context of its own
enunciation. In the twentieth century that fear has persisted, finding
representation in the movies’ fatal robots (Blade Runner), Franken
steinian monsters devouring assembly lines (Modern Times), and
computers-run-amok (2001). But the rock community has developeil
an alternative attitude toward its technology’s independence. Aftey
the Velvet Underground and Jimi Hendrix, concerts frequently ended
with guitarists leaving their instruments onstage for the self-sustain
ing feedback that would accompany the audience’s departure. At the
other end, the Who began opening shows with “Baba O’Reilly’s” pro
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fammed synthesizer pattern, set to continue :.:ocho:ﬁ m:mn_ mwﬂm.ﬂ

Jere these strategies part of a ritual, whose v.mma was precisely o

s¢ of self which Plato feared? Or were they simply a sanguine

ud) promise of future songs, ?.ES shows? .  ience have
Disciplines such as film studies and the history O e e
hown us that, far from being a._mﬁ:mamm.ﬁna. 8250—0@. o s e
pute of ideology. Western Q:Q:n..m animus toward <M~_:Em,nrw: c

would help to explain why, in a Q:.ES of rom._ OHMW a?im ,
ording technology has taken such a S_mﬁé_v.\ _.osm M:.ﬁ aosnm ‘ %a
¥ one conceives of live performance as the E_SKWW ins N:ms.m:nr
if recording as only a supplemental means of nmwﬁcdsw _Mm_m e

things as multitrack tape recorders, ~w<m~vm_,mzo= Mﬂ ! v”h m:nnaw
pmpressors, pitch controllers, harmonizers and doublers, seq

i i , and their invention and
ind samplers, will all seem less important

plementation will have to wait.

back Five. 1 should reveal here moBmH__:Mm va:mﬁsﬂvw M«MM MMNMMVH
riting about. Since 1982, 1 have bé .

..,5Mmawnm_m=v<“:a mwBoa with a strange name, for which, 1 ”mmﬁmwmﬁw
ydd, 1 am not responsible: the Vulgar mnmﬁ:ns. In mmnw as H,M QLT
lave just emerged from a two-week session for a m.anHm reco :W& :
ng which many of the technologies 1 have mentione M\Qmm:na rv\
ill give only one example. For one .mosm, our drummer amwmc o
Jccident upon an unusual and pleasing snare a::.: soun a. | womt &
Into details, but only mention that achieving this mwcz i volvee 2

kind of juggling act, holding the drum voﬁ.inn: the egs sO
¢ drum head (slightly muffling the snares)

foot rested against the lowe : htly  snares
hile striking the other head with a combination of cross sticking

and taped brush. Well, it seemed worth it at the time. A %nnM“HMMM,
however, in mixing, he discovered that Moa all oﬁ. Hﬁwz vamm% %_Mn_ o Q.u
5 was poorly played (perhaps because 1

ﬂ%%ﬂ”%o: mm_ﬂ:m mw M: Wormsa the beat that any sense of %M_MM <Mm~m.
Jost. How to fix it? The drummer started by honoring mvn.nnr " ﬁw -
. e wanted to replay the part from start to finish. But

inced him that a sound he had achieved by accident
duced by calculation. He then chose to sample one

formance: h
liours’ work conv
¢ould not be xepro
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snare hit (whic
part by m:m%_v\ Mwmmmmwwsm:mrwmm had produced Eamn_: and 1epliy
:oﬂgmwowmaq timed, Emmnnm. sampled sound in the approprialg
is proc
ccoms mwmsmwmwvﬂw MMB/W to seem normal. What neverthelew
which never fails to : Emma m.»ows.:n:_ especially to the rock fil
o s O_M_M\:co: this fact when writing about us, 14
and one in Indianapoli ulgar Boatmen, one in Florida fhu! .:. |
lis leader, regularl oar .9.2 ﬁocwm. Only one person, the |
on all recordings ng_EQ.ﬁmﬁm in both groups, since he 2
cumstances (1 rm.<o ~ e .z:m.m:m:moan_: derived from practical ¢l
my idea of a tour am“wvﬁr_mr. ?mé:wm my touring, | have »
audience comes to see Bmvm _:m: Fno > I'stay in one placc and It
Valgar Boatmen enacts th , I now realize that having two bandy §
AU e performance/recording dichotoniy af {
y debates about contemporary rock & roll. Warhol oy

.

naled his a
The Faree w@nm%ﬁ%nw of S.nr:o._omv\m automatism by calling his stuil
, by basing his serial paintings on found photogr ___,_. ____“_
« 1%,

sending ot .
e MMM@BH to fulfill his speaking engagements. Having clonul
chising—a <:_.mm~mwMHmma Boatmen might become available w:_ fran
) men in ever o
sign: 6,352 records sold. y town, always accompanicd hy §

Track Six.Inar ;

Torgovnick nm:mnwo_“ﬁ wmmm.m of 9.@ MLA’s journal Profession, Marianii
that <he does not mﬁsw experimental critical writing,” but admi
years, my own no:vmmmm _“52 how to produce it."® For the past lew
ing, and I have worked M<m asked students to do such experiment
league Gregory Ulmer 935 the assumption, proposed by my col
models for different w.. amﬂ the m,\.m:a-mmam arts might provide ideal
start with a group of m_ﬂ s of writing.” My own project has becn _.:
kind of ideological moBHM_ the Andy Hardy movies, that beg for the
tural studies, but H.rms to MVMWMMWW_NMM&%:M criticism current in cul
tional approac ents from taking that conve
odels Wmﬁmci “LMZHM‘ I have mmw.na .:55 to oxﬁmﬁommﬁm ?oh”\_.::__
sponge and Glas) _:Mm Mm. UQ.:am s signature experiments (in Sign
novel, part bio .S . n mgnm.mﬁ.m:ww:.m Parrot (a hybrid text ,, |
graphy, part criticism), Benjamin’s Arcades 3.%......,.
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found material on nineteenth-century
evision programs, Barthes’s autobiog-
gments).” Six months ago, when 1
ssumed that recording might pro-

\yet another model for experiments with critical writing, which

{raditionally resembled simply transcriptions of spoken lectures.

{ kind of academic writing, 1 asked myself, would result from
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4 different conclusion and to three final propositions.
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In rejecting this situation, in clinging to speech/performance as tlie
m:%o.:ﬁn site of musical presence, jazz clings to previous traditions,
especially those of modernism.

(3) As I have said, I began preparation for this essay by think

ing of recording (not songwriting) as a model for academic writiny
But | now realize that the relationship is the reverse. For writing, ay
the more advanced technology, has been the example for Sno:_.:i
E:mv after all, is sampling except quotation, which writers do all
the time? What are punch-ins except revisions? What are multitra _:.
_u.:ﬁ columns? | would argue, however, that academic writing, a pai

ticularly retrograde subspecialty, continues to make very little use¢
of the technology’s resources, and that it might begin to notice how
much more willingly recording engineers, producers, and musici _,__,
have begun to experiment with what is possible. h

Notes

1

The term “AABA song” refers to the Tin Pan Alley norm of chorus/chorus/br
chorus. Show tunes typically began with a “verse,” an introductory section thal
occurred only once. While maintaining the AABA form, rock & roll droppcd the
verse, except in such rare cases as the Lennon-McCartney “Do You Want to Know
a Secret?” with its opening “You'll never know how much I really love you/ You'll
never know how much I really care.” This move, and the inclusion of Broa
way’s “Till There Was You” on their first American LP, suggests how much thy
Lennon-McCartney team owed to Tin Pan Alley.

Quoted in Stephen Holden’s “Paul Simon’s Journey to Brazil and Beyond,” New
York Times, 14 October 1990. .
Public Enemy’s Hank Shocklee, quoted in “Ebony and Ivory,” an interview/can
versation between Paul Simon and Hank Shocklee, Spin, January 1991, 84.
Mark Dery, “Public Enemy: Confrontation,” Keyboard, September 1990, 84: "R
by a.omiao:. is political music. Fabricated from stolen snatches of prerccordil
music by smash-and-grab producers who frequently thumb their noses at copy
:mw.: laws, it is the musical equivalent of shoplifting.” Despite this remark, Dery's
waﬁn displays considerable sympathy for rap in general and Shocklee in *.u,: non
ar.

See Walter Benjamin, “Eduard Fuchs, Collector and Historian,” in One-Way Striel
and Other Writings, trans. Edmund Jephcott and Kingsley Shorter (London, 19;4)
349—86. . |
Susan Buck-Morss, The Dialectics of Seeing: Walter Benjamin and the Arcadex
Project (Cambridge, Mass., 1989), 241.

Quoted by Buck-Morss in Dialectics of Seeing, 240—41: emphasis mine.
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“The more probable (banal) the message, the less information it conveys”: Gregory
L. Ulmer, Applied Grammatology (Baltimore, 1985), 308.

Meaghan Morris puts the matter bluntly: “1 get the feeling that somewhere in some
English publisher’s vault there is a master disk from which thousands of versions
of the same article . . . are being run off under different names with minor varia-
tions” (“Banality in Cultural Studies,” in Logics of Television: Essays in Cultural
Criticism, ed. Patricia Mellencamp [Bloomington, 1990], 21).

While the Wall Street Journal has denounced this tendency as indicative of
American academics’ overwhelming leftism (see “Politically Correct,” Wall Street
Journal, 26 November 1990), it in fact signals precisely the opposite: a commit-
ment to capitalism and business-as-usual. Since at least the eighteenth century,
ideas (like any product) have been subject to commodification. But what marks
contemporary intellectual life is the intense speed with which even the most criti-
cal positions can become the newest way 10 make a living. With the chronic
oversupply of Ph.D.’s enabling the humblest colleges to link promotion, tenure,
and now hiring itself to publication, more and more people are producing more
and more books and articles. Because these people are often working on dead-
lines (at my university, assistant professors have only five years before the tenure
decision), they inevitably gravitate to hot areas, those methodologies and topics
that insure wcvznwaoz. As a result, cultural criticism, more than ever before, is
now subject to the boom-and-bust cycles that have always haunted capitalism.
This development has real effects: at any given moment, everyone seems to be
writing about the same thing—and then, no one is. Morris cites a Japanese media
analyst’s coolness toward a collection containing several essays on Foucault: “Ah
Foucault . . . I'm very sorry, but there’s no boom” (“Banality in Cultural Studies,”
Discourse 10 [Spring-Summer 1988}: 5—this essay is a slightly different version of
the one cited above). Again the pop analogy seems appropriate: a hit parade of
¢ritical ideas that changes every month.

Sce Walter Ong’s Orality and Literacy {(London, 1982) for a summary of research
on this topic. Jack Goody’s books are more specific, but equally interesting. See
especially his The Domestication of the Savage Mind (Cambridge, 1977) and The
Logic of Writing and the Organization of Society (Cambridge, 1986).

Ong, Orality and Literacy, 51.

The pioneer in extending this argument to music was Glenn Gould. In his famous
1966 essay “The Prospects of Recording,” Gould stated flatly that “[w]e must be
prepared to accept the fact that, for better or worse, recording will forever alter
our notions about what is appropriate to the performance of music” (The Glenn
Gould Reader, ed. Tim Page [New York, 1984}, 337)- In particular, Gould main-
tained that the advent of tape splicing, by means of which perfect performances
could be constructed in the studio, created for live performances audience ex-
pectations impossible to satisfy. In this context, classical performances became
what Gould called “the last blood sport,” something like a high-wire act where
the audience waits breathlessly for the fall.

Significantly, Gould argued that this development cut both ways. On the one
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352).
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(Chicago, 1981), 61-171.

sequencing:

1990, 82-83)

27.

1989), 18-19.
20

more (Bloomington, 1991).

13 Glenn Gould was quick to spot the obvious analogy between the recording pr
and filmmaking: “[Olne should be free to ‘shoot’ a Beethoven sonata or a Wil
fugue in or out of sequence, intercut almost without restriction, apply postpti
duction techniques as required, and . . . the composer, the performer, and ahiove
all the listener will be better served thereby” (Page, ed., Glenn Gould Reader. s4y)

14 Guy Debord, The Society of the Spectacle (Detroit, 1977), sec. 1.

15 In his interesting book The Recording Angel: Explorations in Phonography (Now
York, 1987), Evan Eisenberg proposes that “[rlecords and radio were the proxi

cause of the Jazz Age. . . . [Rlecords not only disseminated jazz, but insemit
it—. .. . [IIn some ways they created what we call jazz” (143-44). To avoid pay
ing royalties, groups like King Oliver’s Creole Jazz Band and Armstrong
replaced published songs with on-the-spot improvisations whose recording gr.
them a permanence they would otherwise never have had.

Jacques Derrida, “Plato’s Pharmacy,” in Dissemination, trans. Barbara Johnuon

's Hot 1I'iyn

17 Public Enemy’s Hank Shocklee has made explicit the implications of sampling ani

We don't like musicians. We don’t respect musicians.
rap, you have to be innocent and ignorant of music. Trained musicians are
not ignorant of music, and they cannot be innocent to it. They unders
it, and that’s what keeps them from dealing with things out of the ord
nary. . . . [Public Enemy is] a musician's nightmare. (Keyboard, Septcmbey

.. . In dealing with

Another Shocklee remark indicates what’s at stake: “You get a person who says, '
don't have time to study an instrument.’ Rappers sample” (Spin, January 1991, 61)
18 Marianna Torgovnick, “Experimental Critical Writing,” Profession 90 (1990): s+,

19 Gregory L. Ulmer, Teletheory: Grammatology in the Age of Video (New Yok,

For a preliminary report on this project, see my “The Avant Garde Finds Andy
Hardy,” in Modernity and Mass Culture, ed. Patrick Brantlinger and James N

hand, it encouraged conservatism among performers, afraid to take on new o il
ficult pieces for audiences grown unaccustomed to, and ultimately intoler.an il
mistakes of any kind. On the other hand, recordings create active listencr wli
themselves could, by taking charge of their own editing, develop utterly nc
formist attitudes toward music and its history. If rap recording seems the r¢
this latter development, the spread of lip-syncing and tapes in “live” perft

appears to issue from the former. All discussions about contemporary mus
its technology should begin with Gould’s warning that “[t]he technology o
tronic forms makes it highly improbable that we will move in any directic !
one of even greater intensity and complexity” (Page, ed., Glenn Gould Realvi,

il
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nposts on the Road to Nowhere:
urie Anderson’s Crisis of Meaning

l—ﬂn world is disappearing. Oliver im:aw:
Holmes augured this surreal state of wmw:w
in “The Stereoscope and the Stereograph,
his 1859 essay on what was then a newly
arrived technological marvel: vrgomw%rv\p
“Form is henceforth divorced ?oB. Emzmh
he declared. “In fact, matter as a visible ob-
ject is of no great use any longer, oxnm? as
the mould on which form is shaped.” Jean
Baudrillard, in his 1975 €ssay, ..,;o. Preces-
sion of Simulacra,” posited the notion 92
the world as we know it is a hyperreality
of simulacra, a hall of mirrors where the
original is lost in an infinite Rmammm.om re-
flections. And Bryan Fawcett mam:m@_ in The
Public Eye: A Deliberation on the O.an.EumnT
ance of the World, that mass media images
of desire-commodified, strategically deployed
by Madison Avenue, constitute the better
part of reality for all who view the world
through the cathode-ray tube. . .
The assertion that reality 1s :.:am.amo_:.m
a gradual process of dematerialization 1S
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